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EDITOR’S NOTE

On May 12, 1919, at 9:00 a.m., the Reverend Dr. Szczesny Dettloff, the
founder of academic art history in Poznan, gave his first university lecture
entitled “Leonardo, Michelangelo, Raphael” [Lionardo, Michat Aniot, Rafael].
That date can be considered a symbolic inauguration of the study of art histo-
ry at the University of Poznan, which means that in 2019 we celebrated our
centennial. Such an opportunity made us not only celebrate, but also reflect
on our discipline - its turning points, achievements, institutions, and scholars
who contributed to its condition today. These and other questions we have
been examining in our Institute, where the faculty are always eager to debate
and discuss, almost incessantly, but we also make attempts to invite to our
debate and discussions other scholars. Ten years ago, in 2009, on the thirti-
eth anniversary of the journal Artium Quaestiones, published by the Institute
of Art History of Adam Mickiewicz University, its twentieth issue was out,
including a number of programmatic papers by art historians, both women
and men, from various Polish academic institutions, all intended to “provoke
the readers to reflect on the condition of art history and on our scholarly and
professional competence.” After ten years, we decided to invite authors not
only from Poland, but also from abroad to debate which dates and events were
of crucial significance for art history, its self-consciousness, and its function-
ing and influence, as well as which historical circumstances had a decisive
impact on the development of our discipline in various European countries.
Doing so, we were inspired by the year 1919 - significant not only because the
first university, with an art history department, was founded in Poznan at that
time, but because that particular year brought historic changes in Poland and
other countries. Our intention was, on the one hand, to realize which turning
points in the twentieth-century history of our country and society had the
greatest influence on art history, initiating its radical transformations, open-
ing up new perspectives, and identifying previously unknown problems, and
on the other, possibly symmetrically address similar issues in the neighboring
as well as more distant countries. The turning points considered in the texts
included in the present volume are not always defined literally as such - not
always were they momentary or profound. In some cases, those were rather
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long processes whose causes and consequences took a long time. While some
papers focus on specific dates and historic events, such as the year 1945 in
Germany, 1948 in Poland, 1968 in Czechoslovakia, others address periods
when art history in different countries developed its locally important para-
digms and identified major problems, as between the world wars in Romania,
the period of late socialism in Estonia or the turn of the 1970s in Poland. As
a result, these texts are case studies of various time and problem span, pre-
senting a number of conditions and narratives that shaped the histories of art
history in Poland and elsewhere in Europe.

Since this volume commemorates our anniversary, we decided to include
in its two texts that are slightly different from all the others. One is an essay
by our outstanding graduate Professor Piotr Skubiszewski — a recollection in-
tended to shed some personal light on our jubilee. The other is a special lec-
ture by Professor Horst Bredekamp from the Humboldt University of Berlin,
to which we have been connected by various, also personal, ties.

Piotr Korduba



TURNING POINTS:
HISTORIES OF ART HISTORY
IN POLAND AND EUROPE

P1O0TR SKUBISZEWSKI

FACING THE WORK OF ART.
MEMORIES OF MY STUDENT YEARS

A former student of art history at the University of Poznan and then a fac-
ulty member in its Department of Art History is bound to find a centennial
of academic art history in the capital city of Wielkopolska a natural occasion
to remember the university milieu that formed his intellectual profile and
determined his career. In fact, he has a choice between two ways. First, he
can make an attempt to describe that milieu in terms of the history of the
discipline and academic teaching, as well as, trying to be impartial, analyze
the achievements of the faculty in his student years and define their methods.
Second, he may take a look at his university education and the direction of his
academic work in the perspective of his own life, in terms of personal mem-
ories, knowing of course that those memories will be subjective and partial.
I have decided to choose the latter option.

I started attending lectures on art history immediately after passing my
high school finals on May 17, 1949, a few months before enrolling at the
university. Before the academic year was over, I managed to listen to several
ones. Those were the lectures of the Rev. Professor Szczesny Dettloff on the
fifteenth-century Venetian painting. They were delivered in the lecture room
of the Department of Art History on the fourth floor of the Collegium Maius.
I remember to have understood almost nothing. When later, as a student,
I'was learning the vocabulary of the discipline, how to analyze the work of art,
and - above all - how to evaluate the place of an individual artwork in the ar-
tistic process of an epoch, I realized the reasons for my ignorance. My studies
made me understand that the perception of the work of art is a human skill
of its own kind and that either high school or common elementary education
could not, and perhaps still cannot, prepare the young mind for this task. An
element of the human encounter with art is inner experience — impressions
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that appear independently of the natural propensity of the mind to classify
the object perceived and to find its place in the reconstructed past. Still, these
impressions are mysteriously related to the intellectual process of searching
in the world of art for similarities and their causes - they influence it signifi-
cantly. That was a discovery of art history as scholarship based on values.

The education offered at that time at the University of Poznan made that
aspect quite obvious. Rev. Dettloff, who until March 1953, i.e., almost un-
til my graduation, remained the Chair of the Department as the only faculty
member with a professorial degree, and whom we considered the highest au-
thority, was an outstanding analyst of form. I believe that he developed that
ability, most likely inborn, during two years which he spent at the Universi-
ty of Munich, attending the lectures of Heinrich Wolfflin. It is through the
analysis of form and its vocabulary that the evaluation of the work of art is
articulated - this intellectual procedure allows us to place a given work on
a great scale of objects that make us forget about reality in admiration. In my
freshman year, Rev. Dettloff lectured for four hours a week on the Italian art
of the 16™ century. Some of that time we spent in the gallery of Italian paining
of the Wielkopolskie Museum, today the National Museum in Poznan. Ev-
ery student was expected to analyze one of the paintings from that collection
and briefly present his or her conclusions. Many students were attending that
class. Next to us, freshmen, who followed a new program of two-degree stud-
ies introduced by the communist authorities, some older colleagues also took
Rev. Dettloff’s courses. Those were still following the prewar syllabus which
was different from ours, with too many lectures of an encyclopedic kind. The
first postwar syllabus included mostly courses which immediately familiar-
ized students with the great epochs and names in art history, and consequent-
ly with its main methods. That was how Rev. Dettloff understood the func-
tion of his classes conducted in the gallery of Italian painting of the Poznan
museum. We know that one may find there a number of paintings which can
make a good starting point for the study of early modern art.

My task was to analyze Riva degli Schiavoniby Luca Carlevarijs. I remem-
ber to have worked very hard to describe the painting and collect some infor-
mation about it, but only after my clumsy presentation, when Rev. Dettloff
started making comments, I realized what analysis and interpretation of the
work of art could be. Our professor began with a description of the place in
Venice represented by the artist, masterfully connecting it with an analysis
of the composition and the painterly technique of Carlevarijs. Then he con-
tinued, taking several directions: first, he told us about the painter and the
topics of his works, then about the artistic milieus and individual artists who
influenced him, and finally about his favorite genre - the urban landscape
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and its Venetian variant. Listening to Rev. Dettloff, we understood that he led
us from the visual characteristics of the painting to the knowledge recorded
by human memory, which is something very different from what the sense
of sight allows us to identify on the canvas: a small fragment of the outside
world. And though we knew nothing or next to nothing about Venice and her
painting, the cityscape or perspective, we discovered that only a penetrating
insight in the work of art can make one remember one’s intellectual resources
and relate them to impressions. It was a great lesson of reading the artwork,
starting with the analysis of form since Rev. Dettloff had a phenomenal sense
of form and its place in the domain of the comparable.

Another opportunity to appreciate Rev. Dettloff’s talent came at the end
of the same academic year, in May 1950, when all of us, students of art his-
tory from Poznan, went for a ten-day study trip to Cracow. Professor Jerzy
Szablowski let us take a close look at Wit Stwosz’s sculptures of the altarpiece
from St. Mary’s Basilica. They were stored in a big hall in the south-eastern
wing of the administration building of the State Art Collection in the Wawel
Castle. They were kept there after their return from Germany since the com-
munist authorities did not agree to place the altarpiece back in the church.
That happened some time later, after the political changes which took place
after October 1956. Fortunately, while the sculptures were under arrest, a team
of specialists with Professor Marian Stonecki could work on their restoration.
That not only saved them from destruction by insects feeding on timber, but
also let the restorers discover and fix the original polychromy. Since, however,
the statues and reliefs were taken out of the retable structure and placed inde-
pendently all over the storage hall, the whole could not be perceived accord-
ing to the artist’s intention. Stwosz conceived individual elements as parts of
bigger compositions, e.g., the central altarpiece or its wings so that the form of
each figure could be fully appreciated only in its proper location. Still, starting
from the formal analysis of those individual components of the retable and
showing us its photos taken before the war, Rev. Dettloff was able to make us
imagine the work in all its complexity of relations between particular details
and the whole. At the same time, he made us realize how the great sculptor,
educated in fifteenth-century Strasburg modeled the human figure.

Rev. Dettloff taught us also how to understand form in the non-repre-
sentational arts. I can still remember two of his presentations. One was in
the post-Jesuit church in Poznan, where he made us see how in the Baroque
two sequences of the interior space in architecture (one lengthwise and many
transversal) may either contradict each other or come together. The other was
in the post-Bernardine church in Sierakéw: there Rev. Dettloff showed us how
in the first half of the 17 century the forms of the High Renaissance, trans-
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formed into decoration, multiplied, and condensed, were separated from their
origin in antiquity and, having lost their structural function, became inde-
pendent elements of a decorated wall, a vault or a cupola.

At that time, a student of art history in Poznan could discover the same
kind of sensitivity to have formatted two other professors who were Rev. Dett-
loff’s disciples: Gwidon Chmarzynski and Zdzistaw Kepinski.

As we know, Gwidon Chmarzynski did not publish a lot. I remember him
mainly as an outstanding teacher who spoke about art with the passion of
a critic and a connoisseur. His emotional involvement was the most intense
when he talked about the topic he knew best, i.e., the gothic architecture, par-
ticularly when we were standing with him outside a gothic church or inside
it. Of all the faculty members, Chmarzynski was perhaps the most eager to
take part in field trips. Next to Wielkopolska, we traveled with him to Silesia,
Pomerania, and the Chetmno region which he liked the most, in particular
the co-cathedral church of the Holy Trinity in Chetmza and St. John’s church
in Torun. There he could present his approach to gothic architecture most ex-
plicitly. The first step was always making a detailed inventory of the elements
that make a building stable and express the hidden forces and tensions. But
then he could turn with his description this stable world of structure and its
external elements into a fascinating picture of living forms. I remember Pro-
fessor Chmarzynski as one of the top experts on gothic architecture.

Several years ago on another occasion I wrote that our, i.e. students’, first
encounter with Zdzistaw Kepinski made us ask a question about the kind of
art history we were going to study when that new faculty member appeared
in the Poznan Department of Art History at the beginning of the academic
year 1952/1953. The title of a lecture series with which he started his tenure
was “The Development of the Realistic Tendency in Art”, and we, seniors,
were required to listen to it. In those years, the time of uncompromising
Stalinism, the words “realism” and “realistic” had only one possible mean-
ing. They were used by the communist party and its ideologues to decide
whether art matched whatever they defined as the progress of humanity; i.e.,
whatever was politically correct, and both terms could qualify both the art
of the past and that of the present. Kepinski’s first lectures did not make us
any less anxious, quite on the contrary. The new professor announced that
he would talk about the Trecento painting in Florence, but he began with
a comprehensive description of the social, economic, and political situation
in the capital city of Tuscany, paying much attention to the great Florentine
families, their possessions and the financial operations they were making.
Still, when he started talking about the Florentine painting, all that exter-
nal world suddenly vanished. He focused exclusively on art and what we
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heard was excellent analysis of form articulated in a sophisticated manner.
The history of commissions and patrons indeed had its place in his narra-
tive, but the works of artists were its core. I am sure that Kepinski’s lectures
on the Italian painting between the “Black Death” and Masaccio played an
important role in my education as art historian. He made me realize the
significance of the evolution of forms of representation, so crucial for the
European art of that period and place. What was more, he encouraged me to
ask questions about the problem of the evolution of forms in general. Later
Eugeniusz Krygier told me about the circumstances under which Zdzistaw
Kepinski saw the Florentine painting for the first time and how that first en-
counter influenced him. Both of them received a state stipend to go to Italy
in 1938: Krygier told me that his companion, fascinated with the city, stayed
there much longer than had been planned and that he spent many hours in
the Florentine museums, churches, and palaces. After that I had many more
opportunities to admire Kepinski’s sense of form in art.

I have written so much about our education in the Poznan Department
of Art History in the early 1950 because it seems to me that it is my duty
to make the reader realize what kind of intellectual formation we received
until graduation, before we faced the outside world. I have chosen this term
- “facing the world” - on purpose since it conveys an imperative to think on
one’s own when we must organize our intellectual work without anyone’s
help. It also refers to quite common situation when, having moved to another
academic milieu, we discover a manner of practicing art history that is differ-
ent from what we are used to. If I were to define that intellectual formation,
I would again, like once before, quote Willibald Sauerlinder, who described
the art history of the first three decades of the 20 century in Germany as
“auf Form oder Gestalt konzentrierte.” He meant art history in Germany but
this phrase can be referred also to other countries, including Poland. We know
how close Polish art history was to that developed in German-speaking coun-
tries, and when I was a student in Poznan our teachers continued the tradition
from before the war. Perhaps with one exception, all of them were educated
before 1939.

Remembering my student years, I cannot ignore one particular aspect
of that period: the obligatory courses introduced by the communist party in
1948/1949 to influence the worldview of the future educated class. “Historical
and Dialectic Materialism,” “History of the Workers’ Movement,” “Problems
of Contemporary Poland,” “Foundations of Marxism-Leninism,” and “Polit-
ical Economy” (I quote the course titles from my student’s book) - all those
subjects did not play any role in our development. We could see no relation
between them and the proper object of our studies. Worse than that — com-
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pared with the significance of the problems we considered during classes on
art history, history, archaeology, ethnology or logic, taught by our excellent
professors, they demonstrated all their intellectual triviality and true func-
tion. They were nothing but political propaganda.

October 1956 brought changes in the life of Polish people. We are aware
that in terms of global history those local changes in Poland were of little
importance. The country was still part of the Soviet empire, with the dicta-
torship of the communist party. Still, in some aspects of interior politics the
difference was crucial: the former paralysis caused by the Stalinist obsession
to build a society that would be totally controlled by the party and its ideology
was partly gone. Art and art history were those spheres which after the Oc-
tober changes were no longer on the main frontline of the party’s ideological
offensive. In the 1960s and 1970s the party authorities or individual eager
party members would occasionally interfere with the artistic activity of some
groups, exhibitions organized by important institutions or publications in the
field of art history, but in my opinion their interference did not result from any
premeditated political strategy to influence the world of art and art history, be-
ing only a reaction to particular events or situations which party leaders and
activists refused to tolerate.

I have mentioned the changes in Poland after October 1956 on purpose.
My generation experienced the pressure of the communist regime from its
young years up to maturity. The cracks that appeared in the system imposed
by it — after October they became noticeable — were of crucial importance for
us, art historians who just began their academic careers. We could work much
more freely and, what was the most important, we could also travel abroad
since Poland was no longer hermetically isolated from the Western world. We
could take a look at the works of art on site, not just on photographs. Some
of us could continue studies at universities abroad, take part in international
conferences in other countries, and make direct contacts with outstanding art
history scholars, even though it was by no means easy. With few exceptions,
all that could happen only when the host institution — a university, a mu-
seum, the conference organizers - covered our travel expenses and paid for
our room and board. Besides, it must be remembered that not every applicant
could get a passport.

I have mentioned the passport policy of the communist Poland to remem-
ber the reader that after the years of German occupation and Stalinism Pol-
ish art historians could again, in spite of all kinds of obstacles, examine great
works of art. The scholars of my generation could at least verify an approach
to the art of the Latin Europe as a complex product of a single civilization,
adopted in their student years. They could see with their own eyes that the
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truly great changes were occurring in the western part of our continent not
so often and only in a few milieus whose influences reached regions far away.
Having a direct access to the vast areas of European art, they could, as never
before, learn how to make a difference between “prior” works and their con-
tinuations. On the other hand, they could also better recognize the place of
a given artistic achievement on the map of relations and influences in the
world of art.

What did it look like in practice? As I have written above, my purpose is
to focus on my own experience, but I must add that the experiences of my
older and younger colleagues were similar to mine. As it turned out, of all
the Western academic centers that welcomed us, Polish historians of medie-
val art, who were beginning of their careers, the first was the Centre d’Etudes
Supérieures de Civilisation Médiévale in Poitiers, founded in 1953 at the uni-
versity in that city. Its founder Gaston Berger, a professor of philosophy, ad-
mirer of Husserl, and director of the department of higher education in the
French Ministry of Education, wanted it to concentrate on research and teach-
ing on the Ph.D. level about the climax of the European Middle Ages: the 10%,
11%, and 12 centuries. His intention was to allow the three main disciplines,
i.e., history, art history, and history of literature, as well as others, such as the
history of philosophy, science, and music, to keep their specific identity as
regards the subject matter and methods. Still, Berger assumed that all of them
would come together in the center so that each young medievalist studying
there would have an insight in the fields of research other than his or her own
to ask questions about the relations between the phenomena and works he or
she was interested in and the events, social processes, political systems, spiri-
tuality, the arts, and the living conditions in those times.

Today such a methodological postulate in the humanities is taken for
granted, but in the 1950s in France, and not only there, a program which was
to combine several disciplines in the study of one civilization was innovative.
The Poitiers center owed its success to two experienced professors: René
Crozet, an art historian who was a disciple of Henri Focillon, and the histo-
rian Edmond-René Labande, chosen by Berger to manage it. Besides, he sup-
plied the center with resources, which made it possible to invite to lecture and
conduct seminars in Poitiers not only scholars from France, but also other
countries. The only requirement was a good command of French, since all the
classes were taught in that language. Many foreign scholars met it, as they
still often do, which guaranteed that the center hosted, and again, it still does,
the most outstanding medievalists from all over the world.

At that time teaching in Poitiers was divided into two cycles: the academic
year proper and the summer school which in the early years of the center’s
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operation lasted for five weeks. The latter was a period of particularly hard
work: every morning two professors lectured on two different fields of me-
dieval studies, while in the afternoon there ware classes on site, focusing on
some local Romanesque and Gothic architectural monuments. On Saturdays,
participants went on field trips to nearby cities and towns, and one field trip
was organized to visit some more distant region of the Romanesque France.
During the academic year teaching was less demanding as it was adjusted
to the needs of the young medievalists who came to Poitiers for just a year,
usually to work on their own research projects. Still, however, classes were
taught, next to the local professors, by scholars from other academic institu-
tions, including many foreigners. When I was studying there, Professor Crozet
was working on his book on Romanesque art in Saintonge and in his lectures
he presented his progress. Every two weeks he would take us by coach to that
district where we were making the inventory of the selected churches while
he put under discussion his observations, thus kindly letting us take part in
his research. Such a curriculum was continued in Poitiers for a long time, un-
fortunately to be reduced later. Still, though, its strong point is the participa-
tion of many representatives of medieval studies from the whole world, both
as teachers and students.

In the late 1950s and early 1960s the Centre d’Etudes Supérieures de Civil-
isation Médiévale became for young Polish medievalists the place where they
could meet world art history directly, not only in books. They could exchange
ideas and opinions - first of all, in seminars, but also in discussions with profes-
sors, which followed every lecture during summer schools. Besides, they could
gain analytical experience with the greatest examples of medieval art, taking
part in many field trips almost all over France. Finally, they could do their own
research, having access to a photo archive which held a collection of photo-
graphs of the works of the Romanesque art from all over Europe, and use a li-
brary with a comprehensive collection of periodicals. Some young Polish schol-
ars came to Poitiers to study for the whole academic year, others just to the
summer school, but they were also some who stayed for both cycles. Among
the members of my generation, both a little older and younger, those were
Zygmunt Swiechowski, Lech Kalinowski, Klementyna Zurowska, Stanistaw
Wilinski, Urszula Poptonyk, Krystyna Jozefowicz, Teresa Mroczko, Krystyna
Biatoskdrska, Marian Kutzner, Maria Otto, and Andrzej Tomaszewski.

What kind of art history did those young medievalists study at that time in
Poitiers? In France, where since the 18 century writing about art was bloom-
ing, it was believed that art was an “autonomous” area of human activity that
could be explained as a domain with its specific identity. That approach be-
came particularly distinct in the study of medieval architecture originated in
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the 1830s by Arcisse de Caumont. The direction that he took, which resulted
in founding a school, was continued by several generations of scholars, in-
cluding Auguste Choisy, Robert de Lasteyrie, Jean-Auguste Brutails, Camille
Enlart, Eugéne Lefévre-Pontalis, Marcel Aubert, Paul Deschamps, and Elie
Lambert. Their research was founded on thorough analysis of the building’s
structure, as well as the analysis of architectural forms of its particular parts,
combined with that of the material used for construction. The goal was to
reconstruct the internal chronology of that process, which was meticulously
compared with its available written records. It should be noted that examining
a church or a castle, the French historians of medieval architecture paid much
attention to the records which included information about later construction
work on a given building. They always did their best to show the difference
between its original form and whatever was added to it in the following cen-
turies, being well prepared to read the sources critically. Six continuators of
the Count de Caumont were graduates of the excellent Ecole nationale des
Chartes or graduated from the no less excellent Ecole Normale Supérieure,
and only one of them, Auguste Choisy, was a polytechnicien. The growing
amount of information about particular buildings made them ask questions
about the place of each of them in the history of architecture defined by the
humanities as the history of a genre of art in its own right. Comparisons of
horizontal projections and projections of elevations, modes of construction,
details, and the ways raw materials were processed in particular works grad-
ually resulted in a comprehensive picture of typological and stylistic groups.
Actually, that picture kept changing due to changing and debatable criteria of
classification.

Many readers may argue that all that I have described above is nothing but
the application of basic methodological requirements of art history and the
basic methods of research on architecture. Yes, indeed, but I would have never
mentioned on this occasion the French research on medieval architecture, if
not for its maximum precision of the analysis of form, articulated in precise
language. The French art history has developed a vocabulary that includes
terms for even the most complex structure of the work and its elements in
all the variety of details. The evolution of that vocabulary has been illustrat-
ed by excellent dictionaries of terms, published by Editions du Patrimoine,
and among them, as regards architecture, there is a genuine masterpiece of
the genre, Architecture: description et vocabulaire méthodiques by Marie
Pérouse de Montclos (Paris, 1972, new edition 2011).

It should be stressed that the French school of research on medieval archi-
tecture has found among the humanities of its country an independent place
as far as its methodological status is concerned. Even its name, “archéolo-



16 PIOTR SKUBISZEWSKI

gie frangaise du moyen dge,” dating back to its beginnings, conveys its status
quite persuasively. The scholars who constituted that school were gathered
in the Société Francaise d’Archéologie, founded by the Count de Caumont in
1834, which has been publishing two top periodicals: a series of the Congrés
Archéologique de France (since 1834) and a quarterly Bulletin Monumental
(since 1835). Let me add that the same milieu educated the personnel of the
Service des Monuments Historiques, a restoration institution also founded
at the same time by the de Caumont. I cannot go into details to explain why
Arcisse de Caumont chose the term “archaeology” to refer to the study of me-
dieval architecture. Suffice to say that in France this particular term evidently
separated the field of research of those who specialized in it from the research
on other fields and periods in art history. In fact, a special status of the histori-
ans of medieval architecture has been largely preserved until today:

When in 1957, on the occasion of one of the field trips organized during
a summer school at the Centre in Poitiers, we were standing in front of a Ro-
manesque or a gothic church, listening to Marcel Aubert, an outstanding
authority in the world of studies on the medieval architecture of France, au-
thor of several monographs of its most important examples and the founder
of modern studies on the Cistercian churches and monasteries, his metic-
ulous analysis of the building, articulated in a clear way, revealed the work
to us in all the rich variety of its forms. When a few months later we were
taking Professor René Crozet’s class in Santoigne, we were able, with his as-
sistance, to make attempts to analyze the forms of the local churches on our
own. We were learning to understand the work by recognizing its components
and their order while the detailed terminology of architecture, developed by
French scholarship, allowed us to construct in memory an intellectual edifice
of conceptual equivalents of both the building’s structure and its elements,
since we could distinguish, name, and count all of them. Their size can be ar-
ticulated in numbers, also it is possible to describe their place in the structure,
and measure the distance among them, i.e. verbally express their relations.
Written records concerning the history of those churches were taken into
consideration only after the beholder’s eye recognized the building’s artistic
identity and internal history and the mind allowed one to put that visual ex-
perience into words. For me, a graduate of art history in Poznan, those lessons
greatly enhanced my knowledge of the instruments of formal analysis, which
I owed to my university. Moreover, they confirmed my belief, also originated
in Poznan, that correct analysis of the work’s form is an indispensable condi-
tion of all the successful intellectual operations in art history.

It may be somewhat surprising that an art historian who does not special-
ize in architecture, remembers so much about the French studies on this art,
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with which he became familiar as a young scholar. The reader may also ask
a legitimate question why I have singled out a methodological orientation fo-
cused on form, while I appreciated it so highly at the time when art history all
over the world and in all its aspects was vigorously trying to reach beyond the
emphasis on form toward the domain of ideas. We were very much aware of
that shift already then. Many of us, leaving to continue our studies in France,
had already read Erwin Panofsky’s Studies in Iconology or at least knew about
his main methodological postulate to find out how a given culture manifests
itself in the work of art. I was much impressed by a great vision of Otto von
Simson who derived the idea of the gothic cathedral with its many-colored
stained glass windows from the metaphysics of light founded upon the writ-
ings of Pseudo-Dionysius, worshipped at Saint-Denis, and the Neoplatonism
of the cathedral school in Chartres - a group of scholars who believed that
a reflection of the universal harmony could be found in mathematics. Analyz-
ing artworks, I also made attempts, even though probably not careful enough,
to take into account the ideological message which came to the artist’s studio
from the outside, with the commission, and which was supposed to be intel-
ligible to the contemporary spectator. The French art history, so dominated
by the understanding of artistic activity as an autonomous sphere, could also
treat art in terms of the transmission of ideas. In the 19 century, there were
two great medievalists who originated studies of the influence of medieval
theology, exegesis, and liturgy on art: the Jesuits Charles Cahier and Arthur
Martin. Emile Male took the same direction and went even farther: assuming
direct dependence of the greatest masterpieces of sculpture, painting, and the
artistic craftsmanship of the French Middle Ages on the Christian doctrine,
he created a monumental picture of the art of that period as an instrument of
the pastoral mission of the Catholic Church. This is not a good occasion to
compare the method and achievement of Male with those of Panofsky; those
who may be interested in this question should read Pierre Francastel’s Etudes
de sociologie de I'art (1970). Still, despite all the differences in their approach-
es to the object of study, their ways of interpreting art show some similarities.
Male’s influence on art history in his lifetime and after the war was not as
wide as that of Panofsky, yet the French scholar had his followers and I met
them during my stay in Poitiers. Among them, there was one great medieval-
ist, Focillon’s disciple Ludwik Grodecki, who was connected to the Service
des Monuments Historiques and knew the tradition of the French studies
on medieval architecture. His lectures on the twelfth- and thirteenth-cen-
tury French stained glass windows, which I attended at the Centre d’Etudes
Meédiévales in 1957, were excellent. Analyzing them, Grodecki demonstrat-
ed how the compositions and figural forms included in particular sections of
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the windows were combined with the doctrinal message conveyed by them
- quite often, it was sophisticated theological discourse. He emphasized the
inspiration by Male, and footnotes in his publications confirm it. Grodecki
was also influenced by Panofsky, who became his intellectual friend when
they met in 1949/1950 at the Institute for Advanced Study at Princeton. Fi-
nally, when considering the French variety of that kind of art history which
assumed direct influence of the world of ideas on art, one cannot ignore the
name of André Grabar, a disciple of Nicodem Kondakov and Dmitry Aynalov.
There is no doubt that Grabar actually revolutionized the studies on the art
of early Christianity, Byzantium, and the countries of the Christian East with
two books published in France: L'empereur dans I'art byzantin. Recherches
sur I'art officiel de 'empire d’Orient (1936) and Martyrium. Recherches sur le
culte des reliques et I'art chrétien antique (1946). His comprehensive view of
the ideological and social factors which influenced the great artistic centers of
the Greek East had its impact also on research on the art of the West. His pi-
oneering study of the representations of the Eastern-Roman Emperor signifi-
cantly inspired those who after the war worked on the political iconography
in the countries of Latin culture. I listened to Grabar’s lectures at the Collége
de France and had the privilege to meet him and talk to him longer several
times. The way in which he spoke and wrote about the reflection of the Greek
world in the art of the Eastern Empire of late antiquity and the Middle Ages
was absolutely unique.

Let me repeat once more that when I was studying in France the great cur-
rent in art history, as varied as it is, that treats art as expression of ideas was
already well known to my generation. However, whenever I was standing in
front of a Romanesque or gothic church and started analyzing its architecture,
the questions asked by that current suddenly disappeared. I was interested in
something else. Directed by my professors, I discovered the building as a sep-
arate, self-contained universe of forms, as well as a set of elements combined
together by its internal order into an organic whole. My guides, familiar with
a complex, detailed terminology, precisely distinguished and named each el-
ement, from the smallest to the largest, and equally precisely described the
relations among them. Their lessons were exercises in the analysis of form, at
the same time demonstrating how to translate the visual into words. If I may
use a metaphor, it was that kind of art history which really “clung” to the
artwork. Surely, I knew then and I know now that the knowledge of medie-
val churches, which my French teachers shared with me, was limited to its
proper objects. The methods of analyzing architecture cannot be applied to
the study of representational arts, but all those hours taught a young art his-
torian how important a careful formal analysis is and how responsible one
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is for the words used to deal with art at any level: in description, analysis,
and interpretation. Studying medieval churches in France, we were mastering
morphological analysis developed throughout many decades of meticulous
research. That analysis, articulated with a precise vocabulary, was an intellec-
tual challenge. Thanks to the attention paid to details, the analyses of differ-
ent churches taught us how to approach every one of them as a unique work of
art, and the ability to recognize the uniqueness of an individual artwork is the
key to understand art as such and a measure of our success. But this is quite
another issue while it is time for me to finish now.

Piotr Skubiszewski

Professor emeritus, University of Warsaw

FACING THE WORK OF ART. MEMORIES OF MY STUDENT YEARS
Summary

The present essay includes the author’s memories of his university studies and the
intellectual formation that he received as a student of art history at the University of
Poznan in 1949-1954. His first professor who opened to him the door to art history
and exerted on him a strong intellectual influence, was Szczesny Dettloff, a disciple
of Heinrich Wolfflin in Munich and Max Dvotak in Vienna. Dettloff taught his stu-
dents that the foundation of studying art in history is the study of the form of an in-
dividual artwork He believed that without a proper analysis of form it is impossible
to construct appropriate series of the works of art and specify their position in the
culture of the times of their origin. Similar sensitivity to form and the understand-
ing of its significance for the art historian’s work were represented by two other pro-
fessors important for the author, both educated by Dettloff already before World War
II: Gwido Chmarzynski and Zdzistaw Kepinski. When in 1957-1968 the author was
a postgraduate student in the Centre d’Etudes Supérieures de Civilisation Médiévale
at the University of Poitiers (CESCM), it turned out that the local methodological tra-
dition was similar to what he had learned in Poznan before. The CESCM was founded
as a multidisciplinary institute for the study of the Middle Ages, combining history,
art history; literary history, and the history of ideas. It was important that one of them
could shed light on an object studied by another, but each of them, including art his-
tory, kept its material and methodological identity. In the French tradition, art history
had an “autonomous” status, focusing on artistic creation as a special sphere of human
activity. That idea influenced also quite strongly the study of medieval architecture,
originated in the early 19% century by Arcisse de Caumont, and continued until to-
day by many generations of French scholars. What is characteristic of their research is
meticulous analysis of form, articulated with a precise, detailed, and comprehensive
specialist vocabulary. The lectures of French scholars on medieval architecture, which
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the author attended in Paris and Poitiers, taught him precision in the analysis of the
artwork’s structure and its components, as well as responsibility for every single state-
ment made on art. For a young art historian who did not specialize in architecture but
in representational arts, that French experience was a lesson of methodological rigor
necessary in the intellectual pursuits of the humanities scholar.

Keywords:
University of Poznan — art history, University of Poitiers — art history, methodology of
art history, art history around 1950
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TURNING POINTS, CRISES, EVOLUTIONS

The curtain with its flight of birds of Paradise blew out again. And Clarissa saw—
she saw Ralph Lyon beat it back, and go on talking. So it wasn’t a failure after all!
It was going to be all right now—her party. It had begun. It had started. But it was
still touch and go. She must stand there for the present. People seemed to come
in a rush. Colonel and Mrs. Garrod... Mr. Hugh Whitebread... Mr. Bowley... Mrs.
Hilbery... Lady Mary Maddox... Mr. Quin... intoned Wilkins. She had six or sev-
en words with each, and they went on, they went into the rooms; into something
now, not nothing, since Ralph Lyon had beat back the curtain.!

Most likely; this quotation from Virginia Woolf’s Mrs. Dalloway is well
remembered by every reader of Wiestaw Juszczak’s book Zastona w rajskie
ptaki [A Curtain with the Birds of Paradise] which unfortunately has been
almost forgotten by scholars. In his book, Juszczak analyzed Woolf’s novel as
an example of modernism. In his view; not only did she want to tell the story
about how Clarissa Dalloway organized her party, but also present on a deep-
er, covert level an artistic process of form making as the goal of art. A banal
gesture of beating back a yellow chintz curtain has been interpreted as a mo-
ment when the incoherent elements of a composition, i.e., a party, suddenly
began to form a whole. Juszczak argued that Woolf did the same, quite openly,
in her next novel, To the Lighthouse, where fulfilling a promise to go for a sea
trip coincided in the last paragraph of the book with Lily Briscoe’s finishing of
her landscape painting:

Quickly; as if she were recalled by something over there, she turned to her canvas.
There it was—her picture. Yes, with all its green and blues, its lines running up
and across, its attempt at something. ... She looked at the steps; they were empty;

' V. Woolf, Mrs. Dalloway, London 1960, p. 187.
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she looked at her canvas; it was blurred. With a sudden intensity, as if she saw it
clear for a second, she drew a line there, in the centre. It was done; it was finished.
Yes, she thought, laying down her brush in extreme fatigue, I have had my vision.?

It was important for Juszczak to demonstrate that self-reflexivity, presen-
tation of the very process of achieving the goal of creation, was out of the ques-
tion in the 19% century and became possible in the age of modernism since
only then form and the self-reflexivity of literature, painting or music became
“visible,” prominent in the work’s texture. They were no longer hidden be-
hind the veil of “realistic” story-telling; no longer transparent in respect to
a sublime or down-to-earth subject matter and narration referring exclusively
to the outside world and human experience.? That is why Juszczak did not
analyze more deeply the gist of Ralph Lyon’s beating back the curtain and the
nature of the moment when Lily Briscoe made her final brushstroke. He was
interested in those circumstances only insofar as they contributed to the com-
pletion of the work as form. Still, both events described by Virginia Woolf per-
tain to something unique and much more fundamental than the characteris-
tics of modernism: the moment of essential change in any process of creation.

Finishing a painting seems easier to understand. All of a sudden, the ul-
timate “painterly determination of the canvas” — to use the favorite phrase of
Polish colorists - just happens. The long lasting impotence is overcome and
the goal is accomplished: finis coronat opus. Yet one aspect of that event re-
mains mysterious: what is the origin of that glimpse when everything comes
together?

The case of Clarissa Dalloway is perhaps a little more difficult. She also
wants to cope with some problem, but it is not purely artistic in nature. No
matter if, following Juszczak, we consider the party as a metaphor of creation
or, literally, as socializing, the beating back of the curtain will definitely be
irrational - not as a banal fact of eliminating an inconvenience, but because
of the outcome of that gesture from the character’s point of view. When Cla-
rissa has noticed it, her temper changes and, consequently, she changes her
approach to the event. Suddenly; she starts controlling the entire party, which
means that reaching the assumed goal will no longer be doubtful. It is not
hard to explain why the curtain’s opening made Mrs. Dalloway sure that the
party would be successful, either. That gesture might have made her realize
- half consciously - that the atmosphere of the meeting was good. The guest
made a natural, free move that meant relaxation and not tension which could

2 V. Woolf, To the Lighthouse, London 1962, p. 242.
3 'W. Juszczak, Zastona w rajskie ptaki, Warszawa 1981, p. 12.
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result, for instance, in an angry reaction to the faux pas of the hostess’ failure
to put the unruly curtain under control.* What is irrational is noticing that
minor fact as such. If in the case of Lily Briscoe the problem was how the
instant of fulfilment comes into being, then the question is: why at some par-
ticular moment we happen to look at that, and not any other, point in space?
After all, if Clarissa Dalloway had not looked at Ralph Lyon, her unhappy
consciousness of the party’s maker would not have changed.

The episodes from Virignia Woolf’s novel must be somehow called and
analyzed in detail. In the first place, their common features must be iden-
tified. First (1), both events could occur only because they were temporal in
character, because time was the background against which they unfolded.
Second (2), both of them were targeted, i.e., their goal was to end a process
that was unfolding in time. Third (3), accomplishing that goal was uncertain.
However (4), that uncertainty was eliminated by a sudden change which re-
sulted in a happy end. Finally (5), the very moment of change was hard to
explain in causal terms since it happened abruptly, with no distinct efforts
taken by the characters. The only difference was the distance between the
characters and their goal: in the case of Lily Briscoe, it was the moment just
before the ultimate fulfilment, while Clarissa’s party was only “gaining mo-
mentum” and it was still “suspended in uncertainty.” Besides, both episodes
consist of two stages which stand out when the goal is being accomplished
(1), i.e.,, when the plan is being finalized (2). The first stage is marked by an
impasse, uncertainty, loss of direction, and, consequently, anguish (3). In the
second stage, that predicament is solved (4) by a sudden revelation (5), i.e.,
realizing that everything moves in the right direction.

The first stage can be defined as a crisis since this concept refers to uncer-
tainty, suffering or tension caused by uncertain future which cannot be antic-
ipated (3).° In the state of crisis, the goal (2) becomes less distinct while the
means to reach it are no longer obvious. It was the period when Lily Briscoe
could not finish her painting, and Clarissa Dalloway saw a possibility of so-
cial failure. The second stage is that of a turning point, i.e., according to Web-
ster’s New Collegiate Dictionary, “an act or point of breaking through an ob-
struction.”®

* Juszczak interprets this gesture as so natural that it reveals the artificiality of the par-
ty as a ritual, which allows Clarissa to perceive it as form which slowly begins to acquire
completeness. See Juszczak, Zastona w rajskie ptaki, p. 85.

5 R. Koselleck, “Finige Fragen an die Begriffsgeschichte von ‘Krise,” in: Uber die Krise.
Castelgandolfo-Gesprdche 1985, ed. K. Michalski, Stuttgart 1986, p. 64.

¢ Webster's New Collegiate Dictionary, Springfield, MA, 1980, p. 135.



24 WojciecH Barus

A turning point can be connected with a crisis in two ways. On the one
hand, both terms can have the same meaning. In ancient Greece, and then
in early Christianity and the Middle Ages, the noun «kpicic meant an ulti-
mate, irrevocable solution, the emergence of one of two mutually exclusive
elements of an alternative: a victory or a defeat in battle, a recovery or death
in the Hippocratic medicine, salvation or damnation in theology, i.e., every-
thing that today we would rather call a turning point.” On the other, the two
terms can refer to two different stages of a course of events. If a political crisis
means a collapse of a certain policy; a government crisis the fall of a cabinet
which lost majority support in the parliament; a scientific crisis a situation
when received theories prove unable to account for newly discovered facts;
a cultural crisis a period when “current values have failed while there are still
no new ones which could take their place,”® all of them refer to an initial stage
of upcoming havoc that can be put under control only after some short or long
period of time. In this sense, a crisis is a kind of rising wall or other obstacle,
while a turning point means breaking through that obstacle toward a precon-
ceived goal.® This is precisely the situation described in Virginia Woolf’s nov-
el. There a turning point is an irrational moment (5) when a crisis is resolved
thanks to a solution which leads to finishing the painting or realizing for good
that the party will be successful. Such a unique moment was considered in
ancient Greece an intrusion of another, unusual kind of time. The linear, con-
tinuous time, ypévog, opened to a unique, unrepeatable possibility, a wonder-
ful coincidence called xoupéc. '

The episodes described by Virginia Woolf focused on individual prob-
lems with the process of creation. The impasse in painting a landscape
or preparing a party was a state of crisis from which the only way out was
through an unexpected revelation of a solution or the rise of confidence that
everything moves in the right direction. In both cases, a turning point was
necessarily related to a preceding crisis, since if everything went on normally
and the painting and the party were realized within the common time filled
with work - the chronos, in which there is no room for stops, breakdowns,
and uncertainty, then there would be no chance for the intervention of the
kairos."

7 See Koselleck, “Einige Fragen an die Begriffsgeschichte...,” pp. 64-65.

8 “Kryzys,” in: Nowa encyklopedia powszechna PWN, vol. 3, Warszawa 1998, p. 586.

® H. G. Evers, “Historismus,” in: Historismus und bildende Kunst (Studien zur Kunst
des 19. Jahrhunderts, vol. 1), ed. L. Grote, Miinchen 1965, p. 30.

10§, Bielecki, “Kairos (1),” in: Encyklopedia Katolicka, vol. 8, Lublin 2000, col. 324.

' In Corpus Hippocraticum there is written: “Chronos is that in which there is kai-
ros, and kairos is that in which there is little chronos”, see: G. Agamben, The Time that
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II

In art history, turning points related to historical processes are more sig-
nificant than the cases of individual artists. Giorgio Vasari knew about it
when he wrote:

That very same debt painters owe to Nature, ... is also owed, in my opinion, to
Giotto, the Florentine painter; for when the methods and outlines of good painting
had been buried for so many years by the ruins of war, he alone, although born
among inept artists, revived through God’s grace what had fallen into an evil state
and brought it back to such a form that it could be called good. And it was truly an
extraordinary miracle that such an ignorant and incompetent age could have in-
spired Giotto to work so skilfully that drawing, of which men during those times
had little or no knowledge, came fully back to life through his efforts.'?

Vasari called that turning point, a “miracle” made by Giotto, “Renaissance,”
making the word “rinascita” acquire the meaning of a moment of change when
undoubtedly the kairos intruded into chronological history. It was thanks to
that turning point that in the following decades art could gradually achieve per-
fection which culminated in the perfezzione of the 16 century'®:

Hence, Cimabue was, in one sense, the principal cause of the renewal of the art
of painting, but Giotto, though his follower, inspired by a praiseworthy ambition
and helped by Heaven and his own natural talent, was the man whose thoughts
rose even higher and who opened the gates of truth to those painters who have
subsequently brought the art of painting to that level of perfection and grandeur at
which we see it in our own century.

The idea that art could raise from decline either thanks to one person or
a collective effort returned repeatedly in the following centuries. It implied
a question whether such a transformation could be effected on one’s own,
or only at some propitious moment. In his programmatic pamphlet titled In

Remains. A Commentary on the Letter to the Romans, trans. P Dailey, Stanford 2005,
pp. 68-69.

12 G. Vasari, The Lives of the Artists, trans. ]. Conway Bondanella and P Bondanella,
Oxford 1998, p. 15.

13 H. Karge, “Renaissance. Aufkommen und Entfaltung des Stilbegriffs in Deutsch-
land im Zuge der Neorenaissance-Bewegung um 1840,” in: Neorenaissance — Anspriiche
an einen Stil. Zweites Historismus-Symposium Bad Muskau. Muskauer Schriften, vol. 4,
eds. W. Krause, H. Laudel, W. Nerdinger, Zittau 2003, pp. 40-41.

4 Vasari, The Lives of the Artists, p. 13.
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What Style Should We Build?, published in 1828, Heinrich Hiibsch wrote:
“Painting and sculpture have recently abandoned passive imitation of the an-
cient times. Only architecture is still dependent, continuing the imitation of
the ancient style.”> On the contrary, almost one hundred years later Vassily
Kandinsky stressed the role of the individual active in the kairos:

Veiled in obscurity are the causes of this need to move ever upwards and forwards,
by sweat of the brow, through sufferings and fears. When one stage has been ac-
complished, and many evil stones cleared from the road, some unseen and wicked
hand scatters new obstacles in the way, so that the path often seems blocked and
totally obliterated. But there never fails to come to the rescue some human being,
like ourselves in everything except that he has in him a secret power of vision. He
sees and points the way.'6

Vasari was the first to interpret a turning point in art as overcoming a bad
situation similar to an impasse in an individual artistic development. That
state could be improved only by a radical rejection of the present condition.
On the other hand, such a negatively valued situation could be more seri-
ous than a crisis - it could be a collapse, a total failure. In such terms Vasari
referred to the Middle Ages. Hiibsch was less pessimistic about contempo-
rary architecture, while Kandinsky definitely analyzed the present in terms
of crisis. The upcoming change meant abandoning the nineteenth-century
historicism and academism, as well decadentism which was characteristic
of the years before 1900.7 At any rate, however, connecting a turning point as
salvation with an undesirable preceding state of affairs implies that the idea
of fundamental transformation could operate only with a system of values
that assumed the differences between good and bad art, norm and anti-norm,
prosperity and decadence.

Getting rid of the fetters of bad art was usually considered a purely artistic
task to be performed by a particular group or a group with a special leader, sup-
ported by the kairos. The 20 century added to it a belief that a turning point
could occur due to a political decision. When Wtodzimierz Sokorski, deputy
minister of culture in communist Poland, claimed in 1950 that “epigones of
the formalist schools in art argued some time ago that the current crisis in

15 H. Hiibsch, In welchem Style sollen wir bauen?, Karlsruhe 1828, p. 1.

16 W. Kandinsky, Concerning the Spiritual in Art, trans. M. T. H. Sadler, p. 13, <http://
www.semantikon.com/art/kandinskyspiritualinart.pdf> [last accessed: 13.06.2019].

7 Ibidem, p. 10. On decadentism, see M. Porebski, Ikonosfera, Warszawa 1972,
pp. 242-243.
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painting is a result of the exhaustion of conventions,”*® he both pointed at an
undesirable condition and at the real culprits. By the same token, he clearly
declared that the only solution was proclaiming the “proper” art by decrees
since that would be a remedy for the crisis and a way to crush the useless,
annoying “epigones.”

Vasari knew that perfection in art is not permanent and that culture devel-
ops in cycles, which may lead to another fall.” About 150 years later, Giam-
battista Vico represented a similar line of reasoning, assuming that the course
of culture (corso) may lead to exhaustion followed by a return of barbarism
(ricorso) which in fact is a renaissance — a beginning of another cycle, just
like the Roman Empire was followed by the Christian Middle Ages.?’ Kandin-
sky wrote that the “work of art is the child of its age,”?! which means that he
believed that no turning point could result in ultimate solutions in art. His
opinions were based on the idea of crisis as something repetitive, conditioned
by continual changes in human history.?? This idea was developed by Jacob
Burckhardt already in the 19t century - the Swiss historian treated crises as
subsequent “knots of development,” i.e., moments when old systems of val-
ues were replaced by new ones, but he did not claim that any new cultural or
political formation could put an end to transformations.??> On the contrary,
revolutions, starting with Robespierre, interpreted themselves as ultimate
turning points that eventually solved all problems of humanity.>* This is also
how the proclamation of the socialist realism is the late 1940s in Poland must
be approached. The kairos was replaced by historical necessity.2®

Both for artists and politicians, art can be clearly defined in terms of val-
ues. It is good or bad, innovative or imitating, ideologically proper or improp-
er. Thus, the concepts of progress, perfection, crisis, decadence, and collapse
are crucial for its description. A turning point is perceived as a change for the
better, a moment of overcoming an impasse or putting an end to a downfall.
Most certainly, such a change will never be absolute or ultimate. As an effect

18 'W. Sokorski, “Kryteria realizmu socjalistycznego,” in: Czas debat. Antologia krytyki
artystycznej z lat 1945-1954, vol. 2: Realizm i formalizm, eds. A. Pietrasik, P. Stodkowski,
Warszawa 2016, p. 386.

19 Vasari, The Lives of the Artists, pp. 5-6.

20 See G. Vico, La scienza nuova, Milano 1959, pp. 166-167, 509.

21 Kandinsky, Concerning the Spiritual. .., p. 10.

22 See Koselleck, “Einige Fragen an die Begriffsgeschichte...,” p. 68.

23 See Z. Kuderowicz, Biografia kultury. O poglgdach Jakuba Burckhardta, Warszawa
1973, pp. 135-140.

24 See Koselleck, “Einige Fragen an die Begriffsgeschichte...,” p. 72.

25 See K. Popper, The Poverty of Historicism, London and New York 1961, pp. 42-49.
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of a certain artistic or political program, it will be highly appreciated by the
advocates of a given ideological change. An adversary of historicism would
never be able to approve of Hiibsch’s Rundbogenstil, just as the socialist re-
alism could be accepted only by a Stalinist or someone who hoped to benefit
from it in one way or another.

III

Since Alois Riegl made the evaluation of historical styles relative by mak-
ing them equal, the problem of crises and turning points either had to disap-
pear from art history, or acquire a new status free of value judgments. Like-
wise, scholars had to cope with the concept of continuous development, an
unbroken stream of human generations that created new works of art without
rejecting the heritage of their ancestors. Since, as Henri Focillon has put it,
forms have their own life, growing one out of another, does the continuous
course of their changes allow for any discontinuities, leaps or crises? If Rem-
brandt’s painting grows out of the “abundance of his sketches” and all his ear-
lier works that shaped his style anticipated his later works, 2 how is it possible
to find in it the moments of crisis?

For Focillon, there was no such problem since he believed that the contin-
uous development of art was structured by subsequent stylistic formations
swiftly passing from one to another and always consisting of four stages: the
stage of experiment and exploration, classic, sophisticated, and baroque.?’
Repetitive cycles eliminated any possible collapse of chronological time.?
Max Dvotak in his study of the art of the Van Eyck brothers approached the
problem quite differently.>® On the one hand, he had no doubts that Jan van
Eyck brought about a turning point in painting, achieving an unprecedented
quality of naturalism, yet on the other - it was the gist of Dvorak’s study Das
Rdtsel der Kunst der Briider van Eyck - the new style was an outcome of a long
process of development, initiated by the reception of the fourteenth-century
Italian art in France and the rise of the so-called Franco-Flemish art. Thus,
a revolution turned out to have been an evolution. 3

26 See H. Focillon, Vie des formes, Paris 1934, p. 10.

27 See ibidem, p. 14.

28 See H. Belting, Das Ende der Kunstgeschichte. Fine Revision nach zehn Jahren,
Miinchen 2005, pp. 145-146.

2 M. Dvotak, Das Rdtsel der Kunst der Briider van Eyck, Miinchen 1925.

30 L. Kalinowski, Max Dvofdk i jego metoda badati nad sztukq, Warszawa 1974, pp. 17—
21; A. Rosenauer, “Das Rdtsel der Kunst der Briider van Eyck — Max Dvofik und seine Stel-
lung zu Wickhoff und Riegl,” in: Wien und die Entwicklung der kunsthistorischen Methode,
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Dvoftak’s solution resembles a paradox formulated by Aristotle at the end
of Posterior Analytics. As he wrote, “when a rout has occurred, first one man
takes a stand, then another does, and then another, until a position of strength
is reached.”! Even though a turning point actually occurs, when watching
combat, it is hard to determine at what specific moment the soldiers’ escape
turned into their return to battle. A statement that at some point a decisive
turn took place can be made only ex post. It is quite similar in art: assum-
ing its historical character and following its transformations in time, we can
acknowledge only its evolution. More or less radical changes can be noticed
only from a superior point of view from which we can see certain closed units
emerging in the course of time, and from a point that is chronologically dis-
tant, which makes those units even more distinct. Sometimes, particularly
in the case of extinct civilizations whose history cannot be reconstructed for
the lack of sources, the only available clue is a trace of some obscure change
noticeable in the surviving artifacts. George Kubler wrote:

The annals of art, like those of bravery, directly record only a handful of the many
great moments that have occurred. When we consider the class of these great mo-
ments, we are usually confronted with dead stars. Even their light has ceased to
reach us. We know of their existence only indirectly, by their perturbations, and by
the immense detritus of derivative stuff left in their paths.3?

On the one hand, scholars focusing on historical processes identify spe-
cific turning points, on the other, they find their origin. Yuri Lotman wrote:

The historian regards an event from a point of view which is oriented from present
to past. This view, by its very nature, transforms the object of description. The
picture of events, which appears chaotic to the casual observer, leaves the hands of
the historian in the form of a secondary organization. It is natural for the historian
to proceed from the inevitability of what has occurred. However, his creative ac-
tivity is manifested in other ways: from the abundance of facts stored in memory;
he constructs a sequential line, leading with the utmost reliability towards this
conclusive point [i.e., toward a turning point - W, B.].%3

eds. S. Krenn, M. Pippal (Akten des XXV. Internationalen Kongresses fiir Kunstgeschichte,
Wien, 4.-10. September 1983, eds. H. Fillitz, M. Pippal, vol. 1), Wien-Koln-Graz 1984,
pp. 45-52; H. Aurenhammer, “Max Dvotak (1874-1921). Von der historischen Quellenkri-
tik zur Kunstgeschichte als Geistesgeschichte,” in: Osterreichische Historiker. Lebensldufe
und Karrieren 1900-1945, vol. 2, ed. K. Hruza, Wien-K6ln-Weimar 2012, pp. 185-190.

31 Aristotle, Posterior Analytics, trans. J. Barnes, Oxford 2002, 2, 100a (p. 73).

3 G. Kubler, The Shape of Time. Remarks on the History of Things, New Haven and
London 1970, p. 40.

3 Y. Lotman, Culture and Explosion, trans. W. Clark, Berlin and New York 2009, p. 17.
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For Dvorik writing about the Van Eyck brothers’ a revolution was just
some kind of “fold” on the smooth course of the continuous, autonomous,
and intrinsic evolution of style. A turning point did not depend on a preced-
ing crisis. However, several years later he claimed that a radical change in art
was always brought about by causes rooted in human thought, i.e., in world-
views.?* They could either result in replacing one spiritual formation with an-
other with no symptoms of crisis, or in a collapse of the ruling system of cul-
ture. The first process was illustrated by the birth of the Christian art which
took three hundred years. The victory of a new kind of art meant the end of
the ancient naturalism and the cult of the body in favor of the spirit. An evo-
lution brought a revolution again, yet in that case it was not interpreted as an
autonomous phenomenon within art itself but as an effect of external causes.
Dvorak argued:

The catacomb painting was able to move that far since it was based on a transcen-
dent Christian worldview that allowed artists to ignore material, sensual activity
and the rules of nature. Such radicalism brought about - gradually, but from the
very beginning - to a sharp opposition between the catacomb painting and the
contemporary pagan art. In the anti-materialist bias of its new tendencies Chri-
stianity found an approach to art that could be combined with the Christian ap-
proach to the world.3

The other case was related to mannerism. That phenomenon in art,
which in the early 20" century was still valued negatively, Dvotak interpreted
as a crisis caused by doubt about the rationalism of high Renaissance. In his
opinion, that crisis implied also a positive turn toward spiritual values and
idealism. It was not solved in the 16® century and the following ones since in
that period the rationalist tendencies prevailed again.?® However, it returned
after World War I with expressionism and then led, according to Dvotak, to
aradical shift in the dominant worldview. Analyzing a cycle of Kamilla Svobo-
da’s graphic portraits by Oskar Kokoschka from 1920, he wrote:

34 Kalinowski, Max Dvofdk i jego metoda..., pp. 22-32; J. Bako§, “Die epistemolo-
gische Wende eines Kunsthistorikers,” in: L’Art et les révolutions, Section 5: Révolution
et évolution de I'Histoire de I'Art de Warburg a nos jours, ed. H. Olbrich, Strasbourg 1992,
pp. 43-72; Aurenhammer, “Max Dvotak (1874-1921),” pp. 194-200.

35 M. Dvorak, “Katakombenmalereien. Die Anfinge der christlichen Kunst,” in: idem,
Kunstgeschichte als Geistesgeschichte. Studien zur abendlindischen Kunstentwicklung,
Miinchen 1924, p. 33.

3 M. Dvotak, “Uber Greco und den Mannerismus,” in: ibidem, pp. 270-271 and 275-
276; W. Batus, “Max Dvordk betrachtet Tintoretto oder iiber den Manierismus,” Ars 2011,
44, pp. 32-35.
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Thus Kokoschka’s Variations stand simultaneously between two periods; they
represent a turning point, a fruit of the previous revolutionary moment, but at the
same time they are step towards a future realm of a new German idealism that will
be founded not on the world of the senses but will take its ideal forms from the
spheres of the spirits.?’

The problem of turning points was approached quite differently in the
theories which assumed cyclical succession of the stages of development.
Mieczystaw Porebski, who believed in generational rhythms, claimed that
each generation first defines its views in respect to received ideas and the
puts them to test in practice. This, he argued, is the reason why every dozen
years or so there are crises caused by the appearance of another generation or
the attempts made by the previous one to revise their opinions. The result is
the “descending and ascending rhythm of sharp, spectacular crises connec-
ted with significant socio-political events.”?® In that case, crises and turning
points were not considered in terms of values. Porebski interpreted them only
as symptoms of intellectual changes characteristic of the subsequent genera-
tions of culture makers. Hence, a historical perspective brought another inter-
pretation of turning points. First, abandoning an evaluative approach to epochs
and styles eliminated from the historical process “bad” art, and consequently
also the times of crisis and decline. By the same token, the problem of the goal
of the evolution of art was gone. The only task left to art historians was to ac-
knowledge changes, i.e., to describe how a new formation replaced an earlier
one. The concept of crisis could be applied only as an analytical term referring
to some minor phenomenon with a specific aesthetic program, i.e., as a local
instrument with no universal significance (e.g., the crisis of academism) or as
an element of a cycle in the theories that assumed the rhythmic quality of his-
torical processes. Also sudden, unexpected changes which triggered the rise of
a new tendency or style (e.g., the appearance of the gothic style in Ile-de-France
in the 12 century) was interpreted as a peculiar kind of crisis. Following Carl
Friedrich von Weizsicker, Jan Biatostocki called it “fulguration.”®”

Second, the treatment of the past as a continuous, unbroken process of
events resulted in relativization of its own kind. Observed from a distance,
such historical material could be ordered in different ways. Kubler argued that
works of art could be placed in different series of historical processes (e.g., the

37 M. Dvorék, “Foreword to Oskar Kokoschka: Variations on a Theme” [1921], trans.
H. Mathews, in: The Expressionist Turn in Art History. A Critical Anthology, ed. K. A.
Smith, London and New York 2017, p. 234.

3 M. Porebski, “Rytmy historii,” in: idem, Interregnum. Studia z historii sztuki pol-
skiej XIX i XX w., Warszawa 1975, p. 273.

3 7 Bialostocki, “Krisen in der Kunst,” in: Uber die Krise, pp. 175-176.
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11 Gesti church could be put at the beginning of a new type of the Jesuit church,
or considered as an element in the development of early modern church ar-
chitecture or stone and brick architecture in general).*° Their crucial character
can be prominent in certain series while in others it may be quite insignificant.
Lotman wrote: “Culture, whilst it is a complex whole, is created from elements
which develop at different rates, so that any one of its synchronic sections re-
veals the simultaneous presence of these different stages. Explosions in some
layers may be combined with gradual development in others.”*!

Third, turning points lost their significance due to the processes of “nor-
malization.” As long as we consider an epoch, a type of culture or a kind of
art as special, our situation is similar to that of Vasari: we may call it either
as particularly valuable or as valueless. Dvofék did not condemn antiquity so
that the transition from the pagan Roman art to Christian catacomb painting
could not be evaluated in terms of “better or worse.” On the other hand, since
in mannerism he saw the beginning of an idealistic attitude which he en-
dorsed, in his paper on Kokoschka he clearly returned to the schema known
from Vasari’s Lives: something undesirable and valued negatively (dull, sci-
entific rationalism) changed under his eyes for the better thanks to the ex-
pressionist revolution. However, if we approach mannerism as a standard el-
ement of art history, its special significance will automatically disappear. Still,
the question is whether such a normalizing approach is always appropriate. If
yes, what will the future historians do with such declarations as that of Sokor-
ski and turning points such as the proclamation of the socialist realism?

v

To sum up: in the individual artistic development, turning points are re-
lated to crises and impasses, i.e., to finding ways that lead to a goal again.
Quite often, such moments of finding happen suddenly, at some special mo-
ment called by the Greeks the kairos. Changes in art considered en bloc also
occur thanks to specifying some goal, which is always connected to values.
Such changes can be either interpreted as overcoming a crisis or as putting an
end to the state of decline or decadence, always valued negatively. Definitely,
a separate case is the political proclamation of a change, which is always an
act of symbolic violence. Finally, in academic art history a turning point, de-
fined in relative terms, does not have to be connected to a crisis. Therefore, art
history can be rewritten again and again.

40 See Kubler, The Shape of Time, pp. 33-39.
4 Lotman, Culture and Explosion, p. 12.
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TURNING POINTS, CRISES, EVOLUTIONS
Summary

When Aristotle asked at what particular moment we can say that an army is fleeing,
which is certainly not when individual soldiers start leaving the battlefield, he formu-
lated a problem that is important also for today’s art history: are there any moments in
the history of art that can be called turning points? In individual artistic careers, such
points are related to crises, allowing the artist to overcome an impasse and find a way
toward reaching a goal. Quite often, such a turn occurs suddenly, at some particular
moment which ancient Greeks called the kairos. The changes in art approached en
bloc also happen thanks to the background of values and some goal of artistic creation.
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A turning point may imply overcoming a crisis or a period of decline and decadence
— always a state of affairs defined in negative terms. A separate case is definitely a po-
litical decree that triggers off a change, which implies violence committed on culture.
Finally, in academic art history a turning point may be related not only with a crisis,
but also with evolution. It’s perception is relative, but because of that the history of art
can be rewritten.

Keywords:
turning point, crisis, evolution, kairos, methodology of art history






MARIANA PINTO DOS SANTOS

ON BELATEDNESS.
THE SHAPING OF PORTUGUESE ART HISTORY
IN MODERN TIMES®

INTRODUCTION

Portuguese history of art had its own twentieth-century master narrative,
a simulacrum of the modernist master narrative that has been widely criti-
cised but not entirely put aside. Heir to the nineteenth-century compulsion
for mapping and archiving national history, in its early days the history of art
in Portugal was part of that broader field of knowledge comprising archae-
ology, anthropology, ethnology and, of course, history. That compulsion per-
sisted, but it was modernised with an approach that became institutional art
history practice and was motivated by the will to innovate and develop both
art practice and art history (and criticism) in order to match foreign proposals
regarded as models.

This article will briefly trace the genealogy of art history writing in Por-
tugal until the significant development that Portuguese history of art expe-
rienced after World War II, especially with the work of José-Augusto Franca
(b. 1922), who was responsible for establishing a historiographic canon for
nineteenth- and twentieth-century Portuguese art and was also the founder
of the academic discipline of art history in Portugal. I propose to analyse the
concept of belatedness that is found in his writings, tracing its background,
and to demonstrate how it has been associated with the concept of civilisa-
tion. Both performed a structural role in Portugal’s cultural history. Putting
the Portuguese case in context will help to see how much of the narrative on

* This article was written in the context of the project Iberian modernisms and the
primitivist imaginary (PTDC/ART-HIS/29837/2017) - co-financed by COMPETE 2020,
Portugal 2020 and European Union (European Fund for Regional Development).
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modernism is itself modernist and how it has depended on a structurally im-
perial way of thinking, which has rivalry and hierarchy as its main features to
elect or neglect artistic practices.

SOME EPISODES OF PORTUGUESE HISTORY OF ART
FROM THE NINETEENTH AND EARLY TWENTIETH CENTURIES

There are some works that are usually considered amongst the first histo-
ries of art produced in Portugal. Although there is no consensus on this, the
work written by the painter Cyrillo Volkmar Machado (in particular his Col-
leccao de Memorias (1823))! is the one I shall mention first. He was indicated
as being the first to depart from the vasarian model,?> writing in an empiricist
and analytical way, using chronologies to establish analogies and differences,
being “obsessed with facts”® and having “a historical consciousness.”* Cyrillo

! The full title was Colec¢do de memorias relativas ds vidas dos pintores, e escultores,
architetos, e gravadores portuguezes, e dos estrangeiros que estiverdo em Portugal which
can be translated by: “Collection of memories related to the lives of painters and sculptors,
architects and printmakers both Portuguese and foreigners that have been to Portugal.” Cy-
rillo Volkmar Machado lived between 1748 and 1823 and wrote other works related with
painting and architecture, combining pedagogy, aesthetics and history. In the sixteenth cen-
tury, there was an interest in archaeology in such Renaissance authors as Damiio de Gois
and André de Resende. Also, Leon Battista Alberti was translated by that time. The im-
portant work by Francisco de Hollanda (1517-1585) was only known much later in the late
nineteenth century, and it was fully published only in the 1960s. Between 1580 and 1640,
Portugal was ruled by Spain and during that period publications on national themes were
scarce. Only afterwards were new works published, mostly following the Vasarian model.
See A.M. Gongalves, “Historiografia de Arte em Portugal,” Boletim da Biblioteca da Uni-
versidade de Coimbra 1960, 25.

2 This was noted by Paulo Varela Gomes in 1988. Cf. “Cyrillo Volkmar Machado
e a Historia da Arte em Portugal na transi¢do do século XVIII para o século XIX,” in: idem,
A Cultura Arquitectoénica e Artistica em Portugal no século XVIII, Lisbon 1988, pp. 149-73,
and later by Foteini Vlachou, “The absence of Vasari: The reception of the Vite in Portugal
c. 1568-1823,” in: Vasari als Paradigma. Rezeption, Kritik, Perspektiven / The Paradigm of
Vasari. Reception, Criticism, Perspectives, eds. E Jonietz, A. Nova, Conference Proceedings,
Marsilio, Florence, Kunsthistorisches Institut, Max-Planck-Institut, 2014, pp. 275-284
(Included in E Vlachou, The Disappointed Writer. Selected Essays, Lisboa 2019, pp. 31-57).
Both authors also note that Cyrillo quotes Winckelmann frequently, but has no problem in
often disagreeing with him, for instance, by praising Bernini.

3 Gomes, “Cyrillo Volkmar Machado...,” p. 155.

4 In Cyrillo’s writings, Paulo Varela Gomes identifies the consciousness of time conti-
nuities and an expectation of the future, ibidem, p. 150.
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Volkmar Machado explained artistic facts and developments, not by estab-
lishing closed cycles of rising and decadence, but by searching for causal facts
outside the artistic field. In spite of its limitations, his work was regarded by
the art historian Paulo Varela Gomes as the first to propose a periodisation of
Portuguese art and his method of finding connections between artistic and
non-artistic facts was indeed an approach that instead of trying to find art
objects, produced them, as a result of the intertwining of facts in a historical
narrative.® Cyrillo held Portuguese art in low regard, and he shared the view
that a general decadence was installed in all art, but he attributed this to ex-
ternal facts, not artistic facts.

There were some authors from Romanticism that gathered efforts to doc-
ument the nation’s art and monuments, namely two of the most famous in-
tellectuals, the writer Almeida Garrett (1799-1854) and the historian Alex-
andre Herculano (1810-1877), who wrote, respectively, an essay on history of
painting and a study about national monuments, as well as other about Goth-
ic architecture.® Herculano would also write several novels about monuments
and other national works of art and in 1846 he started to publish his History
of Portugal in several volumes.

However, José-Augusto Franca, the author of the master narrative of nine-
teenth- and twentieth-century Portuguese art, considered that the true history
of art in Portugal only started later, with a foreigner, Count Atanazy Raczyn-
ski (1788-1874). Franca approved of the fact that this Polish aristocrat, a min-
ister in the Portuguese Court in 1842-1845, was a correspondent of the Berlin
Artistic and Scientific Society, to which he sent his studies on Portuguese art.
Franca goes on to say that Raczynski, as “a man of knowledge and taste,” did
“the first modern work of history criticism” and that he “dropped into the
Portuguese milleu like a bomb, publishing neglected documents and showing
the mistakes, insufficiencies and pretensions of previous researchers, artists
and collectors.”” In short, his highest merit was to have been trained abroad
and exposed Portuguese belatedness. This was, states Franga, the most evi-
dent case of someone who had the training to apply a state-of-the-art nine-
teenth-century methodology — “a classic taste tempered by a high German
idealism, romantic but with a Roman gravity,”® focused on identifying correct
authorship and dismissing “bad taste” eclecticism such as the Pena Palace

5 Ibidem, p. 172.

6 A. Garrett, Ensaio sobre Histéria da Pintura, 1821, and A. Herculano, Monumentos
Pdtrios, 1838; “A Arquitectura Gotica,” Panorama 1837, 1. See Gongalves, “Historiografia
de Arte em Portugal.”

7 J.-A. Franga, A Arte em Portugal no Século XIX, Lisbon 1990 [1967], pp. 392-393.

§ Ibidem, p. 395.
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in Sintra® - this enabled him to express paternalism, hoping that Portugal
would progress in the arts, but diagnosing that for the time being, everything
was yet to be done. Franca enhances his education and the “lesson of quality”
he brought to the country, lamenting the national artistic ignorance that pre-
ferred to be offended rather than learning with him. The art historian praises
another foreigner, the Briton Sir John Charles Robinson (1824-1913), who
was responsible for the South Kensington Museum (currently the Victoria &
Albert) and who published some articles on Portuguese painting in Britain,
“and gave the country another example of professional work.”!

Franca recognises the privilege that these men had in their education and
in the institutions they came from, but he tends nevertheless to diminish
Portuguese artistic and intellectual capacities, often classifying them as igno-
rance, lack of intelligence or “Portuguese mentality” the putative incapacity of
doing the same as what central European scholars and artists could do. Franga
constantly underlines Portugal’s subaltern status, never equating the possible
inadequacy of the foreigners’ approach to Portuguese reality. For him, history
would have had to have been different to match their methodologies and the
objects and narratives they were searching for. It was not social, cultural, eco-
nomic or political reasons that had determined the Portuguese context, but an
inherent lack of will to do things the “right” way.

The art historian Nuno Rosmaninho has traced a genealogy for Portu-
guese art history, identifying a methodology with a “scientific influx” that
starts in the first half of the nineteenth century.!! He also considers Raczyn-

9 Palacio da Pena in Sintra was built between 1842 and 1854 on the ruins of a monas-
tery and it was a personal project of the consort Ferdinand II, husband to Queen Maria II of
Portugal. It combines several revivalisms.

10 Franga, A Arte em Portugal no Século XIX, p. 396.

' Nuno Rosmaninho prefers to name this approach “methodic” or with a “scientific
influx” and not “positivist” because of lack of direct reference to Auguste Comte. Comte’s
positivism did not consider the gathering of facts a condition for the practice of science.
N. Rosmaninho, “Estratégia e Metodologia na Historiografia Artistica Portuguesa (1846-
1935),” Revista da Universidade de Aveiro. Letras 1997, 14, p. 86. I nevertheless use the
term “positivism” to refer to Portuguese art history, for the matrix of its practice is nine-
teenth-century positivism in a larger sense, which includes Leopold von Ranke’s empir-
icism. Although Ranke claimed the necessity for understanding and explaining facts, he
was nevertheless championed as positivist due to his stances regarding history’s autonomy
and independence towards philosophy, and due to seeing history as a scientific endeavour.
He defended that history should focus on the individual and should follow an inductive
methodology rather than deductive, which ultimately means a rejection of philosophy of
history or, in other terms, a rejection of theory. See E Beiser, The German Historicist Tra-
dition, Oxford University Press, 2011, pp. 254-261. (E Beiser distinguishes Ranke from
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ski to be the first Portuguese art historian in whom he sees for the first time
a rigorously trained method. The positivist matrix lasted throughout the
twentieth century and co-existed with the vasarian-like biography (practised
in the Dictionaries of Artists — one of the most enduring ways of writing the
history of art), often in an exhaustive compilation of biographical facts with
no attention to social context. Another practice was the “Memdria Histérica
e Descritiva” [Historical and Descriptive Memory]|, which applied the same
exhaustiveness to the description of buildings, and the historical events that
were related to them, mostly in a formalist approach, and exclusively to ar-
chitecture.!> Rosmaninho also refers to what he calls a problematising way
of practising art history, that is, the identification of problems and themes
and argumentation and positioning concerning those problems and themes.
There were mainly two currents within this practice; one was nationalistic
and tried to establish a national artistic specificity'® and discussed nation-
al styles like manuelino.'* The other distanced itself from patriotic views,
rejected any idea of Portuguese superiority and identified a constant depen-
dence on foreign models in Portuguese art. This was shared, for instance, by
Joaquim de Vasconcelos (1849-1936) and Virgilio Correia (1888-1944), two

Comte’s positivism but does not oppose them, seeing common ground between both as
well as some differences, such as Ranke’s idea that history could be both scientific and ar-
tistic). Positivism in a larger sense refers to the conviction that the past can be told exactly
how it happened and that a massive fact accumulation based on primary sources is enough
as scientific research and interpretation can be left aside (a belief that can still be found in
the Portuguese Academy). It is also part of what was called historicism, a complex term
which has been related to different and even contradictory practices, but that was mainly
associated with the German History School, characterized by the belief in “objective” his-
torical knowledge and the idea of history as progress. See P Osborne, “Historicism as bad
modernity,” in: The Politics of Time: Modernity and the Avant-Garde, London 1995, p. 138.

12 Rosmaninho, “Estratégia e Metodologia...,” pp. 71-92. In the beginning of the twen-
tieth century, art history publications of this sort were enriched by photography, which actu-
ally became more relevant than the text. Photography was claimed as a relevant (art) history
instrument by Ramalho Ortigdo, Sousa Viterbo and Joaquim de Vasconcelos, all authors
that were simultaneously art historians, historians, writers, ethnographers or archaeolo-
gists, etc. with no necessary distinction between those practices. Ibidem, p. 81.

13 This was the position of, for example, Ramalho Ortigio, 1836-1915, or José de Figue-
iredo, 1872-1937. See Rosmaninho, “Estratégia e Metodologia...,” p. 82.

4 Manuelino refers to the architectural and sculptural late Gothic programme promot-
ed in the reign of D. Manuel I (1495-1521), and related with its affirmative expansionist
politics. The term was coined by Francisco Adolfo Varnhagen, a Brazilian with a German
father, in 1842 in a study about the Belém Tower in Lisbon, Noticia Histérica e Descriptiva
do osteiro de Belém.
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scholars with a strong and consistent methodology. Following Rosmaninho,
Vasconcelos was the first and only one to place art within an economic per-
spective, and Correia the first to establish a dichotomy centre/periphery.'®
The two currents prevailed throughout the twentieth century, and although
apparently at variance, they share the same kind of approach. In general,
from the twentieth century on, the history of art in Portugal pursued sci-
entific legitimation aimed at objectivity by intense description and fact ac-
cumulation, as well as having few doubts (with the exception of Joaquim
de Vasconcelos, who carefully appeals to verification and critical sense).
This coexisted with an idealist conception of art and the fact accumulation
eventually justified historiographic options and positions based on personal
taste and judgement.

THE ESTRANGEIRADO EFFECT

Franca’s position may be traced back to that of the estrangeirados, a term
coined to refer to those that, since the eighteenth-century, had had a foreign
education or an interest in what was foreign (“estrangeiro” means “foreign” in
Portuguese).

The term had either a negative connotation, raising the suspicion of lack
of patriotism, or a positive reading, meaning that those who were estrangei-
rados were open-minded and looked upon foreign models to promote devel-
oping their own country. The scientific revolution of the eighteenth century
made its way to Portugal thanks to the role of the estrangeirados network."”
Their task often had a component of ferocious criticism of the way things
were administrated, cultivated and organized in Portugal. In the twentieth
century, the term was used by the essayist Anténio Sérgio (1883-1969),' who

15 Rosmaninho, “Estratégia e Metodologia...”

16 In 1971, the philosopher Eduardo Lourenco (b. 1923) noted exactly this: “Is José-Au-
gusto Francga’s critical approach the last metamorphosis of the famous estrangeirado crit-
icism, more able to detect what lacks (following an imaginary model situated somewhere
else) than what we are?” E. Lourencgo, “Os Circulos dos Delaunay ou o Estatuto da nossa
Pintura,” in: idem, O Espelho Imagindrio. Pintura, Anti-Pintura, Ndo-Pintura, Lisboa 1996
[1971], pp. 115-116.

7 See A. Carneiro, A. Sim6es and M. P. Diogo, “Enlightenment Science in Portugal:
The Estrangeirados and Their Communication Networks,” Social Studies of Science 2000,
30(4), pp. 591-619.

18 Anténio Sérgio was a philosopher, historian, educationist, politician and essayist.
He was the minister of Education for a brief period in 1923, creating scholarships for study-
ing abroad and financing research and the modernization of schools. He was one of the
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recalled the role of the estrangeirados in Portugal to reinforce a profound na-
tional self-criticism. José-Augusto Franca met Anténio Sérgio, of whom he
would later recall: “he taught me how to think.”"

In 1926, the year of the military coup that installed a dictatorship,?® and
just before leaving the country to travel to Paris, where he stayed until 1933,
Sérgio wrote an essay called “O Reino cadaveroso ou o problema da cultura
em Portugal” [The Cadaveric Reign or the Culture Problem in Portugal].

Those who made the criticism, Anténio Sérgio and the authors to whom
he considered himself heir, did so from a superior point a view; an illuminat-
ed one, for they believed they had the necessary knowledge to propose, create
and implement the reformations needed to surpass the belatedness, but they
generally and persistently felt themselves outnumbered by the reactionary
forces.

In his essay, Sérgio traces back to the sixteenth century the moment when
Portugal was perfectly aligned with the “best European spirit,” that is, the
“mentality of the cultivated people.”?! That was the time of the so-called “dis-
coveries,” the conquest of territories unknown to Europe or that had remained
unexplored in Africa, South America (Brazil) and India, as well as the eco-
nomic enterprises to China and Japan. It was the making of an empire, with
territorial conquest and an organized economic network that would control
the major trade routes, and would last several centuries, although it would
be exceeded in size and power by other well-known European empires from
the late sixteenth century onwards. For Sérgio, Portugal was the European
avant-garde in the 1500s, but had since lost its status and became a perma-
nently backward nation. One of the eighteenth-century’s estrangeirados had

directors of an important magazine, Seara Nova, which played a crucial role opposing to the
Portuguese fascist regime.

19 J-A. Franga, interviewed by J. C. Saraiva, Sol, Lisbon, May 2016.

20 After 1933 and the rise of Anténio de Oliveira Salazar to power, this dictatorship
adopted fascist characteristics, for instance, the salutation by raising the right hand, or by
establishing obligatory “civil education” for young boys and girls (separately) regarding na-
tional values and to teach them their roles as citizens of the regime (Mocidade Portuguesa).
Censorship, control of arts and culture, political imprisonments and torture were also in-
stalled, as well as a network of informers of potential subversive behaviour. The historian
Fernando Rosas has recently analysed the common ground between the Portuguese and
other European dictatorships, emphasizing its fascist characteristics. E Rosas, Salazar e os
fascismos, Lisbon 2019.

21 A, Sérgio, “O reino cadaveroso ou o problema da cultura em Portugal,” in: idem, En-
saios II, Lisboa 1972 (27 edition); the essay was written in 1926 and read in that same year
at a conference in Coimbra.
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already called Portugal the “Cadaveric Reign” or “the Reign of Stupidity,”
and Sérgio recovers this terminology to apply it to his own epoch.?* The nos-
talgia for sixteenth-century Portugal that Antonio Sérgio expresses is directly
connected with the “discoveries”: the development of mathematics, geogra-
phy, the questioning of the medieval authorities were all due, according to
him, to the needs and consequences of sea travel. Sérgio praises travelling for
providing experience, open-mindedness and a critical attitude, while neglect-
ing every other consequence of the politics of conquest, land occupation and
people subjugation. For him “discovery” stands for an inquiring and investi-
gatory spirit.

What happened in the seventeenth century then? For Sérgio, the country
took a backwards turn with the “fires of the inquisition” and the persecution
of foreigners. At that moment, the Portuguese started to be seen, and righ-
teously so, according to Sérgio, as the “Indians of Europe” or “cafres” [ kaffir].>*
It is worth noting that the terms used for self-deprecating reference the people
of the “discovered” lands - the Indians in Brazil or the African people, here
designated by an extremely derogatory name. Therefore, being belated was
like being a different kind of foreigner, an Indian or an African. For Antonio
Sérgio, the only foreigners to look up to are within Europe, and Portugal, a Eu-
ropean country was meant to live up to continental prestige.

The ones who became estrangeirados were those who escaped the inquisi-
tion, intellectual Jews, and also those who studied abroad or who established
themselves in other countries for political reasons, and finally, later some of
the Jesuits persecuted by the Marquis de Pombal (himself inspired by Eng-
land, where he had been ambassador) in the eighteenth century. They would
harshly criticize Portuguese culture and the lack of development, a criticism
that continued in the nineteenth century. This was first done by the so-called
Romantic generation of Almeida Garrett and Alexandre Herculano, who had

22 Ribeiro Sanches (1699-1783), a Portuguese physician and philosopher, who studied
in London and became a physician for the Russian court, but was later exiled in Paris for
being Jew. Apud, ibidem, p. 2.8.

23 The poet, writer, critic and teacher Jorge de Sena (1919-1978) acquired Brazilian
citizenship in 1963 and was a Portuguese Literature teacher at Wisconsin University in the
USA. Himself a estrangeirado, he would later also call a two-volume set of essays O Reino
da Estupidez | The Reign of Stupidity, 1961].

24 “No século de Descartes e Espinosa éramos uns indios tupinambdas” [In Des-
cartes’ and Espinoza’s century we were like tupinamb4 indians], Sérgio, “O reino cadaveroso
ou o problema...,” p. 42. At the beginning of his essay, he quotes Antdénio Vieira, writing:
“O nome, que n4o sem razio nos chamam, de cafres da Europa...” [The name which we are
called, not without reason, is the kaffirs of Europe], p. 26.
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both spent time in exile in England while participating in the revolt against
absolute monarchy (1831) (the absolutists would later be defeated in 1834 by
the liberal victory in the Portuguese Civil War). The second group of critics
was the so-called Generation of the 1870s, composed of writers and poets who
advocated for realism and naturalism, and had strong, albeit not necessarily
coincident, political convictions. Their famous “Casino” lectures ended up
being forbidden by the Government. It is mostly from one of these authors,
Antero de Quental (1842-1891), that Anténio Sérgio derives his own national
diagnostic.?

DECADENCE OR BELATEDNESS

In 1871 Quental, who promoted socialist and anarchist ideas, gave one
of the most famous Casino lectures, titled “Causas da decadencia dos povos
peninsulares” [Causes of the Decadence of the Peninsular People|, where he
referred to Spain and Portugal as convergent in their years of glory and their
years of decadence, although without advocating a joint peninsular nation.2¢
In fact, he would consider the decline to have started after a crisis caused by
the death of the only male heir to the throne, D. Sebastido, in 1580, which
resulted in Portugal being ruled by the Spanish monarchs until 1640. In this,
as in the rest of his lecture, one can notice that Sérgio repeats almost exactly
Quental’s words: Portugal was once great and the “peninsular race” was nat-
urally “intelligent” with “independent,” “original” and “inventive” “genius.”?’
The Portuguese and Spanish were “naturally democratic” and a “noble people”
in which nobleman and common people had lived in harmony. This mythical
national essence is taken as the reason for the rise of a “brilliant world, created
by the peninsular genius in its free expansion”?® and corresponds chronologi-
cally with the expansion and conquest of the “discoveries” in the fifteenth and
sixteenth centuries (Quental starts the era of glory slightly earlier than Sér-
gio), and with the influence of Neoplatonic philosophy with its consequences
in the development of universities, science, literature and the arts. The causes
of decadence after that golden era reside in the loss of three civilising factors:

25 Joaquim Pedro de Oliveira Martins (1845-1894), historian and politician, was also
a reference for Antonio Sérgio, as well as the writers Eca de Queiroz (1845-1900) and Ra-
malho Ortigdo (1836-1915), all figures of the 1870s Generation.

26 A. de Quental, Causas da Decadencia dos Povos Peninsulares [1871], Lisbon
[no date].

27 Ibidem, p. 14 ff.

28 Tbidem, p. 20.
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moral freedom, a rising middle class and the development of industry. The
main factor for this loss of civilisation was, says Quental, Catholicism after
Trento, with the rule of the Inquisition and the Jesuit domination of the col-
onies. According to Quental, what united Spain and Portugal in their misery
for three centuries was their subjugation to the Catholic Church.?

There are two points I would like to emphasize in Quental’s lecture. One
is that decadence is associated with the rise of absolutism (absolute Church
and absolute monarchy), or, generally, with authoritarianism and the restraint
of freedom. The second is that decadence is associated with a lack of civilisa-
tion. They are, in fact, interconnected, since for him, civilisation is equivalent
to the progressive path to a socialist society, with strong industry to provide
work to a strong proletarian class.®

To recover its legitimate place in civilisation, the country should put the
aristocratic values behind, to embrace modern industry and democracy and to
free itself from foreign dependence. This does not mean, however, a rejection
of the foreign per se. Quental criticizes the expelling of foreigners and Jews
by the Inquisition?! and he regards British colonization and industry as a role
model. The issue in question was national economic autonomy — an auton-
omy as good and as civilised as the ones seen in Britain and other foreign
countries. As for the colonies, Quental bemoans the fact that the Portuguese
colonization was not better executed, not the colonization in itself. He vigor-
ously condemns the religious missions, slavery and slaughter for this failure,

29 As Onésimo Teoténio Almeida has pointed out, a similar diagnosis was made by
Spanish authors such as Adolfo de Castro’s Examen Filosofico sobre las principales causas
de la decadencia de Espana (1852). See O. T. Almeida, “Antero de Quental on the Caus-
es of the Decline of the Iberian Peoples: A Revisitation,” Mediterranean Studies 1989, 1,
pp. 134-136. This essay analyses Quental’s lecture examining the causes he determines
for the Iberian decline, and partly disagreeing with them. However, it does not question
the diagnosis of belatedness, nor does it question the European hierarchy in which that
diagnosis is based.

30 “Against the industrial inertia, let us oppose the initiative of free work, the indus-
try of the people, by the people and for the people ... organized in a solidary and equitable
manner.” In de Quental, Causas da Decadencia dos Povos..., p. 68. Quental had travelled to
the United States a few years before, a trip of which not much is known, but one can see he
echoes Lincoln’s Gettysburg Address of 1863 in these lines.

31 This is contrary to what Onésimo T. Almeida writes in his essay, where he states
that Quental does not cite the expulsion of Jews, which is an obvious misreading (see p. 140,
footnote 16). See Quental, Causas da Decadencia dos Povos..., p. 45: “... the expulsion of
Jews and the moors impoverishes both nations [Portugal and Spain|, paralyses trade and
industry, and gives a mortal blow in agriculture ...; the persecution of new Christians allows
the capitals to vanish ...”
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and regrets the missed opportunity for civilising belated nations. He writes:
“The conquest of belated nations is generally neither fair or unfair. It can be
justified or condemned by its results ... The Roman conquests are justified
... because they created a superior civilisation to the one that preceded them.
The conquest of India by the British is fair because it civilises. The conquests
of India by the Portuguese or of America by the Spanish are unfair because
they did not civilise the conquered people.”*?

José-Augusto Franga refers to Antero de Quental’s diagnosis of decadence
as correct® and he recalls the 1870s Generation and their lectures as “supe-
rior” and the times in which they were forbidden as “ignominious,”?* which
constitutes a guarded reference to the dictatorial regime (lasting from 1926 to
1974) he himself experienced, along with its nationalism, which promoted
isolationism on the international scene.

He clearly inscribes himself as heir of this generation of lucidity in his work
about Romanticism in Portugal when he writes: “... the estrangeirados from
the Enlightenment were the only Portuguese that could guarantee the viability
of the socio-cultural structures of the Portuguese romanticism with their dy-
namic nationalism and open-mindedness, as was that of Garrett, ..., Antero
[de Quental] and Oliveira Martins...”?* For Franca, they were the exception,
as he himself was an exception, the ones who could see the light among the
darkness, defending the French Revolution idea of “civilisation,” while a gen-
eralized mediocrity triumphed.?3¢

IMPERIALISM AS CIVILISATION

One of the “lows” Antero de Quental refers to in his conference is the
Portuguese dependence on Great Britain, as a terrible outcome of an ongoing
decline. He claims that Portugal had become a British colony while its own
colonies were being lost to other countries and the Portuguese influence in
China or Japan had disappeared.?”

3 Quental, Causas da Decadencia dos Povos..., p. 63. Quental defends the view that
civilisation in the colonies implies mixing races and uniting the conquerors and the con-
quered in the same interests of moral superiority and progress.

3 J.-A. Fran¢a, O Romantismo em Portugal, vol. 6, Lisbon 1974 [1969], p. 1357.

34 J.-A. Franca, As Conferencias do Casino no Parlamento, Lisbon 1973, pp. 9-10.

35 Franca, O Romantismo em Portugal, vol. 6, p. 1360.

36 Tbidem, pp. 1354-1355.

37 Quental, Causas da Decadencia dos Povos..., pp. 22-23.
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There is a larger context for this lament, of which it is important to em-
phasise the British support of Portugal in the war against the French invasions
of 1807-1810 and later the support in the civil war on the side of the liberals,
as well as the “loss” of Brazil as a colony.

The process that had led to Brazil’s independence is a direct consequence
of the French invasions and of the institutional and trade relations with Brit-
ain: with the imminent invasion of the French, the court was transferred in
1807 to Brazil, thanks to the help of the British and Rio de Janeiro was estab-
lished as the capital of the empire. This escape was made possible after tense
negotiations, which would continue in the following years with several ad-
justments, guaranteeing that Britain would never recognize a non-Portuguese
monarch in exchange for trade benefits in America, the promise of future
abolition of slave trade and the political, commercial and military support
of England in case of conflict.?® At the moment of the court’s departure, the
kingdom was thought lost and shortly after their arrival at Brazil, the state
structure was replicated in the colony in line with the one that had existed
previously at the metropole, with the result that the empire could be governed
from Brazil from then on. Moreover, Brazilian ports were opened for com-
merce, meaning total economic independence from the metropole, which un-
til then had had exclusive trade rights. Portuguese policies were thus based on
the conviction that maintaining the empire was more important than main-
taining the metropole, and a new trade map was designed with Brazil at its
centre. As the historian Valentim Alexandre concludes, “To give the empire
a new centre was to relegate the metropole to the periphery.”°

Even after the French defeat in 1814 (with British help), the kingdom
would continue to be governed from Brazil until 1821, when King D. Jodo VI
was forced to come back to Portugal to deal with a liberal and nationalistic
revolt, leaving his son, and future king of independent Brazil, in charge.*° The
institutional and economic conditions for an autonomous kingdom in Brazil
were already created, and independence was declared in 1822, with two mon-
archies headed by father and son. It is interesting to note that from some po-
litical viewpoints, to becoming a colony’s colony*! was considered worse than
facing a colony’s independence: it was a real threat, since Brazil’s independent

38 See V. Alexandre, “O processo de independéncia do Brasil,” in: Histéria da Expansdo
Portuguesa, eds. E Bethencourt and K. Chauduri, vol. 4: Do Brasil para Africa, Lisboa 1998,
pp. 13-17.

3 Ibidem, p. 17.

40 Tbidem, p. 26.

41 M. da Fronteira, Memodrias, apud Alexandre, “O processo de independéncia do Bra-
sil,” p. 26. Also p. 36.
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emperor was the direct heir to the Portuguese crown. This is even more so the
case because, as one newspaper stated, Brazil had been a country of “savag-
es” until the Portuguese colonization, which was responsible for “civilising”
the territory:*> To sum up, the trauma consisted firstly of the change of roles:
during Portuguese rule, the metropole became subaltern to the colony, for the
Portuguese king ruled from Brazil; and secondly, there was the risk of totally
and permanently inverting the power relations after independence: the king
of Brazil could become king of Portugal by heritage, which would mean to be
ruled by a “uncivilised” country.

The nostalgia for an empire that Portugal hadn’t been able to hold on to
thrived throughout the nineteenth century, sometimes associated with repub-
lican ideals and with imperial nationalism that rejected dependence on the
British. The responsibility for that dependence was attributed to the monar-
chy.

With the trauma of the loss of America, attention turned to Africa, justi-
fied again by the “civilising mission” and “progress,” making the dramatic eco-
nomic needs of the metropole look like a lesser motive.** A series of measures
to meet the expansionary ambitions promoted the abolition of slave trade,
slavery and forced labour, ultimately giving in to the pressure that Britain
had long exerted. Based on humanist values tempered with the belief on the
mythical capacities of the Portuguese for civilising, these measures signalled
the expectation that divesting of the slave trade would reinforce other areas of
investment, and that better economic results would be achieved by a society
of free workers. On the other hand, white colonization was promoted, with
the purpose of propagating “European values,”** although effective settlement
would only be accomplished after World War 1. As for forced labour and ser-
vitude, it would be maintained, either openly or more or less covertly, until
the outbreak of the colonial war in 1961, with the pretext of its supposedly

# Campedo Lisbonense, n. 60, 21 May 1822, apud Alexandre, “O processo de inde-
pendéncia do Brasil,” p. 35.

43 The first version of that project was presented to court in 1836 by the Marquis S4 da
Bandeira, but only decades later would it be put to practice. Ibidem, p. 68.

4 Valentim Alexandre states that there were “ethnocentric” and “integrationist” ideas
similar to Tocqueville’s and defended by few people, such as S4 da Bandeira or Andrade
Corvo: equality between races, defence of the end of slavery and forced labour and the inte-
gration of indigenous labour in the economy through wages (while protecting the coloniz-
ers’ privileges), as well as maintenance of European domination with the goal of civilising
otherwise savage peoples. See V. Alexandre, “Nagdo e Império,” in: Histéria da Expansdo
Portuguesa, eds. E Bethencourt and K. Chauduri, vol. 4: Do Brasil para Africa, Lisboa 1998,
pp. 94-95, 99-100 and 106-107.
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“civilising function”*®. All through the second half of the nineteenth century;
both the (scarce) humanist voices against discrimination and those informed
by prejudice would invoke the quest for civilisation in the colonial lands,
whether they thought it should be gentle and peaceful or violent and imposed.

With the scramble for Africa involving other European countries in the
1870s and 1880’s, including Britain, a new argument emerged fitting in with
the expansionist ideas: the argument of scientific knowledge, promoted by
the newly created Portuguese Geography Society (1875), which would orga-
nize scientific expeditions between Angola and Mozambique again “in the
interests of science and civilisation.”#¢ Soon this argument would be added
to mythologised ideas of race and nation, which were also common in other
European nationalisms, based on evolutionism and social Darwinism, which
would reinforce the belief in the “historical mission” of the Portuguese peo-
ple, their natural vocation for sea quests and for bringing culture, religion and
knowledge to other (naturally inferior) people.*” These ideas were propagated
by the intellectual elites in newspapers, either echoing or triggering political
manoeuvres, governmental changes and legislation. The Berlin Conference in
1884-1885, which determined the demand for “effective occupation” of land
to reclaim colonial rights,*® and the Brussels Conference in 1889 were full of
“humanitarian rhetoric” to justify European countries’ sovereignty or influ-
ence in Africa as an “ethical and civilisational imperative.”*’ In fact, the need
for the definitive abolition of slavery and the slave trade (a sign of civilisation
with which everybody agreed, albeit while not practising this abolition) was
an argument used in favour of effective land occupation.>® Following the in-

45 See M. B. Jerénimo, “The ‘Civilisation Guild’: Race and Labour in the Third Portu-
guese Empire, c. 1870-1930,” in: Racism and ethnic relations in the Portuguese-speaking
world, eds. E Bethencourt and A. J. Pearce, New York 2012, pp. 173-199.

46 Decree of 11 March 1877, quoted in Alexandre, “Nagao e Império,” p. 115.

47 Ibidem, pp. 132-137.

48 The obligation of land occupation referred to coastland and not the interior parts of
African territory, contrary to what is usually argued. Ibidem, p. 127.

49 M. B. Jeronimo, Livros Brancos, Almas Negras. A «missdo civilizadora» do colonialis-
mo portugués 1870-1930, Lisbon 2009, p. 56. Also, Jeronimo, “The ‘Civilisation Guild'...,”
p. 177: “The developmental plans that aimed to transform the role and the function of the
overall Portuguese African imperial venture, in which the formulation of effective and ef-
ficient policies of native labour had a crucial place, especially after the formal and legal
abolition of the slave trade and slavery, were always conditioned by a racialised doctrine of
the civilising mission.”

% Jerénimo, “The ‘Civilisation Guild’...,” p. 180: “Portugal needed to expand territorially
in order to civilise trade (to turn commerce into a legitimate taxable enterprise) and with
a view to creating the institutional conditions necessary to civilise African populations.”
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ternational conferences, a European campaign started questioning Portugal’s
rights to the colonial land - Portugal was not civilised enough (not European
enough) to be civilising others.?! Portuguese manoeuvres for land occupation
uniting the west and east coast of Africa between Angola and Mozambique
would trigger the British Ultimatum (1890), which demanded the immedi-
ate withdrawal of Portuguese forces from territories in the sphere of British
interests.? This was a traumatizing moment that would add to the two main
intellectual currents already referred to: the nationalist one, keen on keeping
national pride, and the self-critical one, agreeing with international disdain.

International vigilance would become a source of preoccupation after
World War I and with the role assumed by the League of Nations in controlling
the international scene after war. However, in spite of reports and incidents, >
“the tradition of legalisation for native forced labour continued,”* and the
Portuguese third empire, as much as the nineteenth and twentieth-century
European empires, was defended by the rhetoric and ideology of the civilis-
ing mission,>® while the economic enterprise behind it was concealed with the
abetment of international organizations.*’

51 “|Portugal] was being denied the quality of being a European nation with full rights,
able to ‘civilise’ ‘belated’ people, which struck to the core of an identity built on the idea of
the Discoveries as a founding moment in the Portuguese mission in the world,” Alexandre,
“Nacado e Império,” p. 126.

52 Ibidem, p. 129. A Republican revolt followed shortly afterwards as a reaction to the
ultimatum in January 1891, associating the policies that led to it with the monarchy.

5 Such as the Cadbury incident, reporting the conditions of the cocoa workers in
S. Tomé (1909), or the Ross Report in 1925, among others. See D. R. Curto, “Preface,” in:
Jerénimo, Livros Brancos, Alimas Negras..., pp. 18-20 and Chapter 5 of the same book, “No-
vos métodos, velhas conclusées: o Relatério Ross,” pp. 211-250.

5¢ Jeronimo, “The ‘Civilisation Guild'...,” p. 199.

55 For the Furopean empire rhetoric see E Cooper, “States, Empires, and Political
Imagination,” in: Colonialism in Question: Theory, Knowledge, History, Berkeley 2005,
pp. 153-203.

5 T follow here Miguel B. Jeronimo’s analysis, who emphasizes the economic moti-
vations of the empire, diverging with Valentim Alexandre, who concludes that the Portu-
guese colonial project in the nineteenth century was firstly strategic (in relation to Madrid’s
power) and ideological (the country’s self-image constructed by the elites that establish the
mythical historical civilising mission of Portugal since the fifteenth-century), and that the
economic motivations were secondary, although they would eventually prevail in the early
twentieth century. V. Alexandre, “O império portugués (1825-1890): ideologia e economia,”
Andlise Social 2004, 39(169), pp. 959-979.

57 Curto, “Preface,” p. 40.
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The narrative of civilisation had to do with inferiority complexes which
determined political stances, ultimately leading to the end of monarchy in
Portugal in 1910. Quental’s lament of the Portuguese dependence on Britain
was the expression of deeper feelings: the mourning for the loss of Brazil and
mourning for not being as civilised as the British. Quental and Sérgio, and
others like them, suffered the “estrangeirado” effect: they too considered Por-
tugal insufficiently civilised to be able to civilise others.

What is at stake here is what Fredrick Jameson refers to in his 1988 essay
“Modernism and Imperialism”: “during this period the word ‘imperialism’
designates, not the relationship of metropolis to colony, but rather the rivalry
of the various imperial and metropolitan nation-states among themselves.”
That meant to “repress the axis of otherness,” raising “issues of colonial re-
ality only incidentally” and making the colonial other invisible.* Therefore,
barbarism and civilisation were terms to judge nations within the imperialist
rhetoric of rivalry between empires. In Portugal, both the estrangeirados and
the nationalists wanted to play alongside the most powerful nations. Since
Portugal experienced economic dependence and subordination towards one of
them, and adding the recent events in Brazil, its place is an ambiguous one for
the mentioned Portuguese intellectuals, who wanted the country to be an em-
pire and at the same time were afraid of being treated like a colony. Jameson’s
thesis is that western imperialism since the 1880’s Scramble for Africa by
western powers (which means imperialism associated with capitalism, pro-
gress, economic growth and technological revolution) is constitutive of mod-
ernism and can be found in modernist literature, not in an explicit way but
structurally, as “formal symptoms”®, and therefore the modernism-as-for-

58 In T. Eagleton, E Jameson, E. Said, Nationalism, Colonialism and Literature, Min-
neapolis, London 1990, p. 47.

59 Ibidem, p. 51. The full quotation is: “From 1884 to World War I, the relationship
of domination between First and Third World was masked and displaced by an overriding
(and perhaps ideological] consciousness of imperialism as being essentially a relationship
between First World powers or the holders of Empire, and this consciousness tended to
repress the more basic axis of otherness, and to raise issues of colonial reality only inci-
dentally.”

¢ Tbidem, p. 64. Jameson is analyzing how modernist literature is written from the
point of view of the metropolis, and even if the colonies or the colonized are part of the nar-
rative, they are outside the daily life of the First World countries, which are literature’s “raw
material”: the empire is represented by the unknown and “the inability to grasp the way
the system [colonial power and colonies| functions as a whole” (p. 51) prevails; therefore,
an undetermined and exterior infinity is often present in the modernist narrative. It is not
a matter to discuss here, but Jameson tries to make a point regarding the particularity of
Irish modernism (James Joyce, in particular), a modernism he thinks has “slyly turned the
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malism trope is never really apolitical. I may add that if art history writing
developed within a modernist frame, then imperialism is also structurally
constitutive of it.

JOSE-AUGUSTO FRANCA’S ART HISTORY — ART AS CIVILISATION

Working as an art critic, editor, curator and art historian, José-Augusto
Franca developed a narrative based on the sociology of art learned with Pierre
Francastel (1900-1970), with whom he studied in Paris. This narrative elect-
ed Paris as an artistic and cultural role model and a permanent delay of Portu-
guese art was diagnosed through comparisons with that model. Franca wrote
with an empiricist methodology compiling facts and vigorously defending an
anti-theory position,®" which was celebrated both by himself and by later art
historians as “evidence.”®® This came in line with the positivist approach of
the early twentieth-century art historians, in which fact accumulation gave
scientific credibility and the illusion of neutrality to history-making. It was
also in line with the estrangeirado symptom that elected foreign models with
which to compare Portuguese art, finding it always below international expec-
tations. There are also more complex connections to be made with the em-
bedded narrative of civilisation previously commented, which will be made
later on.

Franca begun by writing novels, but he soon became an art and cinema
critic as well as gallerist, and he also tried painting. His first novel takes place
in Angola, where he lived after his father died, from 1941 to 1945, and tried
to take care of the family business related to the coffee trade. He came back
because, as he said sixty years later, he could not adapt to seeing the misery
caused by “vile colonialism.”% Until 1962, when he presented his thesis in
history at the Sorbonne in Paris (where he began studying in 1959) about the
reconstruction of Lisbon following the 1755 earthquake, he was mainly an art

imperial relationship inside out” (p. 64) due to its decentered and subjugated condition, but
close enough to the metropole to share with it the modernist quest.

61 J.-A. Franca, “Sobre Histdria (Socioldgica) da Arte,” in: (In)defini¢ées de Cultura,
Lisbon 1997 [1979/81], p. 109.

62 He also argued that no one but the authors of the epoch being studied should be
cited, in order to guarantee objectivity. J.-A. Franca, O Romantismo em Portugal, Lisbon
1974.[1969], vol. 1, pp. 17-18. The intromission of theory was a fault, for it belonged to the
dominion of “ideas” and “abstraction” and not the dominion of facts. Franga, “Sobre Hist6-
ria (Sociologica) da Arte,” p. 109.

3 Franga, interview by Saraiva.
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critic and curator. He promoted the first surrealist exhibitions in Lisbon in
1949, where he participated as an artist,* and afterwards in 1952, assuming
at that time the role of curator. In that same year, he opened his own gallery,
Galeria de Margo, and although it would only be active for two years, more
than thirty exhibitions were organized, showing modernist artists, surreal-
ism and shortly after, abstract art.

When Francga presented his specialization thesis on the sociology of art,
written under the supervision of Pierre Francastel, in 1963 at the Ecole des
Hautes Etudes in Paris, titled A Arte e a Sociedade Portuguesa do Século
XX [Portuguese Art and Society in the Twentieth-Century|, he proposed an
imaginary graphic to explain twentieth-century Portuguese art. The graph-
ic had two high points: avant-garde and futurism in 1915-1917, followed by
an accentuated depression that lasted until surrealism and abstractionism in
1945-1947 and after.®® The depression corresponded to belatedness, which
Franca explained as a consequence of a non-transmission of knowledge be-
tween different generations of artists. The graphic, made as an art historian,
confirmed his own choices as an art critic in previous years, tracing an evo-
lution from surrealism to abstractionism that had really no basis in reality.
In fact, the first abstractionist paintings were made before the first surrealist
experiments, but Franga only included them in the narrative after they were
exhibited in his own gallery in 1953, therefore maintaining the linear progres-
sive story of Portuguese art.®

His work on Romanticism in Portugal, a thorough investigation with no
parallel in Portuguese art historiography, was presented as a doctoral thesis to
the Sorbonne in 1969, and would again use an imaginary graphic to conclude
that although some positive points emerged, the general balance was very
negative for nineteenth-century Portuguese art.%® Belatedness is also a key is-
sue when he considers that the Portuguese nineteenth century ended only in
1910 in another major two-volume edition, A Arte em Portugal no Século XIX

¢4 The surrealists divided immediately into two groups, one called Grupo Surrealis-
ta de Lisboa [Lisbon’s Surrealist Group] and the other called simply Os Surrealistas [The
Surrealists|. Franca was part of the first group and elected the older artist Anténio Pedro as
a tutorial figure.

¢ J.-A. Franca, A Arte em Portugal no Século XX, Lisbon 1991 [1974], pp. 480-481.

¢ J.-A. Franca, A Arte e a Sociedade Portuguesa no Século XX, Lisbon: 1972 [1963].

7 The first abstraction exhibitions were made by Fernando Lanhas, Nadir Afonso and
others in Porto, in 1943-44. A. Portela, Salazarismo e Artes Pldsticas, Biblioteca Breve,
1982. See also the book written in the dual role of critic and art historian, J.-A. Franga,
Pintura Abstracta Portuguesa em 1960, Lisbon 1960.

% Franca, O Romantismo em Portugal, vol. 6, pp. 1355-1359.
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[Art in Portugal in the Nineteenth-century].® Romanticismis used as a given
concept:’® it was the art of nineteenth-century Europe, and Portugal, a Euro-
pean country, generally failed to accomplish it.

Both O Romantismo em Portugal and another book, Os Anos Vinte em
Portugal [The 1920s in Portugal] published in 1992, have the same subtitle,
“Studies on Socio-Cultural Facts.” Almost all of his introductions to his books
refer to his art history work as such, or as studies on the “facts of civilisa-
tion.””" This designation is taken directly from Pierre Francastel’s Sociolo-
gie des Objets de Civilisation, which is the basis of the French author’s well-
known book Art and Technology in the Nineteenth and Twentieth Centuries,
in which he states that art is as much an object of civilisation as technolo-
gy and that both are interrelated.” Franga writes, following Francastel, that
“a cultural fact reflects social values and at the same time, proposes values to
society.”’® In later texts he allows a further designation, “artistic fact,” always
referring to its double function: reflecting and proposing.’* For Franca, the
proponent function is what makes art a civilising factor. Although Franca’s
approach was inscribed in the field of the sociology of art, he maintained that
the “artistic fact” is a totality, and it has full autonomy: It is the role of the ex-
pert, the art historian (and critic), to bring that artistic fact intact in its unity
and to identify how it functions and how it acts in society: “An object of ci-
vilisation lives its conjunctures: the sociology of objects of civilisation reveals
them.”””

Franca’s education with Francastel confirmed and fuelled the narrative
of belatedness based on the contrast between civilisation and “primitive,” or
“underdeveloped,” which was well established in the Portuguese intellectual
tradition. As seen in Antero de Quental, the question the intellectuals wor-

% And started earlier, 1780 (which corresponds to the reconstruction of Lisbon after
the earthquake). See J.-A. Franca, A Arte em Portugal no Século XIX, Lisbon 1990 [1967],
p. 14.

70 The same occurs in other works with concepts like modernity and enlightenment.
Enlightenment is identified in Portugal as taking place during the rule of the Marquis of
Pombal and corresponding to an empirical absorption of ideas that had been “in the air for
along time.” J.-A. Franca, Lisboa Pombalina e o Iluminismo, Lisbon 1966 [1965], p. 305.

7! Namely in the referred books and, for instance in Franca, A Arte em Portugal no
Século XX, p. 8.

2 P Francastel, Art and Technology in the Nineteenth and Twentieth Centuries, MIT
Press, 2000 [1956], p. 151.

73 Fran¢a, O Romantismo em Portugal, p. 13.

74 J.-A. Franca, “Verdade Pratica e Verdades Praticas” (1963) and “Sobre Historia (Socio-
logica) da Arte” (1979/81), in: idem, (In)defini¢bes de Cultura, p. 144 and 116.

75 J.-A. Franga, “O ‘facto artistico’ na sociologia da arte” (1987), ibidem, p. 105.
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ried about was the inability to be civilised and also the authoritarian regimes
that had contributed to the decadence and progressive loss of civilising (Eu-
ropean) qualities. Adopting this position meant that Franca was fighting and
assuming an oppositional position to the Portuguese fascist regime he was
witnessing, just as Quental had been against absolutism, and as Anténio Sér-
gio, Franga’s contemporary, was against the dictatorship of Salazar. Howev-
er, he maintained the order of discourse’ that prevailed and that assumed
a privileged historical position for Europe, synonymous to civilisation. Fur-
thermore, European artwas seen as synonymous with civilisation, a common
idea widely shared both in popular opinion and in art history practice — one
can recall Kenneth Clark’s BBC show that screened in 1969 precisely under
the title ‘ Civilisation’.

What did it mean to be civilised? It meant being European, it meant not
to be left on the periphery’” And if art had full autonomy and yet a civilising
function, it had failed to include Portugal among the civilised. The concep-
tion of art as a civilising factor and as an autonomous totality allows one to
blame art, independently of external facts, for not civilising, that is, art was
responsible for its own belatedness (and for society’s belatedness) - it had an
inherent incapacity to affirm itself within European parameters.

It is in this context that Franga’s defence of abstraction, joining his voice
to the mainstream narrative as so many other artists and art historians,
should be understood. In France, after World War II, and in rivalry with the
USA, it was also abstract art that was elevated to the position of absolute
modern art. A three-volume publication in 1973 claimed French ownership
of abstract art, arguing that the weight of the French capital in Western art
gave it special status and affirming that abstraction dominated in Paris since
1945.78 It is this French side that Franca chooses, adopting the designation
“abstraccion lyrique”” to promote abstract Portuguese artists. That designa-

76 Tuse Michel Foucault’s term for the invisible set of rules that determine one’s choice
of words, of thoughts, of actions and that one is seldom aware of. See M. Foucault, The Or-
der of Things, New York 1970 [1966].

77 Foteini Vlachou has analysed the concept of periphery extensively in terms of a tem-
poral unit rather than spatial, and how it implicates the judgment of backwardness for
those countries which are not considered the centre, in “Why Spatial? Time and the periph-
ery,” Visual Resources 2016, 32(1-2), pp. 9-24 (DOI: 10.1080/01973762.2016.1132500),
included The Disappointed Writer. Selected Essays, Lisboa 2019.

78 M. Seuphor, M. Ragon, L’Art abstrait, 1939-1970, Paris 1973.

79 “Lyric abstraction” was used in 1947 by Jean Marchand and Georges Mathieu for
the exhibition in the Gallery of Luxembourg in Paris L'Imaginaire. See D. Vallier, A Arte
Abstracta, Lisbon 1980, p. 279.
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tion was coined to concur with North American “abstract expressionism,”
and to claim to be its predecessor. By promoting abstractionism in Portugal,
Franca finally aligned Portugal with European civilisation. In other words,
the regular diagnosis of belatedness regarding a peripheral European coun-
try is aligned with the master narrative that hierarchizes continents and
countries in power relations which are both the producers and the products
of the master narrative.

This sedimented idea prevailed after the Carnation Revolution of 1974,
in fact, José-Augusto Franga produces a vast amount of work after the revo-
lution and in the meantime he became the director of the most important
art magazine, published by Fundac¢ao Calouste Gulbenkian, Coléquio Artes
(1971-1996). It is also after the revolution that his art history became institu-
tionalized, with the creation of the Art History Department at Universidade
Nova de Lisboa in 1974. In general, art history books written by younger art
historians dedicated to nineteenth and twentieth centuries (and even before),
divided, as Franca did, the chronology into decades, artists in generations®,
which succeed one another in linear progression and always with a fatal and
unavoidable belatedness, except for celebrated punctual cases of success.?!
Although some new work emerged, Franca’s methodology nevertheless re-
mained a vital reference to art historians, and his chronologies, historical con-
cepts and extensive inventories of facts were never entirely questioned and
were used as sources for later art historical writing. As Paulo Varela Gomes
wrote in 2009: “... forty years after 1967 we have evolved little in matters of
knowledge and problematization of the themes to which J.-A. Franga dedicat-
ed his first volume on nineteenth-century art in Portugal. Everything written
since then is nothing more than the substitution of some pieces of Franga’s
puzzle and the invention of one or two new pieces.”s?

Nevertheless, other forms of writing about Portuguese art history have
been tested, such as Paulo Varela Gomes’ work, who tried not to use catego-

8 For the concept of generation in Franga’s A Arte em Portugal no Século XX (1911-
1961) see A. R. Salgueiro,“A Arte em Portugal no século XX (1911-1961).” José-Augusto
Franga e a perspectiva Sociologica, Lisbon 2012, p. 62, 63 ¢ 82 ¢ ss.

81 See R. M. Gongalves, Histéria da Arte em Portugal, vol. 13: Pioneiros da Modernida-
de, Lisbon 1988; B.P. de Almeida, Pintura Portuguesa do Século XX, Porto 1994 (this book
had an extended version published in 2017: Arte Portuguesa no Século XX, Porto); P. Pereira
(ed.), Histéria da Arte Portuguesa, vol. 3, Lisbon 1995; D. Rodrigues (ed.), Arte Portuguesa.
Da Pré-Histéria ao Século XX, vol. 18: O modernismo I (]. Pinharanda) and vol. 19: O mo-
dernismo II (B. P. de Almeida), Vila Nova de Gaia 2009.

82 P V. Gomes, Arte Portuguesa, ed. D. Rodrigues, vol. 14: Expressées do Neo-Cldssico,
Vila Nova de Gaia 2009, pp. 18-19.
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ries and concepts from the master narrative which he found inadequate to
Portuguese subjects, or Foteini Vlachou who paid meticulous attention to the
social, economic and political conditions for art production in Portugal in the
eighteenth- and nineteenth centuries, for instance noticing that the invest-
ment in decorative arts and crafts was much more significant than in acade-
my education, therefore understanding the institutional and political reasons
for not investing in better artistic education in painting or sculpture.®® This
was a situation, I might add, that caused several avant-garde and modernist
artists from the early twentieth-century to be self-taught. There are also sev-
eral academic works, articles and theses that contribute to another kind of art
history-making, but dominant art history is still Eurocentric.

CIVILISATION AND BARBARISM

It is significant to find Francastel writing about the superiority of the Eu-
ropean (white) race: “I am led to believe that the nonstop progression of the
white man - and of him alone - over thousands of years explains his de facto
ascendancy over the planet, a privilege he has obtained by virtue not of ra-
cial predestination but of historical and societal gains. Only Western societ-
ies have proved adaptable ... Man’s entire history teaches that the only great
societies are those in which adaptation occurs not by empirical accommoda-
tion to exterior conditions, but by well-thought-out domination of materials.
The greatness of the European race resides in its once again having assumed
power, in the past two centuries, ... over all collective values, of which art is
undoubtedly one means of expressing ...”8*

Francastel justifies his Eurocentric view by arguing that Europe is the
home of outstanding technical and artistic capacities that made the continent
more adaptable, therefore associating those capacities with the ability to con-
struct a superior civilisation, or, to use evolutionist terms, a civilisation that
wins its place by shadowing the others. As Samir Amin wrote, Eurocentrism
is based on prejudice and on the idea of Europe as a superior universal model,
believed to be imposed by the “force of circumstances” and natural evolution.
That is based on the attribution of “more or less permanent characteristics to

8 Gomes, Expressoes do Neo-Cldssico; E Vlachou, The Disappointed Writer. Selected
Essays, Lisboa 2019.

84 Francastel, Art and Technology..., pp. 134-135. In a rather harsh introduction to the
MIT Press edition of Francastel’s Art and Technology, Yve-Alain Bois writes: “the serious-
ness of Francastel’s book is badly tarnished by his inveterate chauvinism,” p. 9; adding that
he says, “in short, that Europe invented it all,” p. 10.
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a people or group of peoples,” which are “drawn from totalizing conclusions
from single details,” considering them valid to “justify their condition and
evolution.”®® This has been the common ground for the modern construction
of European identity - especially after the Enlightenment - and for construct-
ing identities inside Europe, electing models which other countries can get
close to or fail to emulate, being “less European” than others. This construc-
tion is ideological and has sustained economic and political power, in which
art and culture have played its part.

Art history has contributed to this Eurocentric ideology: as is well known,
it was born as a scientific discipline from a Eurocentric position that myth-
ified Antiquity (Greece) as the birth of culture. Jacob Burckhardt’s The Civil-
isation of the Renaissance in Italy (1860), with its thorough examination of
every aspect of culture, embedding art in its cultural, political, economic and
religious context, helped to establish the equivalence between art and civilisa-
tion, considering them mutually interdependent.® The ultimate example of
civilisation, and therefore of art, was Renaissance Italy. For Francastel and his
student José-Augusto Franca, it would be modern France (or, more accurately,
Paris). In short, the historiography of art takes European superiority for grant-
ed from the Renaissance on.

In his famous book Provincializing Europe. Post-colonial thought and
historical difference, Dipesh Chakrabarty mentioned how the imperial narra-
tive, produced either by and under colonial rule, either by Indian nationalists
had “the tendency to read Indian history in terms of a lack, an absence, or an
incompleteness that translates into ‘inadequacy’” and how that narrative was
the “cornerstone of imperial ideology.”¢” That means that the Indians, as sub-
jects of history, always had a subaltern position and were always (self-)seen as
belated regarding (European) civilisation. To be modern was, as Chakrabarty
puts it, to be European, a fictionalized Europe for sure, a mirage that neverthe-
less maintained the power relations between countries, and that determined
the pattern to look up to, but that could never really be reached.®® Indian his-

85 S. Amin, “The construction of eurocentric culture,” in: Eurocentrism. Modernity,
Religion, and Democracy. A Critique of Eurocentrism and Culturalism, New York 2009
[1988] (ebook edition).

86 Understanding art as always interdependent with social, political, economic, reli-
gious or cultural facts was a critical and innovative approach that led to cultural history:.

87 D. Chakrabarty, “Historicism as a transition narrative,” in: idem, Provincializing
Europe. Postcolonial thought and historical difference, Princeton University Press, 2008
[2000] (ebook edition).

88 Edward Said’s Orientalism was, of course, a pivotal work that analysed how knowl-
edge production about Orient in the West was both a reflection and an instrument for main-
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tory became a variant of the European master narrative, and Europe was thus
sovereign in that narrative.®’

When Francastel writes about Western superiority, he is expressing the
imperialist way of thinking that had been an important factor in consolidat-
ing the discipline of art history. Franca’s art history, purporting to be a master
narrative and part of the Western master narrative, adopted a subaltern posi-
tion which, when exceeded, could be celebrated, for it meant that marginal
Europe was catching up with the centre, with civilised Europe. Franga’s be-
latedness also plays a part in identifying the old necessary to the process of
writing modern(ist) history. He needs something old to contrast with novelty
(and progress), newness being measured according to the Parisian model. It
is also an intellectual task that includes him in the national tradition of the
self-critique promoted by the estrangeirados (and that makes him look at the
past historians in accordance with his own historiographical stance) and the
way he thought to be contributing to the overcoming of belatedness by ac-
knowledging it.

Nevertheless, the subaltern position he assumes for Portuguese art (and
many after him) and the desire to overcome it only reinforces eurocentrism
and the Eurocentric master narrative. It contributes to the prevailing imperial
European way of thinking that is based on rivalry and hierarchies between
winners and losers. Although Chakrabarty’s analysis is useful to understand
established hierarchies that determined who gets to be modern and who
doesn’t and that establish the requisites for reaching modernity, it cannot
simply be taken as a parallel to the situation of Portuguese art history. Indeed,

taining a sovereign/subaltern power relation between both. “Orientalism is a western style
for dominating, restructuring, and having authority over the Orient. [It is a discourse] by
which European culture was able to manage—and even produce—the Orient politically,
sociologically, militarily, ideologically, scientifically, and imaginatively during the post-En-
lightenment period.” E. W. Said, “Introduction, I,” in: idem, Orientalism, New York 2004
[1978] (ebook edition). He adds that creating the “Orient” was a way for the (European) West
to define itself and its sovereign position in relation to an Oriental backwardness and in
such a way that “the European idea of the Orient” was the only legitimate idea of the Orient:
“... political imperialism governs an entire field of study, imagination, and scholarly institu-
tions—in such a way as to make its avoidance an intellectual and historical impossibility.”
In “Introduction, III,” ibidem.

8 See D. Chakrabarty, “Postcoloniality and the Artifice of History,” in: idem, Provin-
cializing Europe... Dipesh Chakrabarty self-criticises the post-colonial project of Subal-
tern Studies, of which he was one of the founders, which also assumed this narrative, and
proposes reading the idea of a “lack” differently, substituting it in the master narrative for
“plenitude” and “creativity,” allowing for multiple narratives about multiple experiences of
modernity. See “To read lack otherwise,” ibidem. (ebook edition).
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the Portuguese stance in the work of the authors, historians, writers and phi-
losophers cited so far was based on the faith on Portuguese European roots
and on the imperative to avoid being treated or perceived as an Empire does
its colonies. The ambition was to be perceived as a European nation, with its
privileges in the narrative of the modern.

If one considers that “knowledge is produced under organized political cir-
cumstances”®, then one must see that the Portuguese art history canon was
shaped by the international European scene and by the Portuguese ambition
to be a part of its constructed image of modernity. One has to take into consid-
eration how the canon was modelled to that image of modernity, which nar-
rows its definition to an experience only valued if it is similar to the “centres
of civilisation.” To be able to determine that similarity or the failure to achieve
it and the consequent diagnosis of ultimately not being “civilised” enough was
arole that gave European status to the art historian. The art historian’s judge-
ment of civilisation or barbarism would put him, if not his country, in the
centre.

Is it possible to have a non-Eurocentric European art history? Chakrabarty
has remarked that we all make European history, even with non-European
archives - there is no escape from that. Yet he embraces the project of “pro-
vincializing ‘Europe,” the Europe that modern imperialism and (third-world)
nationalism have, by their collaborative venture and violence, made univer-
sal.”! Boaventura de Sousa Santos has proposed the exercise of abyssal think-
ing to reach the realities outside the Eurocentric production of knowledge:
“What cannot be said, or said dearly, in one language or culture may be said,
and said dearly, in another language or culture. Acknowledging other kinds of
knowledge and other partners in conversation for other kinds of conversation
opens the field for infinite discursive and nondiscursive exchanges with un-
fathomable codifications and horizontalities.”*?

A resonance to these words can be found in Piotr Piotrowski’s horizontal
art history. Piotrowski underlines the importance of the place from where the
historian writes: “Due to the ideology of the universalism of modern art, the
historian of the centre, often quite unconsciously, tends to ignore the signif-
icance of place, thus becoming an instrument of colonization”®® and, I will

% E.W. Said, “Introduction, III” in: idem, Orientalism.

ol E. W. Said, “History and difference in Indian modernity,” ibidem.

92 B. Sousa Santos, “Minifesto for Intellectual-Activists,” in: idem, Epistemologies of
the South: Justice against Epistemicide, Routledge, 2014 (ebook edition).

93 P. Piotrowski, “Toward a Horizontal Art History of the European Avant-Garde,” in:
Europa! Europa? The Avant-Garde, Modernism and the Fate of a Continent, ed. S. Bru et
al., New York 2009, p. 55.
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add, the historian of the periphery who puts places the objects of its research
in a belatedness relation towards the centre also becomes that sort of instru-
ment.

Walter Benjamin famously wrote that “there is no document of culture
which is not at the same time a document of barbarism.”** Civilisation and
barbarism are terms that have been historically opposed, and they have played
a fundamental part in the modernist narration of modernity. The challenge is
not to see them as opposites, for they are interconnected and interchangeable
constructed concepts. Acknowledging that is perhaps a task suited for the pe-
ripheral art history of today, which has to come to terms with the belatedness
trope and its Eurocentric implications, including its imperialist trail.
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ON BELATEDNESS.
THE SHAPING OF PORTUGUESE ART HISTORY IN MODERN TIMES

Summary

Portuguese art history experienced remarkable development after World War 1II, es-
pecially with the work of José-Augusto Franga, who was responsible for establishing
a historiographic canon for nineteenth- and twentieth-century Portuguese art that still
endures. José-Augusto Franca developed a narrative that held Paris up as an artistic
and cultural role model in relation to which he diagnosed a permanent delay in Portu-
guese art. This essay analyses Franca’s idea of belatedness in the context of Portuguese
art historiography and political history and how it is part of a genealogy of intellectual
thought produced in an imperial context, revisiting previous art historians and impor-
tant authors, such as Antero de Quental and Anténio Sérgio. Moreover, it aims to ad-
dress how the concept of belatedness was associated with the idea of “civilisation” and
the idea of “art as civilisation.” Belatedness also has implications in the constraints
and specificities of writing a master narrative in a peripheral country — a need particu-
larly felt in the second half of the twentieth century, to mark a political standpoint
against the dictatorship that ruled from 1926 to 1974. Part of the reaction to fascism
expressed the desire to follow other nations’ democratic example, but the self-depre-
cating judgements on Portuguese art were frequently associated with the identification
of essentialist motifs — the “nature” of the Portuguese people, their way of thinking,
of living, their lack of capacities or skills - and of a self-image of being “primitive”
in comparison with other European countries that has antecedents going back to the
eighteenth century. I will address the nostalgia for the empire and the prevailing no-
tion of belatedness throughout the twentieth century regarding unsolved issues with
that nostalgia.

Keywords:
belatedness, historiography, modernism, civilisation, eurocentrism, periphery
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A HISTORY OF POLISH ART

BY MICHAE WALICKI AND JULIUSZ STARZYNSKI
IN POLAND BETWEEN THE WORLD WARS.

THE WEST, POLAND, THE EAST"

When Poland regained its independence in 1918, Polish scientists and
scholars faced fundamental challenges and tasks both as regards building in-
stitutions and organizations, and choosing directions and goals of research.
A well organized and effective academia was an indispensable element of
a sovereign state that aimed to take its place among other national research
cultures.

Already before the end of the Great War art historians were pointing at the
most urgent tasks and goals of their discipline. One of the most important
postulates was to make a record of all the works of art and monuments of
architecture as a way to integrate the artistic heritage on the territory of the
restored state, which had been scattered and divided by the borders of the oc-
cupant states and thus ungraspable as a whole.! Regardless of that long term

* The present paper is an annotated version of the presentation made during a confer-
ence organized to commemorate the centennial of the study of art history at the University
of Poznan on May 17, 2019. Its main objective is to identify in a nutshell the problems
mentioned in the subtitle and the arguments related to them. The connections of those
arguments with the intellectual, artistic, and political reality of Poland between the world
wars as well as the theoretical and methodological assumptions of Michat Walicki and Ju-
liusz Starzynski have been only cursorily addressed here — perhaps my reconnaissance will
become a stimulus for other scholars to study the historiography of art in the interwar pe-
riod, which has not been examined in detail yet. See also the final part of the paper below.

! The first programmatic step in that direction was taken already in 1917 by a number
of Polish art historians who responded to an inquiry opened by Kasa im. Mianowskiego, an
independent institution founded at the end of the 19% century to support Polish scholar-
ship. The responses were published in the first volume of the journal Nauka Polska, which
between the world wars became a forum of debates about scholarship in Poland. Historians
often took part in such debates. In volume I “they wrote not so much about the subject mat-
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project, on the agenda was also the problem of writing a scholarly overview
of Polish art as well as the art of the world. Such an overview was considered
a test of the quality of scholarship which could contribute to the legitimation
of the statehood also through reconstruction and representation of the coun-
try’s artistic heritage.”

Writing an overview was by no means easy. The history of all the efforts in
that respect is a separate question. Beyond any doubt one may claim that the
most ambitious, most adequate, and in many respects still inspiring was the
result of a joint effort of two talented scholars from Warsaw, who were then in
their thirties: Michat Walicki and Juliusz Starzynski.? Its first edition was a sep-
arate but integral part of Geschichte der Kunst by Richard Hamann, translated
from German and published in 1934 (ill. 1). Two years later the study by Walic-
ki and Starzynski was published again as a separate book (ill. 2).*

ter of research, but about its organization, practical needs, libraries, periodicals, publishers,
and above all making records of historical monuments.” J. Biatostocki, “Historia sztuki,” in:
Historia nauki polskiej, vol. 4: 1863-1918, part 3, ed. Z. Skubata-Tokarska, Wroctaw 1987,
pp. 699-702 (here p. 700).

2 The problem of the overview was addressed by T. Szydtowski, “O zadaniach polskich
historykow sztuki,” Przeglgd Wspétczesny, 1923, 2(5), pp. 267-280, here p. 2711. See also
S. Tomkowicz, “Uwagi o potrzebach nauki polskiej w zakresie historii sztuki,” Nauka Pol-
ska 1918, 1, pp. 433-438, here p. 437f. and J. K. Kochanowski-Korwin, ,O potrzebach nauki
polskiej w zakresie historii,” Nauka Polska 1918, 1, pp. 225-236, here p. 229, 235. Polish
art historians were also expected to write an overview of the art of the world. Such over-
wiews available in Polish before had been written by two German scholars: Anton Heinrich
Springer and Karl Woermann. On historical overviews of national art in the 19® and early
20" century in a European perspective, see H. Locher, Kunstgeschichte als historische The-
orie der Kunst 17501950, Miinchen 2001, 195ff; J. Bakos, “Sciezki i strategie historiografii
sztukiw Europie Srodkowej,” trans. E Lipinski, Artium Quaestiones 2013, 14, pp. 255-306,
here p. 260ff.

3 On Michat Walicki, see memories and a report on his scholarly achievement in:
“Sprawozdanie posiedzenia Komitetu Nauk o Sztuce PAN w dniu 16 stycznia 1967,” Rocz-
nik Historii Sztuki 1970, 8, pp. 334-247; M. Walczak, “Michat Walicki (1904-1966),” Rocz-
nik Historii Sztuki 2011, 36, pp. 127-136. On Juliusz Starzynski see J. M. Sosnowska, “Ju-
liusz Starzynski (1906-1974),” ibidem, 137-155; A. Ryszkiewicz, “Starzynski Juliusz Stani-
staw,” in: Polski Stownik Biograficzny, 42, 2004, pp. 462-465; M. Le$niakowska, “Wtadza
spojrzenia — wladza jezyka. Juliusza Starzynskiego obraz sztuki i jej historii,” Modus 2013,
12/13, pp. 27-52.

4 M. Walicki and J. Starzynski, Dzieje sztuki polskiej, in: Historia sztuki: Richard Ha-
mann, Historia sztuki od epoki starochrzescijaniskiej do czaséw obecnych, trans. M. Wallis.
Warszawa 1934, pp. 909-1249; M. Walicki and J. Starzynski, Dzieje sztuki polskiej, War-
szawa 1936 (independent pagination) and Warszawa 1935 (as separate copy of the 1934
edition). A two-page “Przedmowa autoréw” in the 1934 edition (p. 911f.) in the 1936 edition
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1. Frontispiece and title page of R. Hamann’s, M. Walicki’s and J. Starzynski’s survey,
Warsaw, 1934 (photo: R. Rau)

An overview of the national art was in the historiography of those times
a common approach to art history, closely related to the popularity of the na-
tional idea in the 19 century and the rise and triumph of the nation state. In
1918, the Republic of Poland, a kind of continuation of the state ultimately
divided among three neighboring superpowers at the end of the 18% century,
regained its independence as a nation state, just like Bohemia (at that time
Czechoslovakia), Lithuania or Latvia. Ethnic Poles were its largest and most
active group, which was potentially the cause of tension between the domi-
nant majority and ethnic minorities which lived on the territory of Poland as

was significantly extended (pp. 7-16). The quotations below refer to the pages in both edi-
tions: the 1936 ones are placed in parentheses. On the Polish edition of Hamann’s book, see
R. Heftrig, Fanatiker der Sachlichkeit. Richard Hamann und die Rezeption der Moderne in
der universitdren deutschen Kunstgeschichte 1930-1960, Berlin 2014, 123f. Next to Wa-
licki and Starzynski’s book, other overviews are: Rev. Sz. Dettloff, W. Husarski, W. Tatar-
kiewicz, M. Walicki, S. Zahorska, Wiedza o Polsce. Sztuka polska. Historia architektury,
rzezby i malarstwa od czaséw najdawniejszych az do chwili obecnej, Warszawa [1932] and
chapters in: Polska, jej dzieje i kultura od czaséw najdawniejszych az do chwili obecnej,
vol. 1-3, ed. S. Lam. Warszawa 1927-1930.
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2. Title page and a frontispiece of M. Walicki and J. Starzynski’s survey, Warsaw 1936
(photo: R. Rau)

well, very much like before the partitions.> What contributed to that tension
was the fact that some of those minorities, formed as nations in their own
right in the 19 century, in the 20" century were self-conscious and devel-
oped their own political aspirations, hoping to gain independence as a result
of the fall of the empires after World War 1.¢ Lithuanians achieved their goal
(though they lost the region of Vilnius), while Ukrainians failed and that fail-
ure strongly determined Polish-Ukrainian relations.

The dominant position of ethnic Poles in Poland between the world wars
and the multiethnicity of the country both then and before, i.e. before the par-
titions, as well as diverse historico-political status of its regions, were a chal-

5 I mean the post-romantic, modern understanding of nation as a community based
on common ethnicity and language, as well as history, culture and religion. See A. Walicki,
“Polskie ideologie narodowe w perspektywie typologiczno-poréwnawczej,” in: idem, Nardd,
nacjonalizm, patriotyzm, Krakéw 2009, pp. 421-522. On the state and minorities in
Poland between the world wars, see A. Chojnowski, Koncepcje polityki narodowosciowej
rzgdéw polskich w latach 1921-1939, Wroctaw 1979.

¢ See P Wandycz, “Wick XX,” in: Historia Europy Srodkowo-Wschodniej, ed. J. Klo-
czowski, Lublin 2000, vol. 1, p. 416ff.; T. Snyder, The Reconstruction of Nations: Poland,
Ukraine, Lithuania, Belarus, 1569-1999, New Haven and London 2004.
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lenge to historians that resulted in particular decisions: some motifs were
considered central while others marginal, and some elements of the artistic
heritage were excluded in favor of others.” The main object of interest of the
two authors of A History of Polish Art was that art’s identity. In fact, howev-
er, the material presented in their overview demonstrates that the title term
“Polish art” is in many respects art made in Poland. The criterion which de-
termined the selection was the territory of Poland at the moment and, in part,
the geographical extension of the country in some stages of its history. The
historically permanent core area included the old provinces of Greater Po-
land [Wielkopolska], Lesser Poland [Matopolska], and Mazovia [Mazowsze].
Historically correct was also the inclusion of the Romanesque Silesia [Slask],
while the vast eastern territory of the Polish-Lithuanian Commonwealth in
the early modern times was missing. The East was present only as the region
of Vilnius and the former eastern Galicia. According the historical criterion,
the study should have included the late gothic and early modern Gdansk, as
well as other towns of the Royal Prussia, but they are hardly present in the
text. On the other hand, because of the geography of the present Polish Re-
public, the authors wrote a comprehensive and quite profound account of the
art of the Teutonic Knights in the Chetmno region with the city of Torun
and the Pomeranian voivodship. Missing was also the architecture of Jewish
synagogues, while the early modern Eastern Orthodox art was described only
in part.

The subtitle of the present paper signalizes crucial problems that the over-
view included. The present paper is an attempt to examine the assumptions
and specific historical decisions taken by the authors, concerning the artistic
inclusion of Poland in the West, specifically Polish form in Polish art and the
presence of the Eastern Orthodox art in Polish culture. Moreover, it addresses
the question of the relation of the study to the political, national, social, and
cultural reality of the Polish Republic in 1918-1939.%

7 In this context, one must take into account the still incomplete knowledge about the
works of art to be discussed (the authors point at the scarcity of records), the range of the
two scholars’ task, and most probably a short period of time within which they were sup-
posed to complete their study.

§ In the present paper, I will focus on the book by Walicki and Starzynski, but I will also
refer to other publications from the same period, which stress the problematic of histori-
cal reconstructions and constructs that the two scholars address. Walicki transferred the
content of his relatively comprehensive overview to brief essays on pre-modern Polish art,
included in the catalogs of two world expositions in Paris (1937) and in New York (1939).
He was also the author of specialist studies on table painting in Poland, and the painting of
that period will play an important role in my argument below.
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*

Inclusion in the West has been a component of Polish identity. The study
by Walicki and Starzynski is almost entirely focused on dependence as well
as participation in the Western world. The authors admit that in relation to
its source, Polish art is peripheral since it was developing in a country which
is younger in terms of civilization than the West. Still, they do not qualify
the hegemonic position of the West as oppression, unlike such non-academ-
ic historians as Ludwik Stasiak.’ It is significant that Walicki and Starzynski
were skeptical about attaching the development of Polish art to the condi-
tions of the European evolution, yet on the other hand they accepted in re-
spect to the former the criterion of great styles. The European styles appear
in the subtitles of particular chapters in connection to the dynasties which
ruled Poland in different periods, e.g., “The Romanesque Art in the Times
of the Piasts” or “Late Baroque and Rococo under the Saxon Dynasty.” That
demonstrated the Western orientation of Polish art and its development as
parallel to the developments in Europe. The Western orientation was condi-
tioned by the local needs and the initiative of Polish patrons, and favored by
both foreign and local artists. Unlike in the case of imports, in both cases
the artistic models developed in the West were adapted and modified locally.
Under the disguise of the “great styles” which made the Western art univer-
sally coherent there were, however, their national varieties, including those
which initiated crucial form-generating processes important for the entire
continent. The recognition of mutual inspirations by the “center” and “pe-
riphery” was at that time one of the major tasks of art history. Thus, Walicki
and Starzynski revealed multiple connections of Polish art with the artistic
centers of the South and the West, including Bohemia, Italy, the German
lands, France, and the Netherlands. The configurations of such connections
were believed to contribute to local identities, which was why their acknowl-
edgment depended on the received assumptions about long-time interna-
tional relations in culture or current political and cultural needs of particu-
lar countries. Such motivation significantly inspired historians in the states
that appeared on the map of Europe after World War 1.19 It seems, however,

o See e.g., L. Stasiak, Prawda o Piotrze Vischerze, Krakow 1910; idem, Rewindykacje
wiasnosci naszej, Krakéw 1911; O narodowosci Wita Stwosza. Réd Stwoszéw od wodza
wojsk polskich z r. 1188 Ottona Stwosza az po ostatniego z rodu Bogustawa Stwosza, Kra-
kow 1910-1911.

10 E.g., see an analysis of that question in reference to Czechoslovakia: M. Marek,
“Kunstgeschichte zwischen Wissenschaft und Dienst am Staat. Die Tschechoslowakei der
Zwischenkriegszeit und ihr Kunsterbe,” in: Grenzen tiberwindend. Festschrift fiir Adam
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that the system of the dependence of Polish art on the West was not dictated
by the postwar political alliances or prejudices and traumas from the times
of partitions. If such prejudices had mattered, they might have made Polish
art historians underestimate German artistic influences on Polish art in fa-
vor of the Romance countries. In fact, anti-German sentiments surfaced in
the book several times, e.g., when Walicki rather reluctantly accepted the
German origin of Wit Stwosz, but the artist’s national identity in late me-
dieval period was, as it will soon become clear, fundamental for the essen-
tialist approach to art."! On the other hand, the study presents an objec-
tive account of the art in the state of the Teutonic Knights (on the territory
which belonged to Poland since 1918) or the contribution of the neighboring
country in the west to Polish painting of the 15% century. The situation in
the 1930 was dynamic - there was a difference between 1934 and late 1938
— still, the Polish scholarly discourse contrasted with the condescending
and sometimes even aggressive tone of the German “Ostforschung” historio-
graphy.'>

S. Labuda, eds. K. Bernhardt, P. Piotrowski, Berlin 2006, pp. 79-97. Discussions of that kind
occurred also in reference to major centers of European art, e.g., the Renaissance in France
as a phenomenon dependent or independent of the art of Italy. See M. Passini, La Fabrique
de I'art national. Le nationalisme et les origines de I'histoire de I'art en France et en Alle-
magne 1870-1933, Paris 2012, p. 9ff.

I On Wit Stwosz, see Walicki, Starzynski, Dzieje sztuki polskiej, p. 1004 (108).

12 The aspects of a polemic with Germany in Walicki’s studies have been stressed by
T. Zadrozny, “Polska sztuka dawna z perspektywy 1939 roku,” in: Wystawa nowojorska
1939. Materialy z sesji naukowej Instytutu Sztuki PAN, Warszawa, 23-24 listopada 2009
roku, ed. J. M. Sosnowska, Warszawa 2012, pp. 105-117. A different situation before 1939
was illustrated by a controversy of Mieczystaw Gebarowicz with Pierre Francastel. The lat-
ter emphasized the role of Western, particularly French, stimuli in Polish art, diminishing
the importance of Geman ones, emphasized by Walicki in his study of the fifteenth-century
painting in French, published with an introduction by Francastel, who was the director of
the Institut Frangais in Warsaw, see footnote 18 below. Gegbarowicz defended Walicki’s opi-
nions (M. Gebarowicz, « La peinture polonaise a 'époque des Jagellons » La France et la Po-
logne dans leurs relations artistiques, Annuaire historique édité par Bibliothéque Polonaise
de Paris 1939, 1(4), pp. 355-365). His critique of Polish scholars dealing with the European
relations of Polish art and stressing, allegedly too much, its dependence on Germany Fran-
castel developed in his book L’historie de I'art, instrument de la propagande germanique,
Paris 1945. See a review by Ksawery Piwocki, who argued that the French scholar was more
critical of Polish art history than of German nationalist art historians (Biuletyn Historii
Sztuki i Kultury 1948, 10(1), pp. 68-84, here p. 76). The question of the reconstruction of
foreign influences on Polish art was strongly politicized after World War II. See A. S. Labuda,
“Polska historia sztuki i ‘Ziemie Odzyskane,” in: idem, Z dziejéw historii sztuki. Polska,
Niemcy, Europa, Poznan 2016, pp. 69-104, here p. 101f.
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However, the key problem was the following: how was it possible for the basi-
cally “Western” Polish art to demonstrate its own, specifically national identity?

In the methodological introduction Walicki and Starzynski express their
skepticism in that respect, since unlike in the West, the “history of art in Po-
land gives much less room to consider its independent, purely artistic devel-
opment.”’® It does not include artworks of high value and the course of its
development is discontinuous as there is no coherent series of artistic phe-
nomena. The reasons for that were a low level of the local artistic milieu and
the decisive role of immigrant artists, which implies that a truly Polish form
could be invented only by ethnically Polish artists. Unfortunately, because of
their poor skills, the national element could not find a permanent formal ex-
pression. The background of that diagnosis was an assumption that in the
West the evolution of art had its intrinsic logic on the level of pure form -
thanks to a number of highly competent artists, it was possible to work out
there a specific formal idiom which expressed the unchangeable national
character. To neutralize the weaknesses of the Polish periphery and make it
possible to understand the character of Polish art, the authors suggest taking
into consideration changing historical, political, and cultural factors which
belonged to the sphere of art as such. Consequently, the subtitles of the book’s
chapters referred to particular royal dynasties. Different variants of Polish art
could be approached as the effects of cooperation and contracts between art-
ists and patrons/receivers who represented the Polish element whenever the
artist was of a foreign origin.

Did Walicki and Starzynski apply that contextual-historical method co-
herently? Not really, since, as they wrote, “principally, trying to make a com-
prehensive overview of artistic phenomena in Poland, we did our best to em-
phasize those which illustrated Polish ingenuity, though perhaps their quality
was not always the highest.”** As we will see, they made an effort to identify
a specifically Polish form according to an interpretive model, quite common
in Europe after World War I, which aimed at revealing peculiar ways of ex-
pression that reflected, in isolation from external stimuli, the “creative will”
of communities such as a nation, a people or a tribe.'®

13 Walicki, Starzynski, Dzieje sztuki polskiej, p. 911.

4 Tbidem, p. 9.

15 The question of the relation between art and nation was present already in the nine-
teenth-century historiography; see, e.g., Hubert Locher i Jan Bako$ quoted above (footnote 2).
A way to the analysis of that relation from a strictly formal and visual point of view was
paved by the ideas developed around 1900 particularly in the German language art history
by Alois Riegl, Heinrich W6lfflin, and August Schmarsow. On the continuation of that ap-
proach after World War I, see L. O. Larsson, “Nationalstil und Nationalismus in der Kunst-
geschichte der zwanziger und dreifiger Jahre,” in: Kategorien und Methoden der deutschen
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However, that duality in methodology caused a split into two narratives:
one about the unchanging nation (represented by the “people”) and its art,
and the other about the history of changing configurations and artistic ex-
pressions co-produced by immigrant artists and Polish upper classes: rulers,
magnates, and “Polish nobility.”

*

The above considerations were an introduction to the issue defined in the
subtitle as “Poland.” Now we will focus on the art of the late Middle Ages in
respect to its ability to express national values. According to Walicki, who was
the author of that part of the book, in contrast to the earlier periods, it was
addressed to a wide and socially mixed audience, including also moderately
affluent petty bourgeoisie and gentry. The art of that particular period was
for the most part a set of works made in the local workshops in cities and
towns by, as it is well documented in the fifteenth-century sources, hundreds
of painters and sculptors of different national origin. Walicki found out that in
the second half of the 15 century the Cracow guild was “rapidly polonized,”'
which resulted in the rise of art with specifically Polish national characteris-
tics. The scholar discovered its formal features in a group of works that was
a part of a larger and quite diverse domain of Polish painting.'

Kunstgeschichte 1900-1930, ed. L. Dittmann, Stuttgart 1985, pp. 169-184; H. Locher,
“Stilgeschichte und die Frage der ‘nationalen Konstanten,’” Zeitschrift fiir Schweizerische
Archdologie und Kunstgeschichte 1996, 53, pp. 285-293; D. Bohde, Kunstgeschichte als
physiognomische Wissenschaft. Kritik einer Denkfigur der 1920er bis 1940er Jahre, Berlin
2012. See also Th. DaCosta Kaufmann, Towards Geography of Art, Chicago and London
2004. On Polish historiography, see M. Le$niakowska, “Polska historia sztuki i nacjona-
lizm,” in: Nacjonalizm w sztuce i historii sztuki 1789-1850, eds. D. Konstantynéw, R. Pa-
sieczny, P. Paszkiewicz, Warszawa 1998, pp. 33-59.

16 Walicki, Starzynski, Dzieje sztuki polskiej, p. 998 (102). One may quote here a cha-
racteristic opinion of J. Ptasnik, Cracovia Artificum 1300-1500, Krakéw 1917 (Zrédta do
historyi sztuki i cywilizacji w Polsce, vol. 4), 5* and 8*:

“The question of a given artist’s nationality matters a lot since only those nations have the
right to be included in the family of cultured nations, and only those count in the history of the
humankind, which add their national contribution to the cultural heritage of the world. To sum
up the achievement of every nation’s civilization, it is necessary to know the nationality of its
artists. ... The vernacular Polish art of the Middle Ages was created only by Polish nationals.”

17Tt was probably that diversity which made Walicki drop a relativizing remark that
even though his research proved the “development of Polish guild painting in the society
of medieval Poland,” it ,did not demonstrate distinct national features...” See M. Walicki,
“Z badan nad problemem narodowosci i rozwojem indywidualizmu w polskim malarstwie
gotyckim,” Zycie sztuki 1934, 1, pp. 67-100, here p. 94.
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What did those manifestations of national art — an alleged emanation of
the Polish spirit or mentality - actually look like? They were by no means re-
alistic. The Polish psyche was supposed to prefer conservative and idealistic
tendencies revealed in the works commissioned by provincial centers, not
big cities. One of them was a late fifteenth-century triptych from Szaniec in
a village church in Lesser Poland. Its color reproduction is one of two color
ones included in the 1250 page study by Hamann, Walicki, and Starzynski.
No doubt, it was a proof that the late Middle Ages were a privileged period in
the development of Polish art as uniquely Polish (ill. 2, 3). Next to Szaniec,
equally programmatic was an exposition of retables and their individual panels
at the great exhibition “Polish Gothic Art,” organized in 1935 in Warsaw, with
Walicki as its curator (ill. 9, 4, 5)'8 Walicki wrote: “... in Polish art, there were

3. Triptych from the parish church in Szaniec, ¢. 1490-1500 (lost)

8 Polska sztuka gotycka. Katalog wystawy, ed. M. Walicki, Warszawa 1935. See also
idem, “Po wystawie polskiej sztuki gotyckiej w Instytucie Propagandy Sztuki (Organizacja.
Przeglad materiatu i uzupehienie. Wyniki Naukowe. Rezonans spoteczny),” Nike 1938, 1,
pp. 51-75 and tabl. 9a and b, 15a i b. The art of the late Middle Ages was an important me-
dium used to create a picture of Polish artistic heritage and demonstrate Polish artistic po-
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few paintings with many figures in them, combined in genre groups” - most
of them presented groups of three to four human figures in the central panels
of wing retables, “rendered flatly in color against a golden background...” The
golden, patterned background was popular in Poland until the 17 century,
unlike in Western art where it was an anachronism. “Conservative was also
a flat interpretation of form ... avoiding perspective and spatial vibrations. The
physical immobility ... of figures corresponded to ... static emotions which
limited the range of facial expression. ... A small repertoire of gestures makes
a poor equivalent in that respect.” “Movements of the hands to a certain extent
violate the formal silence of the painting and stress the moment of manifestly
arrested motion.” “A static composition of the central group corresponds with
the rhythmic placement of figures in a row in the side wings - free-standing
figures are substitutes of figural groups.” In general, then, the overall effect
consists “not so much in primitive emotional contact and clumsy three-di-
mensional expression, but rather in conscious decisions taken according to the
logic of the painter’s vision, which enhanced the flat and decorative sense of
form” based on a number of equal size figures placed in a row."

Walicki claimed that a branch of Polish art achieved the status of a vernac-
ular and autogenous product, arguing that in visual and formal terms it proved
able to generate a figure of identity which at that time was most highly appre-
ciated. The meaning, significance, and even function of his reconstruction
reached far beyond reporting the historical state of affairs. It is interesting that
the form of a group of late medieval paintings that he identified corresponded
to the artistic idiom of one of the varieties of national style, represented in
the 1920s and early 1930s by some artists who belonged to the Rytm group.?

tential both at home and abroad. It is significant that Walicki’s studies on Polish painting
were published in German (M. Walicki, “Stilstufen der gotischen Tafelmalerei in Polen im
XV, Jahrhundert. Geschichtliche Grundlagen und formale Systematik,” Sprawozdania z po-
siedzen Towarzystwa Naukowego Warszawskiego (Wydz. 2) 1933, 26(3/6), pp. 61-101) and
in French (M. Walicki, La peinture d’autels et de retables en Pologne au temps des Jagellons.
Avec une introduction de Pierre Francastel, Paris 1937 (Bibliothéque de I'Institut Frangais de
Varsovie). At the same time the Institut Frangais published in the same typgraphic format Ta-
deusz Szydtowski’s study of the altarpiece from St. Mary’s Basilica in Cracow by Wit Stwosz.

19 The above quotations come from Walicki’s study ”Z badan nad problemem naro-
dowosci,” pp. 85-86. In the overview the results of Walicki’s research are placed in a com-
prehensive narrative about Polish guild painting that specifies also its other features and
external relations. See Walicki, Starzynski, Dzieje sztuki polskiej, 1012f (116 £.), 993f (97f.),
997f(101f) and ill. 1215 (105) and 1245 (135).

20 This correspondence was noticed already by Henryk Anders, who refers to some of
Walicki’s analyses quoted above. See H. Anders, Rytm. W poszukiwaniu stylu narodowe-
go, Warszawa 1972, p. 1191. See also A. Chmielewska, “Charakter narodowy sztuki polskiej
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It seems that such a coincidence, which in fact was not one at all, augmented
the transhistorical status of the national art’s social foundation in an essen-
tialist way, and even referred to more general socio-political and cultural real-
ities of the interwar Poland.

A significant lesson may be drawn from a comparison of the central panel
of the Szaniec triptych and a woodcut by Wtadystaw Skoczylas, called “Dancing
Robbers” [Taniec zbdjnikéw] (ill. 6, 7). Its flat composition and decorative and

6. Wtadystaw Skoczylas, Taniec zbdjnikéw 11,
woodcut, 1922

7. Triptych from the parish church in Szaniec,
middle section, ¢. 1490-1500 (lost)

w dwudziestoleciu miedzywojennym. Kontekst polityczny i ideowy,” in: W kregu Rytmu.
Sztuka polska lata dwudziestych, ed. K. Nowakowska-Sito, Warszawa 2006, pp. 167-182,
here p. 177f. On the Rytm group, see H. Anders and K. Nowakowska-Sito, Stowarzyszenie
Artystéw Polskich Rytm 1922-1932 [Katalog wystawy: Muzeum Narodowe w Warszawie
11 czerwea - 29 lipca 2001], Warszawa 2001; eadem, “Dlaczego Rytm?,” in: W kregu Rytmu,
pp. 9-29.

2 On Wtadystaw Skoczylas, see E. Zawistowska, “Wtadystaw Skoczylas,” in: Stowarzy-
szenie Artystéw Polskich Rytm 1922-1932, pp. 224-227 and W. Wiodarczyk, “Koncepcja
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rhythmic elements of form placed on the surface of the graphic picture belong to
the vocabulary of Walicki and show up in the contemporary analyses of the art-
works by Skoczylas. If there are any doubts caused by an apparent contradiction
between the dancing movement of the robbers and the immobile figures in the
fifteenth-century paintings, one may quote the following statement of Tadeusz
Cieslewski, Jr.: “There is no dynamic in Skoczylas. A pose, a gesture or a move
change in the artist’s woodcuts into an eternally static decorative value. They
evoke a peaceful majesty that is fixed forever. No matter whether it is ‘A Rob-
bers’ March’ [Pochdd zbojnikéw| or ‘Dancing Robbers,” the vision is always
formed once and for all.”>> On the other hand, the ordering of the triptychs and
retable wings, dominated by single figures in a row; seems to be a transposition
of the rhythmic spirit embodied in the marching robbers (ill. 8, 9).

%
=

™

8. Wiadystaw Skoczylas, Pochéd zbojnikéw I, woodcut, 1915

sztuki narodowej Wtadystawa Skoczylasa,” Zeszyty Naukowe Akademii Sztuk Pieknych
w Warszawie. Numer specjalny: Wtadystaw Skoczylas. Sztuka — Szkota — Panistwo 1984,
4(10), pp. 7-20; A. Chmielewska, W stuzbie pantistwa, spoteczeristwa i narodu. * Paristwo-
wotworcezy” artysci plastycy w Rzeczypospolitej, Warszawa 2006, p. 198ff.

22 T, Cieslewski, Jr., Wladystaw Skoczylas, Warszawa 1934, p. 31, qtd. from: K. Nowa-
kowska-Sito, “W poszukiwaniu stylu Rytmu,” in: Stowarzyszenie Artystéw Polski “Rytm”
1922-1932 [Katalog wystawy w Muzeum Narodowym w Warszawie 11 czerwca — 29 lipca
2001], pp. 54-88, here p. 73.
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It is hard to decide whether Walicki was inspired by contemporary art or
established the Polish canon regardless of the art of the Rytm and Skoczylas.
Suffice to say that in his overview, he revealed the historical roots of con-
temporary art and provided historical evidence of the Polish sense of form
articulated in his times. As a result, the national artistic identity acquired
a transhistorical status. On the other hand, the perspective of the Rytm and
Skoczylas, i.e. national art either rooted in or referring to the vernacular and
eternal culture of the Polish people and their specific will to form, allows one
to see in Walicki’s interpretation a prominent social factor.?® He never used
the term “people” or “folk,” but argued, discussing the problem of national

9. Exhibition of Polish gothic art. A view of the main room. Warsaw, Instytut Propagandy
Sztuki, 1935

23 On the folklore sources of the Rytm and the works of Skoczylas, see literature quoted
in footnotes 20-21. It should be noted that in Skoczylas’ theoretical statements (as well
as those of some other “state supportive” artists from the Warsaw Academy of Fine Arts),
the folk inspiration was not supposed to be limited to ethnically Polish folklore only. See
A. Chmielewska, “Styl Narodowy w Drugiej Rzeczypospolitej: arty$ci a wizerunek pan-
stwa,” in: Nardd, Styl, Modernizm, eds. J. Purchla, W. Tegethoff, Krakéw-Munich 2006,
pp. 189-199, here p. 197; eadem, “Charakter narodowy sztuki polskiej w dwudziestoleciu
miedzywojennym,” p. 179f.; W. Wtodarczyk, “Niepodlegto$¢ i nowoczesnos¢,” in: Sztuka
wszedzie. Akademia Sztuk Pieknych w Warszawie 1904-1944 [Katalog wystawy|, eds.
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identity, that the late medieval art was produced by craftsmen who lived in
towns for the local population and the gentry that lived in the country as
“Polish” painting. That was not a literally socio-political argument, but still
the connection of art to lower classes made it seem democratic and egalitar-
ian.>* The people and folk appeared explicitly in the context of Polish art of
the baroque. Starzynski, who was the author of that part of the book, look-
ing for his equivalents of Walicki’s claims in accordance with his method,
found a continuation of the Polish-guild late gothic formula in the modest
yet vernacular, autogenous and semi-folk art. What is more, he defined that
kind of art in opposition to the art of the court, perhaps not Polish enough
since it was produced by artists of mostly foreign origin, who worked for
their patrons.?® The court art actually determined the general picture of art
in Poland, which was persuasively demonstrated by Starzynski. These ob-
servations reveal inconsistency in the application of methodologies. The
reader should not be misled by the fact that right after his remarks about
the “vernacular,” Starzynski passed on to another variety of the local, the
Sarmatian one, which he described just as convincingly, listing as its compo-
nents the palace, the painting, the costume, and almost the whole theater of
behavior in the times of King Jan III Sobieski.?¢ Still, the Sarmatian variant

J. Gola, M. Sitkowska, A. Szewczyk, Warszawa 2012, pp. 40-55, here p. 47. Folklore inspira-
tions in Polish painting are presented in I. Luba, Dialog nowoczesnosci z tradycjg. Malarstwo
polskie dwudziestolecia miedzywojennego, Warszawa 2004.

24 “[T)he specificity of that painting [of the late medieval guilds in Poland] did not yet
show outstanding national features but, owing most of its formal inspirations to the art of
the neighboring countries, in the first place to various German and Czech influences, found
its place in the socio-cultural structure of Poland in those times, in a sense representing the
democratic-bourgeois urban culture [emphasis — A. S. L.] of the Jagiellonian era.” Walicki,
“Z badan nad problemem narodowosci,” p. 94.

25 “Realizing such an enormous number of foreign names, which we must list even in
our brief outline, the overwhelmed reader may ask if in the first half of the 17 century there
were no outstanding artists who were Polish. Fortunately, current research in progres sheds
more and more light on the active Polish element. Due to the dominant eclecticism and
many tendencies present in the official and court art., we will search for more independent
art in more modest production of the guilds with its strong connection to the vernacular
tradition.” It was the “bourgeois milieu of the guild art” that continued the late gothic tra-
ditions. A good example was the art of Krzysztof Boguszewski who demonstrated a “strong
tendency to linear stylization and strict symmetry, so different from the spirit of the ba-
roque.” Walicki, Starzynski, Dzieje sztuki polskiej, p. 1071f. (p. 175£.), see also p. 1061f.
(p. 1651.).

26 Tbidem, p. 110ff. (p. 209ff.): Chapter III: The baroque in its full bloom during the
reign of Jan III.
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was culturally and historically remote, “there and then,” the property of the
nobility and not the people defined in modern terms.

Consequently, Walicki and Starzynski’s overview presents two roots of
Polish art: its two systems of production and reception, which were isolat-
ed from each other, on the one hand close to the socio-political elite, on the
other, controlled by the socio-political margin of the petty gentry and bour-
geoisie. Starzynski, aware of the context of the democratic twentieth-century
Poland, argued that the duality was abolished in the epoch od King Stanistaw
August Poniatowski, a patron, art collector, and organizer of artistic life which
was supposed to serve the whole Polish society.?” According to Starzynski, the
King’s patronage had a “social and pedagogic function,” which was a refer-
ence to the pedagogy of Jean-Jacques Rousseau, but it also sounds as a twen-
tieth-century state-building rhetoric. In fact, the most outstanding expert on
the topic in those times, Tadeusz Mankowski, approached it in the same way.
In his opinion, the patronage of Stanistaw August differed from that of his
predecessors, Zygmunt August, Zygmunt III Vasa, and Jan III Sobieski, due to
its “social” address since the “baroque patronage [was supposed] to augment
the glory of the monarch’s court and represent the king as the embodiment
of the state.”?® On the contrary, King Stanistaw August Poniatowski represent-
ed a “different” state that cared about the cultural enlightenment of its citi-
zens. Even though the last king of Poland had a cosmopolitan, French-aris-
tocratic, and elitist habitus, his activities could be interpreted as guidelines
for new Poland.? Choosing another option, Walicki found the legitimation
of the egalitarian and democratic Poland between the world wars already in
the late Middle Ages - that idea was well grounded in the study of the period
in the West, particularly in contemporary France.*® Perhaps what it implied
was a critique of the Poland of nobility that collapsed due to the lack of social
balance between the privileged nobles and the marginalized bourgeoisie and
peasantry. Such an opinion was expressed by historians and one art historian,
Mieczystaw Gebarowicz. Unlike Walicki, Gebarowicz did not appreciate the
formalism and idealism of the Polish late gothic art but noticed its ability to

27 Ibidem, p. 1105ff. (p. 2091f.): Chapter V: The epoch and style of Stanistaw August.

28 T. Mankowski, “Mecenat Stanistawa Augusta,” Zycie Sztuki 1934, 1, pp. 157-167,
here p. 157.

29 On another approach to Stanistaw August Poniatowski in Poland between the world
wars, see E. Manikowska, “Materialna historiografia sztuki. Wokét ksigzki Galerja Stanista-
wa Augusta Tadeusza Mankowskiego,” Biuletyn Historii Sztuki 2013, 75(3), pp. 505-535.

30 A. Thomine-Berrada, E-R. Martin, “Styles et nation en France autour de 1900.
Le Moyen 4ge comme origine en architecture et en historiographie,” in: Nation, style, mo-
dernism, eds. J. Purchla, W. Tegethoff, Cracow-Munich 2006, pp. 37-54, here 39ff.; Passini,
La Fabrique de I'art national, p. 89.
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represent the world, i.e. its naturalistic variant related to the rationalism of
the Western type of the bourgeoisie, hardly present in the history of Poland,
which negatively determined her future.®!

*

My next point is the problem of the “Eastern” art or, more precisely; the art of
the Orthodox Christianity that developed in the eastern parts of the Polish-Lith-
uanian Commonwealth. It has been often assumed that those territories were
a typical borderland with its various hybrid cultures having their specific ethnic
and religious background. However, if one takes such a point of view, what is
missed is the fact that the Commonwealth was a unified state of two or even
three nations whose representatives were first citizens and only then Poles, Ru-
thenians, and Lithuanians - members of some particular religious denomina-
tion.??> And yet, Walicki and Starzynski’s overview favors the idea of the artistic
borderland, which was the result of a one-sided, Polish-national approach (with
the Western “center” in reserve) to the Eastern Orthodox art and architecture.
The main instrument of research was in that case formalist art history, with
some attempts to take into consideration also the history of culture.

The problem of the heritage of the Christian Orthodox Church appeared
already, in an anachronistic way conditioned by the eastern borders of the in-
terwar Poland, in the chapter concerning the Romanesque epoch of the Piasts.
From the 14t century on, the anachronisms started disappearing. Walicki dis-
cussed the Ruthenian-Byzantine wall paintings founded by King Wtadystaw
Jagietto for catholic churches and chapels in Poland, while Starzynski focused
on the orthodox church architecture of early modern times. It was a rather sur-
prising and perhaps significant decision to include a number of local orthodox
icons in the catalog added to the 1934 edition of their study, which lists works
of art from abroad in the holdings located in Poland.?* Thus, no wonder that

31 M. Gebarowicz, “Wschod i Zachod w sztuce polskiej,” Sprawozdania Towarzystwa
Naukowego we Lwowie 1935, 15(2), pp. 146-153, here p. 148, 1511f..; idem, Sztuka Sre-
dniowieczna, Lwow 1934 (Historia sztuki, t. 2), p. 399, 415.

32 On those distinctions, see A. Sulima-Kaminski, Historia Rzeczypospolitej wielu na-
rodéw 1505-1795, Lublin 2000, p. 10ff. Sulima-Kaminski’s argument has been quoted by
R. Stobiecki, “Najnowsze syntezy dziejéw Polski i Ukrainy. Proba poréwnania,” in: Histo-
ria, mentalnosé, tozsamosé. Miejsce i rola historii oraz historykéw w zyciu narodu polskie-
go 1 ukrainskiego w XIX i XX wieku, eds. J. Pisulinska, P. Sierzega, L. Zaszkilniak, Rzeszow
2008, pp. 557-573, here pp. 560-561. Sulima-Kaminski remarks that “since the 16" centu-
ry, the word ‘Pole’ ... could mean both an ethnic Pole, and a citizen of the Polish-Lithuanian
Commonwealth, regardless of his or her ethnicity.”

33 Walicki, Starzynski, Dzieje sztuki polskiej, p. 1198f.
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the main text includes no information about paintings and wooden sculpture
made for those churches. Consequently, the authors’ attitude toward the Ru-
thenian Orthodox art is ambivalent: sometimes it is considered as an element
of Polish art, while on other occasions it remains alien and as such cannot be
taken into account.

The key to the discourse on the Eastern Orthodox art is Westernization.
The process of the Westernization or Latinization of the Orthodox art and ar-
chitecture is taken for granted as a historical fact. As Piotr Krasny has noticed,
the “Western” (“Occidental”) criterion became for some orthodox churches
a “kind of ‘pass’ to the canon of the main historical monuments of Polish art”
as well as a pretext to reduce their analysis contrary to their multicultural
characteristics.?* A good example of that approach is the Greek Catholic (Uni-
ate) St. George’s cathedral in Lviv, built in 1744-1772 by Bernard Meretyn, an
architect of German origin. Wrote Starzynski: “[In Meretyn’s work] the ten-
dencies characteristic of southern Germany overlapped with the influence of
late Roman baroque ... The church’s plan demonstrates a reference to Italian
plans based on the Greek cross. ... The central design was well adapted to
the needs of Eastern liturgy, although [in St. George’s cathedral] the elongat-
ed nave evidently demonstrates the triumph of the Western artistic idea.”?
Hence, the cathedral’s architecture became a space of conflict of contrasted
forms and the historical, in fact foundational, Orthodox element was exclud-
ed from the domain of the West-Occident.?¢

Let us return to the foundation of King Wtadystaw Jagietto, which was origi-
nal and unique on the ethnically Polish, Latin-Occidental territory of Poland. It
is definitely different from the gothic painting which was dominant there. The
Lublin Holy Trinity church decoration was analyzed in detail by Walicki himself
and by Celina Filipowicz-Osieczkowska.?” In the Byzantine-Eastern work both
scholars revealed some Latin-Occidental elements; particularly in iconography

34 P Krasny, Architektura cerkiewna na ziemiach ruskich Rzeczypospolitej 1596-1914,
Krakow 2003, p. 13, see also p. 31ff.

35 Walicki, Starzynski, Dzieje sztuki polskiej, p. 1096 (200).

36 Krasny proposes the term “modernization” to refer to St. George’s cathedral, thus
rejecting the concept of “Westernization.” See Krasny, Architektura cerkiewna na zie-
miach..., p. 158.

37 M. Walicki, “Malowidta $cienne kosciota $w. Tréjcy na Zamku w Lublinie (1418)”,
Studia do Dziejéw Sztuki w Polsce 1930, 2; C. Filipowicz-Osieczkowska, “Ze studiéw nad
szkola polska malarstwa bizantyjskiego,” Zycie Sztuki 1934, 1, pp. 101-136; eadem, “Les
peintures byzantines de Lublin,” Byzantion 1932, 7, fasc. 1:, pp. 241-252; eadem, Ze stu-
diéw nad szkolq polskq malarstwa bizantyjskiego — Notes sur la Majestas Domini et sur
I'école polonaise de la peinture byzantine, Krakéw 1936.
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and sometimes also in the style of the paintings. Walicki wrote: “The Catholic
theological thought was formally expressed through Byzantine art. ... What is
more, the painter of the Passion scenes ... strongly reacted to contemporary trends
in gothic art, which can be seen in the ‘Communion of the Apostles,’ referring
both in its iconography and stylistic details to the models of western European
painting.”3® On another occasion, he claimed that next to close cultural relations
of Poland and Ruthenia, another factor that favored the infiltration by “foreign”
art [Walicki’s term] was a “peculiar consanguinity of that art in whose forms one
could hear the quiet melody of the gothic line and gothic reality, which brings to
mind Worringer’s words that ‘only in the so-called maniera greca the gothic will
for form could achieve its expression.””?® Filipowicz-Osieczkowska made an ex-
plicit statement that there must have been a Polish school of the Byzantine paint-
ing. However, such views did not pass the test of criticism, which makes their
bias even more characteristic of the Polish studies of the Byzantine-Orthodox art
in Poland.*

In fact, the term “Westernization,” both classifying and evaluative, was
a trope of polonization in the ethnic-national sense, i.e. the appropriation of
whatever could be polonized by including it in the Western (Occidental) reper-
toire of forms. Poland was considered a mediator or perhaps even a missionary
of the Western models. If we assume that the art of the Teutonic Knights, who
once had their state on the territory of the Polish Republic as it came into
being in 1918, included by Walicki and Starzynski in Polish artistic heritage,
could be interpreted as a figure of the West, the negligence of the Eastern-Or-
thodox element in the cultural reality of Poland before the partitions becomes
even more striking. The postulate of taking into consideration a wide histori-
cal context, formulated in the introduction to their overview, in the case of the
Eastern Orthodox art took two different directions: on the one hand, it was
applied to King Wtadystaw Jagietto’s foundations as Catholic, which was not
true, on the other, it did not apply to art and architecture located outside the
“vernacular” Latin territory of Poland.

38 Walicki, Starzynski, Dzieje sztuki polskiej, p. 987 (91).

39 M. Walicki, “Wschéd i Zachod w sztuce Rusi Czerwienskiej (Uwagi na marginesie
Wystawy Sztuki Ukrainskiej w Warszawie),” Pion. Tygodnik Literacko-Spoteczny 1934,
9(22), pp. 1-2, here p. 2. Most likely, Walicki makes here a refernce to Wilhelm Worringer’s
Formprobleme der Gotik (1911) Griechentum und Gotik. Vom Weltreich des Hellenismus
(1928).

40 A. Rézycka-Bryzek, “Malarstwo cerkiewne w polskie tradycji historycznej i w bada-
niach naukowych,” in: Sztuka cerkiewna w diecezji przemyskiej. Materiaty z miedzyna-
rodowej konferencji naukowej 25-26 marca 1995 roku, eds. J. Giemza, A. Stepan, kancut
1999, pp. 11-26, here p. 191f.
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Drawing far-reaching conclusions from the above-mentioned inconsis-
tency does not seem to be quite appropriate under the circumstances. Who
in the 1930s was ready to abandon the narrow, national model of history and
take into consideration the “citizens of the Polish Republic” instead of mem-
bers of the anachronistically and antagonistically defined national or ethnic
groups? Poland just regained its independence after the trauma of partitions,
and the Orthodox Church was mostly remembered there as an instrument of
russification. The tension between Ukrainians, who developed their national
aspirations, and Poles, who had the memories of their past glory, began in
the 19% century and under the Hapsburg rule it was both stimulated and di-
minished, depending on the imperial politics. Still, Marian Sokotowski, who
studied the Ruthenian art already then, declared that it was quite alien to the
heritage of Poland.*!

*

The scholarly and historical value of Walicki and Starzynski’s book con-
sists in their thorough search for the Polish features of the art made in Poland.
The above analysis of their considerations on that subject is by no means
complete. There are several reasons for this, one of them being emphasis on
the formal and stylistic approach to the work of art, placed in a “national”
context. A historical or historico-cultural approach, called between the world
wars “sociological,” deserves a separate study. A way to understand better the
achievement of the two scholars would be to discuss it in a wide comparative
perspective, both as regards the substance and the method, including Polish
specialist and non-specialist literature, as well as the artistic historiography
of the entire Europe. In particular it would be necessary to take into account
the historiography of Czechoslovakia, Lithuania, and Ukraine, involved in
heated polemics with the Polish point of view, and following similar paths of
interpretation.*

4 See M. Kuninska, Historia sztuki Mariana Sokofowskiego, Krakéw 2014, p. 226ff.
See also M. Rampley, The Vienna School of Art History. Empire and the Politics of Scholar-
ship, 1847-1918, University Park 2013, p. 891f.

42 See Marek, “Kunstgeschichte zwischen Wissenschaft und Dienst...;” M. Fili-
pova, “Between East and West: The Vienna School and the Idea of Czechoslovak Art,”
Journal of Art Historiography 2013, 8; eadem, “The Construction of National Identity
in Czech Art History,” Centropa 2008, 8(3), pp. 257-271; L. Lauckaité, “Writing Lith-
uanian Art History in the First Half of the Twentieth Century; Strategies of National
Identity,” Centropa 2008, 8(3), pp. 272-280. See also K. Kodres, “Two Art Histories:
The (Baltic) German and Estonian Versions of the History of Estonian Art,” in: History
of Art History in Central, Eastern and South-Eastern Europe, ed. J. Malinowski, Torun



86 Apam S. LABUDA

BIBLIOGRAPHY

Anders H., Rytm. W poszukiwaniu stylu narodowego, Warszawa 1972

Bakos J., “Sciezki i strategie historiografii sztuki w Europie Srodkowej,” trans. E Lipin-
ski, Artium Quaestiones 2013, 14, pp. 255-306

Biatostocki J., “Historia sztuki,” in: Historia nauki polskiej, vol. 4: 1863-1918, part 3,
ed. Z. Skubata-Tokarska, Wroctaw et al. 1987, pp. 699-702

Bohde D., Kunstgeschichte als physiognomische Wissenschaft. Kritik einer Denkfigur
der 1920er bis 1940er Jahre, Berlin 2012

Chmiclewska A., “Charakter narodowy sztuki polskiej w dwudziestoleciu miedzy-
wojennym. Kontekst polityczny i ideowy,” in: W kregu Rytmu. Sztuka polska lat
dwudziestych, ed. K. Nowakowska-Sito, Warszawa 2006, pp. 167-182

Chmielewska A., “Styl Narodowy w Drugiej Rzeczypospolitej: artysci a wizerunek
panstwa,” in: Naréd, Styl, Modernizm, eds. J. Purchla, W. Tegethoff, Krakéw-Mo-
nachium 2006, pp. 189-199

Chmiclewska A., W stuzbie panistwa, spoteczenstwa i narodu. ,,Paristwowotworczy”
artysci plastycy w Rzeczypospolitej, Warszawa 2006

Chojnowski A., Koncepcje polityki narodowosciowej rzgdéw polskich w latach 1921~
1939, Wroctaw et al. 1979

Cieslewski T. Jr., Wtadystaw Skoczylas, Warszawa 1934

DaCosta Kaufmann Th., Towards Geography of Art, Chicago and London 2004

Filipova M., “The Construction of National Identity in Czech Art History,” Centropa
2008, 3(8), pp. 257-271

Filipova M., “Between East and West: The Vienna School and the Idea of Czechoslo-
vak Art,” Journal of Art Historiography 2013, 8

Filipowicz-Osieczkowska C., “Les peintures byzantines de Lublin,” Byzantion 1932,
7(1), pp. 241-252

2012, pp. 67-72; J. Vybiral, “What Is ‘Czech’ in Art in Bohemia? Alfred Woltmann and
Defensive Mechanisms of Czech Artistic Historiography,” Kunstchronik 2006, 59(1),
pp. 1-7. As regards the history of Ukrainian art, it is hard to find similar studies. The
weak point of the following biographical studies is their apologetic character: T. Stefa-
nyshyn, “Ukrainian Art Studies of Lwow/Lviv in the 1920s-1930s: Personalities, Works,
Tendencies,” in: History of Art History in Central, Eastern and South-Eastern Europe,
pp. 41-48; L. Sokolyuk, “Dmytro Antonovych’s general conception of Ukrainian art his-
tory and its significance for modern teaching system,” ibidem, pp. 49-53. The following
studies have made valuable contributions to the considered questions: M. P. Kruk, “Sztu-
ka wtasna i obca. Na marginesie badan nad zachodnioruskim malarstwem ikonowym,”
in: Byzantina Europaea. Ksiega Jubileuszowa ofiarowana Profesorowi Waldemarowi Ce-
ranowi, eds. M. Kokoszko, M. J. Leszka, £6dz 2007, pp. 327-343; idem, “Stan badan nad
zachodnioruskim malarstwem ikonowym XV-XVI wieku,” in: Sztuka Kreséw Wschod-
nich, ed. J. K. Ostrowski, Krakow 1996, pp. 29-55. Finally, one must also mention a large
number of relevant postcolonial studies written by anthropologists, theorists of culture,
historians, and literary scholars.



A History of Polish Art by Michat Walicki and Juliusz Starzynski 87

Filipowicz-Osieczkowska C., “Ze studiow nad szkota polska malarstwa bizantyjskie-
g0,” Zycie Sztuki 1934, 1, pp. 101-136

Filipowicz-Osieczkowska C., Ze studiéw nad szkotq polskg malarstwa bizantyjskiego
— Notes sur la Majestas Domini et sur I'école polonaise de la peinture byzantine,
Krakow 1936

Francastel P, L’historie de I'art, instrument de la propagande germanique, Paris 1945

Gebarowicz M., Sztuka sredniowieczna, Lwow 1934 (Historia sztuki, vol. 2)

Gebarowicz M., “Wschdd i Zachod w sztuce polskiej,” Sprawozdania Towarzysiwa
Naukowego we Lwowie 1935, 15(2), pp. 146-153

Gebarowicz M., “La peinture polonaise a I’époque des Jagellons,” La France et la Po-
logne dans leurs relations artistiques, Annuaire historique édité par Bibliothéque
Polonaise de Paris 1939, 4(1), pp. 355-365

Heftrig R., Fanatiker der Sachlichkeit. Richard Hamann und die Rezeption der Moder-
ne in der universitdren deutschen Kunstgeschichte 1930-1960, Berlin 2014

Kochanowski J. K., “O potrzebach nauki polskiej w zakresie historii,” Nauka Polska
1918, 1, pp. 225-236

Kodres K., Two a rt histories: the (Baltic) German and Estonian versions of the history
of Estonian art, in: History of Art History in Central, Eastern and South-Eastern
Europe, ed. J. Malinowski, vol. 2, Torun 2012, pp. 67-72

Krasny P, Architektura cerkiewna na ziemiach ruskich Rzeczypospolitej 1596-1914,
Krakow 2003

Kruk M., “Stan badan nad zachodnioruskim malarstwem ikonowym XV-XVI wicku,”
in: Sztuka Kreséw Wschodnich, ed. J. K. Ostrowski, Krakéw 1996, pp. 29-55

Kruk M., “Sztuka wtasna i obca. Na marginesie badan nad zachodnioruskim malarstwem
ikonowym,” in: Byzantina Europaea. Ksiega Jubileuszowa ofiarowana Profesorowi
Waldemarowi Ceranowi, eds. M. Kokoszko, M. ]. Leszka, £.6dz 2007, pp. 327-343

Kuninska M., Historia sztuki Mariana Sokotowskiego, Krakéw 2014

Labuda A. S, “Polska historia sztuki i ‘Ziemie Odzyskane’”, in: idem, Z dziejéw histo-
rii sztuki. Polska, Niemcy, Europa, Poznan 2016, pp. 69-104

Larsson L. O,, “Nationalstil und Nationalismus in der Kunstgeschichte der zwanziger
und dreifdiger Jahre,” in: Kategorien und Methoden der deutschen Kunstgeschich-
te 1900-1930, ed. L. Dittmann, Stuttgart 1985, pp. 169-184

Lauckaité L., “Writing Lithuanian Art History in the First Half of the Twentieth Cen-
tury; Strategies of National Identity,” Centropa 2008, 3(8), pp. 272-280

Le$niakowska M., “Polska historia sztuki i nacjonalizm,” in: Nacjonalizm w sztuce
1 historii sztuki 1789-1850, eds. D. Konstantynéw, R. Pasieczny, P Paszkiewicz,
Warszawa 1998, pp. 33-59

Le$niakowska M., “Wtadza spojrzenia — wtadza jezyka. Juliusza Starzynskiego obraz
sztuki ijej historii,” Modus 2013, 12/13, pp. 27-52

Locher H., “Stilgeschichte und die Frage der ,nationalen Konstanten’, Zeitschrift fiir
Schweizerische Archdologie und Kunstgeschichte 1996, 53, pp. 285-293

Locher K., Kunstgeschichte als historische Theorie der Kunst 1750-1950, Miinchen
2001

Luba I., Dialog nowoczesnosci z tradycjg. Malarstwo polskie dwudziestolecia miedzy-
wojennego, Warszawa 2004



88 Apam S. LABUDA

Manikowska E., “Materialna historiografia sztuki. Wokot ksigzki Galeria Stanistawa
Augusta Tadeusza Mankowskiego,” Biuletyn Historii Sztuki 2013, 75(3), pp. 505—
535

Mankowski T., “Mecenat Stanistawa Augusta,” Zycie Sztuki 1934, 1, pp. 157-167

Marek M., “Kunstgeschichte zwischen Wissenschaft und Dienst am Staat. Die Tsche-
choslowakei der Zwischenkriegszeit und ihr Kunsterbe,” in: Grenzen iiberwin-
dend. Festschrift fiir Adam S. Labuda, eds. K. Bernhardt, P Piotrowski, Berlin
2006, pp. 79-97

Nowakowska-Sito K., Stowarzyszenie Artystéw Polskich Rytm 1922-1932 [Katalog
wystawy: Muzeum Narodowe w Warszawie 11 czerwca — 2.9 lipca 2001], Warsza-
wa 2001

Nowakowska-Sito K., W poszukiwaniu stylu Rytmu, in: eadem, Stowarzyszenie Arty-
stéw Polski ,Rytm” 1922-1932 [Katalog wystawy w Muzeum Narodowym w War-
szawie 11 czerwca - 29 lipca 2001], Warszawa 2001, pp. 54-88

Nowakowska-Sito K., Dlaczego Rytm?, in: W kregu Rytmu. Sztuka polska lat dwu-
dziestych, ed. K. Nowakowska-Sito, Warszawa 2006, pp. 9-29

Passini M., La Fabrique de I'art national. Le nationalisme et les origines de I'histoire
de I'art en France et en Allemagne 1870-1933, Paris 2012

Piwocki K., [book review:] P. Francastel, L’historie de I'art, instrument de la propa-
gande germanique, Paris 1945, Biuletyn Historii Sztuki i Kultury 1948, 10(1),
pp. 68-84

Polska, jej dzieje i kultura od czaséw najdawniejszych az do chwili obecnej, ed. S. Lam,
vol. 1-3, Warszawa 1927-1930

Polska sztuka gotycka. Katalog wystawy, ed. M. Walicki, Warszawa 1935

Ptasnik J., Cracovia Artificum 1300-1500, Krakéw 1917 (Zrédta do historii sztuki i cy-
wilizacji w Polsce, vol. 4)

Rampley M., The Vienna School of Art History. Empire and the Politics of Scholarship,
1847-1918, University Park 2013

Rozycka-Bryzek A., “Malarstwo cerkiewne w polskiej tradycji historycznej i w ba-
daniach naukowych,” in: Sztuka cerkiewna w diecezji przemyskiej. Materiaty
z miedzynarodowej konferencji naukowej 25-26 marca 1995 roku, ed. J. Giemza,
Lancut 1999, pp. 11-26

Ryszkiewicz A., “Starzynski Juliusz Stanistaw;,” in: Polski Stownik Biograficzny 42,
2004, pp. 462-465

Snyder T., The Reconstruction of Nations: Poland, Ukraine, Lithuania, Belarus,
1569-1999, New Haven and London 2004

Sokolyuk L., “Dmytro Antonovych'’s general conception of Ukrainian art history and
its significance for modern teaching system,” in: History of Art History in Cen-
tral, Eastern and South-Eastern Europe, ed. J. Malinowski, vol. 2, Torun 2012,
pp. 49-53

Sosnowska J. M., “Juliusz Starzynski (1906-1974),” Rocznik Historii Sztuki 2011, 36,
pp. 137-155

“Sprawozdanie z posiedzenia Komitetu Nauk o Sztuce PAN w dniu 16 stycznia 1967,”
Rocznik Historii Sztuki 1970, 8, pp. 334-347

Stasiak L., Prawda o Piotrze Vischerze, Krakéw 1910



A History of Polish Art by Michat Walicki and Juliusz Starzynski 89

Stasiak L., Rewindykacje wtasnosci naszej, 1911

Stasiak L., O narodowosci Wita Stwosza. Réd Stwoszéw od wodza wojsk polskich
z r. 1188 Ottona Stwosza az po ostatniego z rodu Bogustawa Stwosza, Krakéw
1910-1911

Stefanyshyn T., “Ukrainian art. Studies of Lwow/Lviv in the 1920s-1930s: person-
alities, works, tendencies,” in: History of Art History in Central, Eastern and
South-Eastern Europe, ed. ]. Malinowski, vol. 2, Torun 2012, pp. 41-48

Stobiecki R., “Najnowsze syntezy dziejow Polski i Ukrainy. Proba poréwnania,” in:
Historia, mentalnos$é, tozsamosé. Miejsce i rola historii oraz historykéw w zyciu
narodu polskiego i ukrainiskiego w XIX i XX wieku, eds. J. Pisulinska, P. Sierzega,
L. Zaszkilniak, Rzeszéw 2008, pp. 557-573

Sulima-Kaminski A., Historia Rzeczypospolitej wielu narodéw 1505-1795, Lublin 2000

Szydtowski T., “O zadaniach polskich historykéw sztuki,” Przeglad Wspétczesny
1923, 5(2), pp. 267-280

Thomine-Berrada A., Martin E-R., “Styles et nation en France autour de 1900. Le Moyen
4ge comme origine en architecture et en historiographie,” in: Nation, style, moder-
nism, eds. J. Purchla, W. Tegethoff, Cracow—Munich, pp. 37-54

Tomkowicz S., “Uwagi o potrzebach nauki polskiej w zakresie historii sztuki,” Nauka
Polska 1918, 1, pp. 433-438

Vybiral J., “What Is ‘Czech’ in Art in Bohemia? Alfred Woltmann and defensive mech-
anisms of Czech artistic historiography,” Kunstchronik 2006, 59(1), pp. 1-7

Walczak M., “Michat Walicki (1904-1966),” Rocznik Historii Sztuki2011, 36, pp. 127-
136

Walicki A., “Polskie ideologie narodowe w perspektywie typologiczno-poréwnawczej,”
in: idem, Nardd, nacjonalizm, patriotyzim, Krakéw 2009, pp. 421-522

Walicki M., “Malowidta $cienne kosciota $w. Tréjcy na Zamku w Lublinie (1418),”
Studia do Dziejéw Sztuki w Polsce 1930, 2

Walicki M., “Stilstufen der gotischen Tafelmalerei in Polen im XV, Jahrhundert. Ge-
schichtliche Grundlagen und formale Systematik,” Sprawozdania z posiedzen
Towarzystwa Naukowego Warszawskiego (Wydz. 2), 1933, 26(3/6), pp. 61-101

Walicki M., “Wschdd i Zachod w sztuce Rusi Czerwienskiej (Uwagi na marginesie
Wystawy Sztuki Ukrainskiej w Warszawie),” Pion. Tygodnik Literacko-Spoteczny
1934, 22(9), pp. 1-2

Walicki M., “Z badan nad problemem narodowosci i rozwojem indywidualizmu w pol-
skim malarstwie gotyckim,” Zycie Sztuki 1934, 1, pp. 67-100

Walicki M., La peinture d’autels et de retables en Pologne au temps des Jagellons.
Avec une introduction de Pierre Francastel, Paris 1937 (Bibliothéque de I'Institut
Frangais de Varsovie)

Walicki M., “Po wystawie polskiej sztuki gotyckiej w Instytucie Propagandy Sztuki
(Organizacja. Przeglad materiatu i uzupetnienie. Wyniki Naukowe. Rezonans spo-
teczny),” Nike 1938, 1, pp. 51-75

Walicki M. and Starzynski J., “Dzieje sztuki polskiej,” in: Historia sztuki: R. Hamann,
Drzieje sztuki od epoki starochrzescijanskiej do czaséw obecnych, trans. M. Wal-
lis, Warszawa 1934, pp. 909-1249

Walicki M. and Starzynski J., Dzieje sztuki polskiej, Warszawa 1936



90 Apam S. LABUDA

Wandycz P, “Wiek XX,” in: Historia Europy Srodkowo-Wschodniej, ed. J. Ktoczowski,
vol. 1, Lublin 2000, pp. 416-531

Wiedza o Polsce. Sztuka polska. Historia architektury, rzezby i malarstwa od czaséw
najdawniejszych az do chwili obecnej, eds. Ks. Sz. Dettloff, W. Husarski, W. Tatar-
kiewicz, M. Walicki, S. Zahorska, Warszawa [1932]

Wiodarczyk W, “Koncepcja sztuki narodowej Whadystawa Skoczylasa,” Zeszyty Na-
ukowe Akademii Sztuk Pieknych w Warszawie. Numer specjalny: Wiadystaw
Skoczylas. Sztuka — Szkota — Paristwo 1984, 10(4), pp. 7-20

Wiodarczyk W, “Niepodlegtos$¢ i nowoczesnosé,” in: Sztuka wszedzie. Akademia
Sztuk Pieknych w Warszawie 1904-1944 [Exhibition catalog], eds. J. Gola, M. Sit-
kowska, A. Szewczyk, Warszawa 2012, pp. 40-55

Worringer W., Formprobleme der Gotik, Miinchen 1911

Worringer W.,, Griechentum und Gotik. Vom Weltreich des Hellenismus, Miinchen
1928

Zadrozny T., “Polska sztuka dawna z perspektywy 1939 roku,” in: Wystawa nowojor-
ska 1939. Materiaty z sesji naukowej Instytutu Sztuki PAN, Warszawa, 23-24 [i-
stopada 2009 roku, ed. ].M. Sosnowska, Warszawa 2012, pp. 105-117

Zawistowska E., “Wtadystaw Skoczylas,” in: K. Nowakowska-Sito, Stowarzysze-
nie Artystéw Polskich Rytm 1922-1932 [Exhibition catalog], Warszawa 2001,
pp. 224-227

Illustration sources:

Il. 3 —according to M. Walicki i J. Starzynski, Dzieje sztuki polskiej, Warszawa 1936

Il. 5, 9 - according to M. Walicki, “Po wystawie polskiej sztuki gotyckiej w Instytucie
Propagandy Sztuki (Organizacja. Przeglad materiatu i uzupetnienie. Wyniki na-
ukowe. Rezonans spoteczny),” Nike 1938, 1, pp. 51-75, table 9a, 15b

Il. 6, 8 - according to H. Blum, “Tworczo$¢ Wiadystawa Skoczylasa (1883-1934),”
Nike 1938, 1, pp. 87-117,1ll. 7, 8

Reproductions: A. S. Labuda

Adam S. Labuda

Professor emeritus, Adam Mickiewicz University, Poznan

A HISTORY OF POLISH ART
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Summary

Writing an academic history of Polish art was an urgent task of art historians af-
ter World War I, when the country regained its political independence. An impor-
tant and creditable achievement in that respect was a study by Michat Walicki and
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Juliusz Starzynski, published in 1934 as a kind of supplement to the monumental
Geschichte der Kunst von der altchristlichen Zeit bis zur Gegenwart by the Mar-
burg historian Richard Hamann, translated at that time into Polish. In 1936, the
work of the Polish scholars was published again in the form of a separate book. The
paper focuses on three problems that were addressed in it: the cultural and artistic
ties of Poland to the West, the vernacular features of Polish art, and the presence of
the “Eastern art” in Polish artistic heritage. The author examines also the question
whether those issues were related to the political, social, and cultural reality of the
Second Polish Republic.

Keywords:
history of art history, overview of the history of Polish art, national art, transhistorical
status of a national artistic form, center and periphery
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ROMANIAN ART HISTORIOGRAPHY

IN THE INTERWAR PERIOD.

BETWEEN THE SEARCH FOR SCHOLARSHIP
AND COMMITMENT TO A CAUSE

In Romania, the interwar period was a period of great effervescence, of dra-
matic changes and of great development in social and economic terms. In the
wake of World War I, Romania emerged as a large nation-state incorporating
new territories such as Transylvania, Bessarabia and Bukovina. The period
saw the rise of the middle class, still relatively small, but which became an
important force in both the economic and political life of the country.! The
new ruling classes after the war experimented with new ideas in the economy,
in politics, in literature and the arts.> The emerging urban middle class needed
new institutions and the re-ordering of those that had been well established,
questioned and challenged old traditions.

The two decades between the two world wars were also a troubled time,
with democracy being challenged and far-right movements making their way
in politics and society. The Romanian state was permanently looking for the
best way to preserve the newly created national state and defend its frontiers.
This was the only matter all Romanian parties, apart from the Communist
party, seemed to agree on.? The threat of territorial revisionism coming from
Hungary, the Soviet Union and, to a lesser extent, Bulgaria, united all politi-
cal actors, the Liberals, the National Peasants and king Carol II, in defending
the Versailles peace treaty system and in supporting the League of Nations as
the guarantor of this peace and stability. The peace settlement reached at Ver-
sailles was far from perfect, as these territories came with substantial minori-
ties, which caused constant troubles with the above-mentioned neighbouring
states. Most Romanians believed that historical justice had been achieved

! K. Hitchins, A Concise History of Romania, Cambridge 2014, p. 159.
2 Ibidem.
3 Ibidem, p. 195.
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at last and that all the newly incorporated territories had been inhabited by
Romanians since time immemorial, therefore it was only natural that they
become part of the “Mother country.”

The Hungarians living in Romania as well as those in Hungary resented
the loss of Transylvania and the Banat and never missed a chance to stake
their claims to those lost territories, which had been part of their kingdom for
several centuries. In Hungary coordinated state propaganda was directing all
means available in order to push this cause. Historical arguments were very
important, and these were delivered continuously. The Hungarian voice was
heard in Western media, books were published and sent to libraries and deci-
sionmakers abroad, while at the League of Nations, their pleas were repeated
ceaselessly. Soviet Russia also desired territories lost at the end of the war, and
the Romanian Communist Party, founded in 1921, included in its program
the need to free the subjugated peoples in the country by breaking apart sever-
al territories. This was, in fact, the main argument the government offered for
outlawing the party soon after its creation.

In this context, historical arguments became political arguments used by
the Romanians in order to justify the new territorial gains and the Versailles
peace treaties system. Art history, part of the family of historical disciplines
came to play an important part in this.

The period between the two world wars was dominated by what Keith
Hitchins calls the Great Debate,* about national identity and development.
The opponents were those advocating synchronism with the West, on the one
hand, and those pleading for tradition, on the other, with many others look-
ing for a third way. This debate between Europeanist and the traditionalist
was reflected in the way politics and economic policies were conducted, in
the shaping of institutions and life in general. This debate had been going on
in Romanian society since the second half of the 19% century. In the interwar
period, two important figures, Eugen Lovinescu and Stefan Zeletin, shaped
the thinking of the Europeanists. Lovinescu advocated “synchronism,” the
modernisation of the country by adopting the West’s institutions, ethics and
methods, while Zeletin had a more materialist view seeing Romania bond-
ed inextricably to western capitalism. The traditionalists, on the other hand,
looked for models in the country’s past and traditions, real or imagined, as
they stood against the import of western institutions and forms. It is ironical
that their ideas were, in fact, an import coming from the west at the turn of
the century. Nichifor Crainic emphasized Orthodoxy and its importance for
generating a national revival. Lucian Blaga and his colleagues at the Gdndirea

4 Tbidem, p. 160 sqq.
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review looked beyond Orthodoxy, although acknowledging its importance,
searching for the popular psyche as revealed in folklore and mythology, orien-
tal religions, but also in contemporary philosophy and sociological thinking
in Western Europe.®

Nevertheless, it is difficult to draw a line dividing these currents of
thought. In literature and mostly in poetry, the blending of all these directions
is striking and telling. Such poets like Tudor Arghezi, Lucian Blaga, and Ion
Pillat, although achieving synchronism and becoming international to a great
extent, drew inspiration from tradition.

In Romanian interwar culture, the country’s modernity was emphasised
in order to place the country in the large family of European nations. An op-
posing and, at the same time, complementary line of thought was that of pre-
senting the long and noble Romanian history, tradition and ancestral roots.
Romania, like many of the other young countries of the region, felt it did not
truly belong to the European family and felt its very existence threatened. The
need to demonstrate this belonging emphasised the effort to reconstruct or
reinvent a long, remarkable and continuous history for the more distant past,
and, at the same time, to present a modern, civilised and European society
when discussing about the more recent times.

These two themes have been present in Romanian culture since the mid-
19t century. They were used by various authors, sometimes in a complemen-
tary fashion, while at others, in a conflicting manner in literature, historical
writing or political discourse. This process did not end with the creation of
Greater Romania after the conclusion of World War I. New threats, men-
tioned above, maintained the need to continue this discourse.

All these ideas and evolutions in recent history are reflected in Roma-
nian historiography, and art historical writing is part of this process. In Ro-
manian culture, art historical writing did not exist as such until the end of
the 19 century. It was only in the first years of the next century that the
number of scholarly works produced in line with western standards steadi-
ly increased. As part of a general tendency of aligning Romanian academic
practices with those in the west, at that time art historiography established
itself as a respectable academic discipline, a process which went hand in
hand with the establishment of new institutions such as museums, univer-
sity departments (art history seminars), research institutions and the Com-
mission for historical monuments. All of these institutions were founded
and financed by the Romanian state, which made the scholars working
there civil servants employed by the state, meaning that whether they liked

5 Ibidem, p. 162.
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it or not, these specialists were bound to the state and its policies, as were
many of their colleagues throughout Europe.® It is not easy to prove that
there was any direct pressure, since these institutions were academic bod-
ies and their purpose was to encourage a scholarly and impartial approach
in the service of historical truth. There are, nevertheless, numerous indica-
tions that in some cases we are dealing with art historians with an agenda,
fighting for a cause, while, in others, the general ideas debated in Romanian
society made their way into scholars’ writings. In several texts (ranging from
press articles to popularisation brochures intended for the general public or
even scholarly texts), the most prominent art historians of the day strongly
affirm the necessity of serving the national cause through their writings. In
this paper, we will be looking at the general histories written between the
two world wars dealing with Romanian art as a whole or of different geo-
graphical areas. The choice of these texts is motivated by the fact that these
works are the result of larger research projects and have a broader scope and
as such better summarise the trends of the interwar period. From the cultur-
al point of view, the interwar period continued through World War IT and the
few years after its end, until the communist regime was installed. Therefore,
several texts written in the war years are included here.

*

The most numerous and consistent investigations carried out between
the two world wars were those about Romanian old art, which refers to the
time of the first documented monuments in Wallachia and Moldavia until the
beginning of the early 1800s. Starting with the middle of the 19% century, the
first writings were mostly literary references to monuments and were made in
the spirit of romanticism and national awakening that characterised that pe-
riod. A momentous change was brought about by the creation of the Commis-
sion for historic monuments on November 17 1892. Its declared purpose,
apart from creating an inventory of monuments in order to protect them, was
that of elaborating studies that would lead to a better understanding of medi-
eval art in Romania.” The initial efforts were oriented towards architecture,
because old buildings seemed to be the most threatened by neglect or by ar-
bitrary restoration and remodelling. Soon the investigation of other domains

6 See: J. Bakos, “From Universalism to Nationalism. Transformation of Vienna School
Ideas in Central Europe,” in: Die Kunsthistoriographien in Ostmitteleuropa und der natio-
nale Diskurs, eds. R. Born, A. Janatkov4, A. S. Labuda, Berlin 2004.

7 1. Opris, Ocrotirea patrimoniului cultural. Traditii. Destin. Valoare, Bucuresti 1986,
pp. 104-105.
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followed, such as painting, sculpture or decorative arts. In a relatively short
time, these efforts paid off and a general picture of old Romanian art began to
take shape, a larger puzzle made up of smaller fragments, such as descriptions
of monuments, notes or on-site observations. In 1908 the Commission began
issuing its own publication, the Commission for Historic Monuments’ Bul-
letin (Buletinul Comisiunii Monumentelor Istorice), which was initially in-
tended as a platform for publishing brief or more extensive texts about various
monuments, but it soon became a periodical dedicated to old Romanian art in
general. This publication was meant “to contribute to the progress of histori-
cal, architectural and artistic studies, with a special focus on the monuments
of our history, and to remain, for those to come, an archive of faithful icons,
under all respects, of the present state of our ancient monuments.”® Before the
war, several field investigations were carried out that were meant to shed new
light on the origins of Romanian art and architecture. This research was con-
ducted in Romania, but also in Constantinople, Mount Athos, Mesembria
and Serbia, such as those studies carried out by Gheorghe Bals and Nicolae
Ghika-Budesti.” After the war, regional issues were printed by the Commis-
sion’s branches in Cluj and Chisinau.

During World War I, the Bulletin ceased to be issued, but after the conclu-
sion of the conflict it was published again, with a voluminous special edition
(for the years 1917-1923), its content being indicative of the broader scope
the publication assumed after the war and the type of texts it planned to in-
clude from then on. This special issue hosted a number of fundamental texts,
such as those detailing the excavations and restoration works in the princely
church of St. Nicholas in Curtea de Arges, carried out by a large team, among
whose members it is worth mentioning Virgil Draghiceanu,® Dimitrie On-
ciul,'! Nicolae Ghika-Budesti'? and I. Mihail.'® Over the following years, the

8 *** “Cuvinte Incepdtoare,” Buletinul Comisiunii Monumentelor Istorice 1908, 1, p. 5.

® Gh. Bals, O vizitd la cdteva biserici din Serbia, Bucuresti 1911; N. Ghika-Budesti,
Gh. Bals, “Ruinele bizantine din Mesembria,” Buletinul Comisiunii Monumentelor Is-
torice 1912, 5, pp. 1-22; Gh. Bals, “Notitd despre arhitectura Sfantului Munte,” Buletinul
Comisiunii Monumentelor Istorice 1913, 6, pp. 1-49.

10 See: V. Drighiceanu, “Curtea domneascd din Curtea de Arges. Note istorice si arheo-
logice,” Buletinul Comisiunii Monumentelor Istorice 1917-1923, 10-16, pp. 9-23.

I See: D. Onciul, “Anul mortii lui Negru Voda,” Buletinul Comisiunii Monumentelor
Istorice 1917-1923, 10-16, pp. 25-28.

12 See: N. Ghika-Budesti, “Arhitectura Bisericii domnesti. Origini si influente,” Buleti-
nul Comisiunii Monumentelor Istorice 1917-1923, 10-16.

13 See: I. Mihail: Pictura bisericii Domnesti din Curtea-de-Arges, Buletinul Comisiu-
nii Monumentelor Istorice 1917-1923, 10-16.
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Bulletin hosted several vast monographs about the evolution of architecture
in Moldavia and Wallachia written by Gheorghe Bals!* and Nicolae Ghi-
ka-Budesti'®, respectively.

It was not just the Bulletin that contained significant studies. Various
publishing houses printed books that represented the remarkable work of im-
portant authors, such as the one written by Petre Constantinescu-Iasi on the
evolution of architecture in Moldovia'® and the one about the Originality of
the open Porch in Romanian Architecture,” those signed by I.D. Stefanescu
about the Moldavian painting'® or Nicolae Iorga’s about the minor arts in Ro-
mania.'” Nicolae Iorga and Gheorghe Bals published together a history of old
Romanian art,> which represents the first attempt at a general and compre-
hensive view of the subject.

The works published during this period explicitly expressed that their
goal was that of understanding and spreading knowledge about monuments
and objects of old Romanian art and its historical evolution. However, a clos-
er look at these texts can reveal more intimate thoughts, opinions and value
judgements formulated by those who wrote them, illustrating the beliefs and
aspirations of a generation and of an era.

For instance, the works of Gheorghe Bals and Nicolae Ghika-Budesti
about the architecture in Moldavia and Wallachia, respectively, are mono-

14 See: G. Bals, “Bisericile lui Stefan cel Mare,” Buletinul Comisiunii Monumentelor
Istorice 1925, 18(43-46); idem, “Bisericile si mandstirile moldovenesti din veacul al XVI-
lea (1527-1582),” Buletinul Comisiunii Monumentelor Istorice 1928, 21.

15 See: N. Ghika-Budesti, “Evolutia arhitecturii in Muntenia,” Buletinul Comisiunii
Monumentelor Istorice 1927, 20(53-54); idem, “Evolutia arhitecturii in Muntenia si Olte-
nia. II. Vechiul stil roménesc din veacul al XVI-lea. De la Neagoe Basarab pani la sfarsitul
veacului,” Buletinul Comisiunii Monumentelor Istorice 1930, 23; idem, “Evolutia arhitec-
turii in Muntenia si Oltenia. III. Veacul al XVII-lea. Epoca de tranzitie: Domnia lui Matei
Basarab,” Buletinul Comisiunii Monumentelor Istorice 1932, 25(71-74); idem, “Evolutia
arhitecturii in Muntenia si Oltenia. IV. Noul stil romanesc din veacul al XVIII-lea,” Buleti-
nul Comisiunii Monumentelor Istorice 1936, 29(87-90).

16 See: P Constantinescu-lasi, Evolutia stilului moldovinesc, lasi 1927.

17 See: P Constantinescu-lasi, Originalitatea pridvorului deschis in arhitectura ro-
mdneascd, Iasi 1927.

18 See: I. D. Stefinescu, L'évolution de la peinture religieuse en Bucovine et en Molda-
vie depuis les origines jusqu’au XIX® siécle, Paris 1928; idem, L’évolution de la peinture
religieuse en Bucovine et en Moldavie depuis les origines jusqu’au XIX¢ siécle. Nouvelles
recherches. Etude iconographique, Paris 1929.

19 See: N. Iorga, Les arts mineurs en Roumanie, Bucarest 1934, 1, 1936, 2.

20 See: N. Torga, G. Bals, Histoire de I'art Roumain anciénne. L'art roumain du XIV au
XIX¢ siécle: description et documentation historique, Paris 1922.
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graphs about the evolution of architecture in the two countries and are based
primarily on the review of all monuments found there or, at least, of the
most important ones. Gheorghe Bals (1868-1934), engineer and art histori-
an, member of the Romanian Academy, published two very important works
in the Commission’s Bulletin. The first is about the Churches of Stephen
the Great (i.e. Stephen III of Moldavia), while the second presents Moldavian
Churches and Monasteries in the 16" Century being a continuation of the
first. The two texts review all the known monuments from this timespan,
the author’s choice of that particular period was motivated by his belief that
it was in these two stages that Moldavian art shaped its particular character,
separating itself from the other territories which followed the Byzantine tra-
dition. Although focused on architecture, the two texts also integrate other
forms of art that were directly subordinated by architecture, such as painting
and decoration.

The Evolution of Architecture in Wallachia (Evolutia arhitecturii in
Muntenia) was investigated by Nicolae Ghika-Budesti (1869-1943), archi-
tect, honorary member of the Romanian Academy, and member of the Com-
mission for Historical Monuments, specialist in Wallachia’s architecture and
the author of numerous studies. This work, also published in the Commis-
sion’s Bulletin, is a significant achievement. It reviews the most important
churches in Wallachia and Oltenia, from the oldest monuments until the be-
ginning of the 19 century, focusing strictly on architecture. It is to a lesser ex-
tent a historical study, being mostly an investigation aimed at identifying the
main church types and their stylistic evolution. This research is concentrated
almost exclusively on the study of architectural forms, while written sources
are left aside and, when used, it is only indirectly, for chronological purposes.
In fact, the separation into successive periods is made based on formal aspects
of the monuments although, at times, the country’s political history is over-
lapped.

This brief presentation of the works of the two authors shows that their
final purpose was that of depicting the evolution of architecture in the two
countries. This evolution is seen as cyclical with an initial period of birth,
followed by a time when forms crystallised, then flourished and, in the end,
a time of decay. The central point of these writings is, in fact, to outline the
ways in which a local style was shaped in these two countries, by analysing
the influences received and assimilated.

The two authors identified two types of influences: those coming from
the West and those from the Byzantine world. The authors believed these
influences had superimposed a more ancient, local background, which dis-
appeared, but none of the authors offered any proof for their hypothesis. Ul-
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timately, what Gheorghe Bals and Nicolae Ghika-Budesti wanted to demon-
strate was that the architecture of Moldavia and Wallachia were born from the
confluence of forms coming from both the east and the west, but later freed
themselves from these influences coming from afar and, thus, two local origi-
nal styles were created.?! Eventually, these local styles died out, because of the
pervasiveness of contemporary western styles at the end of the 18% century
and the beginning of the next.

To a certain extent, similar conclusions were formulated by the art histori-
an Ion D. Stefdnescu (1886-1981) in his two-volume study about old painting
in Moldavia and Bukovina from the earliest examples until the 19* century,
when traditional painting was pushed aside by western styles. In his works, he
did not focus only on mural paintings, as most authors had, but also looked
at illuminated manuscripts and works of decorative arts, because he believed
that within an ecclesiastic complex, all works of art were created under the
supervision of a single person who conducted the construction work, and who
also had in mind the decoration of the compound, and cared for its endow-
ment with all the necessary inventory.

Together, the two volumes constitute a comprehensive monograph. The
author hoped to give a complete picture of the pictorial patrimony in Mol-
davia and Bukovina and, at the same time, to decipher the ways in which
painting evolved in these areas. The author pointed out that the greatest
problem he faced was that of elaborating a chronology, since the object of his
research was to study the evolution of painting. This is another reason for
including minor arts in his investigation, because these could offer more
clues for dating different murals. Stefinescu’s methodology brings him near
French positivism and the Viennese school of art history. In fact, the only for-
eign authors mentioned by Stefdnescu in the text’s introduction are Charles
Diehl, Henri Focillon and Josef Strzygowski. The structure of this study is
very telling, since it is very similar to the work about Romanian wooden ar-
chitecture by Coriolan Petranu?? and the one published by Virgil Vatisianu
about Romanian stone churches from Hunedoara County.?* Both these stu-
dents of the Viennese school explicitly mention that their works were made
following Strzygowski’s method.?* The structure is rather rigid and repeti-

21 N. Ghika-Budesti, “Evolutia arhitecturii in Muntenia,” Buletinul Comisiunii Monu-
mentelor Istorice 1927, 20(53-54), p. 8 (124).

2 See: C. Petranu, Bisericile de lemn din judetul Arad, Sibiu 1927; idem, Monumente-
le istorice ale judetului Bihor. I. Bisericile de lemn, Sibiu 1931.

2 See: V. Vitdsianu, Vechile biserici de piatrd din judetul Hunedoara, Cluj 1930.

2 Thidem, p. VI; C. Petranu, “Invatimantul istoriei artelor la universitatea din Cluj,”
Vieata noud 1924, p. 37.
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tions are unavoidable, as each work of art is analysed from a different point of
view, following an interpretative scheme made of three parts.?®

Ion D. Stefdnescu’s conclusions are not very different from those formu-
lated by Gheorghe Bals and Nicolae Ghika-Budesti, depicting an original
Moldavian art that developed separately and in parallel with that of its neigh-
bours, born out of foreign influences from afar, which matured and crystal-
lised by shedding them, and disappearing by giving way to new western styles.
In his research, Stefinescu began by formulating the hypothesis that the art
of Moldavia and Bukovina, which flourished between the 14% and the 17®
centuries, is original and not influenced by its neighbours. The way in which
he conducted the investigation makes it seem as though Stefanescu was inter-
ested in demonstrating this hypothesis and not necessarily in confronting it,
and this transforms it, inevitably, into a thesis.

By doing so, he is not different from other Romanian art historians who
were active between the two world wars, such as George Oprescu, Coriolan
Petranu, Nicolae Iorga or Virgil Vitiasianu.?¢ All of these scholars were also
professors in various universities in Romania, as was Ion D. Stefinescu him-
self, who, after studying in France, was invited to teach in Greece, France and
Belgium, and after returning to Romania was employed as a professor at the
universities of Iasi, Cernauti and Bucharest. Some of the above-mentioned
authors explicitly affirmed that their aim was that of demonstrating the origi-
nality of Romanian art and placing it apart from that of other national arts of
Europe. In this respect, Ion D. Stefanescu circumscribes himself in the para-
digm of Romanian culture, in general, and of art historiography, in particular.
Defining national specificity was an important part of Romanian culture, and
Romanians acutely felt the need to become a strong and respected nation,
a peer of the others in Europe. Many hoped that through such scholarly ap-

25 This scheme is based on the one described in J. Strzygowski, Kunde, Wesen, Ent-
wicklung, Wien 1922. Petranu names the three parts a)“cunostinta”(knowledge/Kunde),
which is the stage of gathering and the critique of sources, b) “esenta” (essence/Wesen) and
“dezvoltarea artistici” (artistic development/Entwicklung) in C. Petranu, “Invatimantul is-
toriei artelor la universitatea din Cluj,” Vieata noud 1924, pp. 35-37. Vitisianu names the
three parts corresponding to the same concepts appropriated from Strzygowski: (a) “monu-
mentele” (the monuments), (b) “fiinta (valorile tehnice si artistice)” (the existence or being
(technical and artistic values)) and (c) “evolutia” (the evolution) in V. Vitisianu, Vechile
biserici de piatrd din judetul Hunedoara, Cluj 1930, p. VI.

26 V. Toca, Art Historical Discourse in Romania, Budapest 2011, pp. 103-109; 43-54;
18-20; idem, “Old Romanian Art in Virgil Vitisianu’s Works Between the Two World
Wars and His Choice of Method,” Studia Universitatis Babes-Bolyai, Series Historia Artium
2012, 57(57/1), pp. 113-124.
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proaches, which aimed at being objective they could attain this status and,
at the same time, put a halt to those unfriendly claims coming from abroad.
Ion D. Stefanescu seemed to be less interested in this last aspect. For sure,
he wanted to elaborate a scholarly and correct work, despite demonstrating
the thesis of Moldavian art’s originality. At the same time, he wrote in the
introduction to his work that he believed it was necessary to disseminate
knowledge about old Moldavian art, both abroad and at home, specifically
addressing the younger generation. However, despite this, Ion D. Stefinescu
did not elaborate conclusions based on his research, although his good faith
can be grasped when taking a closer look at this final part of the text. It has
been mentioned above that the author stressed Moldavian art’s originality
with respect to that of its orthodox neighbours from near or far, and its lin-
eage from the Byzantine tradition. This means all neighbours, and this can be
surprising, since this includes Wallachia. This detail is important because it
is different from what many authors tried to demonstrate in the interwar pe-
riod, that is, the unity of Romanian art throughout all the national territories.
This conclusion is the result of research and observations and was assumed
by the author, despite its political liability. What is quite different is the way
in which the author reaches another conclusion. Stating that there is a strong
relation between the old religious art of Moldavia and the later peasant art of
the region. He did not support this assertion by any evidence and there is no
demonstration throughout the text to sustain such an affirmation, rather it
is the author’s own opinion of the matter. It is striking to see how this thesis
is placed in Ion D. Stefanescu’s text with such a lack of demonstration. This
idea was also discussed by Nicolae Iorga, Gheorghe Bals and Nicolae Ghi-
ka-Budesti, with the same blatant lack of arguments. It is true that Stefdnescu
mentioned that further research must be done into this topic, but the way in
which he presented the whole matter makes it look rather like a proven fact
and not a hypothesis.

In 1922 Nicolae Iorga and Gheorghe Bals published the first work that was
meant to offer a broad overview of Romanian old art in general and did so in
French, in in a large format book, on glossy paper. The purpose of this writing
printed in exquisite graphic conditions was, as is announced in the foreword,
that of presenting Romanian art to the world, that is, the West. Even though
the title is Histoire de I'art Roumaine ancién and although it was published
after the war, it does not include Transylvania. There is no mention of the rea-
son for this omission in the text, but it can be assumed that this is due to the
lack of information on the subject at the time for scholars coming from the
old kingdom of Romania, and also to the fact that the text was mostly written
before the war, when Transylvania was not part of the Romanian kingdom.
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As a matter of fact, information about this territory was included only at a lat-
er stage and only gradually. This was one of the reasons why Transylvanian
art historians felt it was their duty to write almost exclusively about the art of
their native land.

The part written by Gheorghe Bals is an extended abstract of his stud-
ies published in the Commission’s Bulletin and it strictly presents the art of
Moldavia. The one written by Nicolae Iorga, placed at the volume’s begin-
ning, discusses both Wallachia and Moldavia and is, as the subtitle suggests,
a description of monuments and their historical presentation. In the fore-
word, Torga warns that his part of the text is mostly a historical presentation
of Romanian art. To a great extent his part of the book reflects the author’s
ideas about Romanian history through monuments, from the beginning of
the 14 century onwards, this being the moment the two Romanian princi-
palities were founded. This is not surprising, since Nicolae Iorga (1871-1940)
was first and foremost a historian, one of the most influential and prolific
of the first half of the 20® century. He was a professor at the University of
Bucharest, member of the Romanian Academy, director of the Commission
for Historical Monuments, and an active politician serving as minister and
prime minister.

The main idea, which constitutes the backbone of Iorga’s text, is that Ro-
manian art originated in the art of the rural communities and was later taken
over by princes and the aristocracy.?” Torga also shared the view that Roma-
nian medieval art was the melting pot of influences coming from both the
east and the west, but he believed that these forms superposed a much older
heritage, coming from time immemorial, passed on from the ancient Thra-
cians. It is from this layering of influences that a truly national art was born.
Torga believed that peasants’ art was taken over by the upper layers of society.
In a famous example, he explained how the princely court at Curtea de Ar-
ges was built like a peasant’s house with an open gallery resembling a wooden
porch and rooms running along it, because it was his belief that, at that mo-
ment in history, the prince was merely a peasant of a higher status. This theory
was dismantled only a few years later by Nicolae Ghika-Budesti, who demon-
strated that these houses were built by western masons following the laws
of Romanesque and early Gothic architecture.?® Torga also wanted to demon-
strate that the exonarthex in Moldavian churches in the time of Stephen III
were also borrowed from vernacular architecture. The same structure and the
same ideas can be found in another of Iorga’s works about old Romanian art,

27 lorga, Bals, Histoire de I'art..., p. 9.
28 Ghika-Budesti, “Evolutia arhitecturii... I,” p. 29.
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the one about what he calls minor arts.? In this small book, as in the one
mentioned before, the author follows a chronology that does not reflect the
evolution of art, but that of political history, with which the historian was
more familiar. Without offering any solid evidence, he pointed to the contri-
bution of local artists of humble origin in the development of the art of icons,
which, in his opinion, in the 18® century becomes a national art. He believed
that Byzantine models had been adopted by local ecclesiastic workshops, but
also by peasant craftsmen, who made icon painting part of their culture. This
last idea, although hazily expressed, can be found in I.D. Stefanescu’s work.*

Petre Constantinescu-Iasi (1892-1977) also discussed the Evolution of the
Moldavian Style  Evolutia stilului moldovinesc), pointing out that the medieval
principality had its own original architecture.?! The author planned this to be
a comprehensive study; since he believed that until that moment a substantial
number of works had been written on the subject. The book is based on these
last, but also on the scholar’s own research. He believed that the official Mol-
davian medieval art was religious and that churches were its most significant
achievements and asserted that until its demise at the beginning of the 19t cen-
tury; it had undergone continuous evolution. It is an important study, because
it systematised the works published in the last several decades. Petre Constan-
tinescu-Iasi’s personal contribution is that of following the evolution of ar-
chitecture in accordance with changes in the structure of porches. These last
also constituted the subject of a large study about the originality of Moldavian
church porches (Originalitatea pridvorului deschis in arhitectura romdneascd)
in which he aimed to demonstrate that a particular form of architecture devel-
oped in this area, as well as of other works where he compared the Moldavian
art to that of the Byzantine world and to that of neighbouring Wallachia.3?

It is worth noting Petre Constantinescu-lasi’s interest in demonstrating
the originality of Moldavian art, while stressing its close relationship with the
art of its north-eastern orthodox neighbours, and it is a fair guess that it is, to
a great extent, politically motivated.3? He was a founding member, later a very
active one, of the Romanian Communist Party, an organisation which lobbied
during the interwar period for the disintegration of Romania in order to free

2 A.-M. Musicescu, “Nicolae Iorga si studiul artelor in Romania,” Studii si cercetdri
de istoria artei. Seria arta plasticd 1966, 13(1), pp. 16-17.

3 1. D Stefdnescu, L'évolution de la peinture religieuse en Bucovine et en Moldavie
depuis les origines jusqu’au XIX¢ siécle, Paris 1928, pp. 303-304.

31 See: P Constantinescu-Iasi, Evolutia stilului moldovinesc, lasi 1927.

3 See: P Constantinescu-Iasi, Originalitatea pridvorului deschis in arhitectura romd-
neascd, lasi: Viata romineascd, 1927.

33 Toca, Art Historical Discourse..., pp. 28-29.
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the oppressed minorities.?* Another interesting observation to be made is that
almost none of the major authors of the period quote him, although his works
were published in 1927, and they quote other works from that year.

*

In Transylvania, art historical writings by Romanians had a marginal
character until after World War I. In the interwar period, the most significant
contributions in the field of old Romanian art were those authored by Corio-
lan Petranu and Virgil Vitdsianu.

Coriolan Petranu (1893-1945) has a special place in Romanian art histo-
riography in between the two world wars, because his writings were dedicated
almost exclusively to the art of Transylvania, and most of all to that of the Ro-
manians there. He believed their art represented a complex whole made up of
high art and peasants’ art.?® He was among the first Romanian scholars to study
art history at a western university, and he was the first professor of art history at
the newly founded Romanian university in Cluj. His apprenticeship in Vienna
under Josef Strzygowski marked his methodological approaches. Petranu was
an art historian with an agenda, who dedicated his entire activity to the study of
Transylvanian art and to the spread of the results of his research, both at home
and abroad.

He often polemicized with art historians from other countries, especially
from Hungary on various aspects of Transylvanian art, often in heated writ-
ten debates which sometimes went beyond what was acceptable for academic
discourse. In his view, the objectives of a Romanian art historian in Transyl-
vania should be to study its art, elaborating inventories of the monuments
and works of art there, and then writing monographs about them, and all of
this done with the final purpose of writing comprehensive texts about the art
and architecture of the region based on those monographs.3°

Petranu based his methodology on those described by Hans Tietze and
Josef Strzygowski, in line with the philological-historical methods of positiv-
ism, based on documents. According to these authors, in the case of art histo-

3 D. C. Giurescu, Ce a fost Partidul Comunist Romdn, “Clipa,” available online:
<http://www.revistaclipa.com/2583/2009/12/repere-academice/ce-a-fost-partidul-comu-
nist-roman> [accessed: 15 May 2013].

35 C. Petranu, “L’art Roumain de Transylvanie,” La Transylvanie 1938, p. 5; idem, “Die
alte kirchliche Kunst der Ruminen,” in: idem, Ars Transsilvaniae, Etudes d’histoire de I'art
transilvain. Studien zur Kunstgeschichte Siebenbiirgens, Sibiu 1944, p. 144.

36 C. Petranu, “Rolul istoricului de artd roman in Transilvania,” Cronica Numismaticd
siarheologicd 1923, 4, p. 11.
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ry, the most important document is the work of art itself, therefore the visual,
formal and structural aspects, played the most important part in any investi-
gation. He also appropriated Alois Riegl’s concept of Kunstwollen, which was
responsible for setting in motion the mechanism of creation, determined by
conditions of environment, race and society. Coriolan Petranu’s work strong-
ly reflects the ideas of the Viennese school of art history, which he used in
order to elaborate a history of Romanian art in Transylvania. By doing so he
hoped to be as objective and scholarly as possible. The use of a methodology
borrowed from the West represented, in his view, the guarantee for producing
writings that would be correct and objective, which for him constituted the
supreme goal.’’

Many of Petranu’s important works were included in Ars Transsilvani-
ae,®® a collection of works about Transylvanian art, not just of the Roma-
nians, but also that of Hungarians and Saxons. Despite this, he did not see
the art of this area as a whole, but as several national arts existing apart from
one another in one territory. Although he referred to the art of the major eth-
nic groups of Transylvania, his main interest was the art of the Romanians
in this area, which he believed was a unified entity made of two parts: high
art and peasants’ art. In the other important book of his, Romanian art in
Transylvania (Arta romdneascd din Transilvania), Coriolan Petranu wrote in
the conclusion that the art of the Romanians in the region had the follow-
ing characteristics: “1. oppressed character. 2. pendulating between the east
and the west. 3. its popular [peasant| character. 4. artistic qualities.”* These
four points sum up the Transylvanian scholar’s thesis regarding Romanian
art, in general, and that of Transylvania, in particular. All these express the
great importance Petranu attached to the art of the Romanians in the prov-
ince, and also to the role it played in Europe and in the Balkans. He believed
that in Transylvanian art, Romanians played a major role in shaping the art
of the peasants, their art influencing also that of other nations, while the Ger-
man Saxons played a leading role in shaping high art, whereas Hungarians,
he believed, played only a minor part in both. This expresses his belief that
Romanians had a superior civilisation, which although not producing high
art, produced a valuable peasant art that was equal to that of any other nation
in Europe. He was also a Germanophile throughout his life and always had

37 C. Petranu, “Invitimantul istoriei artelor la universitatea din Cluj,” Vieata noud
1924, p. 37.

38 See C. Petranu, “Ars Transsilvaniae. Etudes d’histoire de I'art transilvain. Studien zur
Kunstgeschichte Siebenbiirgens,” Sibiu 1944,

3 #1. caracterul de oprimare. 2. oscilarea intre est si vest. 3. caracterul popular 4. ca-
litdtile artistice,” in: C. Petranu, Arta romdneascd din Transilvania, Sibiu 1943, p. 25.
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a favourable opinion about German achievements. As for Hungarians, he al-
ways saw them as the arch-enemy, and time and again stressed the dangers of
Hungarian revisionism, while he tried to demonstrate that they were a people
which did not have any contributions to European culture, since they had set-
tled late in the region and all that they did was to borrow from others. He often
pointed out that they were influenced by the Germans in the high art and by
Romanians in their folk art.*°

Therefore, he concentrated much of his research on investigating the art
of Romanians in Transylvania, and most of all, on the study of wooden ar-
chitecture, which he believed constituted their major contribution. His most
important published research was about the wooden churches in Arad*! and
Bihor*? counties, which are some of the first serious contributions by a Roma-
nian scholar to the research of the art of Romanians in Transylvania. Petra-
nu’s effort of recording all the wooden monuments in the two counties is im-
portant in itself, because it documented a great number of monuments, many
of which have since disappeared. The two books represent a scholarly work,
as opposed to Ars Transsilvaniae and the aforementioned booklet about the
art of Romanians in Transylvania. These last are filled with value judgements
and personal opinions, as are many other texts meant for the general public or
for a foreign audience, while in the two books about wooden architecture, he
mostly refrained from any unscholarly comment.

Virgil Vatasianu (1902-1993) joined Petranu in his efforts to investigate
Romanian art in Transylvania. He also studied in Vienna with Josef Strzy-
gowski and received a doctoral degree there; he served three mandates as
secretary of Accademia di Romania in Rome between 1930 and 1946. The
most important book he published between the two world wars was about the
stone churches of Hunedoara county (Vechile biserici de piatrd romdnesti din
judetul Hunedoara),* which represents an extended version of his doctoral
thesis. It was the result of field research he had conducted in the area and it
represents a fundamental study of a subject poorly investigated at the time.
The research method used in this book is based on that of Josef Strzygowski
—who supervised his doctoral thesis -, just like Petranu’s scholarly works. In
this book, Vitasianu aimed to demonstrate that the church architecture of
the Romanians in Hunedoara County was mostly based on the old autoch-

40 Tbidem, pp. 25-27.

4 See: C. Petranu, Bisericile de lemn din judetul Arad, Sibiu 1927.

# See: C. Petranu, Monumentele istorice ale judetului Bihor, 1: Bisericile de lemn,
Sibiu 1931.

43 See: V. Vitdsianu, “Vechile biserici de piatrd din judetul Hunedoara,” Anuarul Comi-
siunii monumentelor istorice. Sectiunea pentru Transilvania 1929.
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thonous wooden architecture of north-eastern Europe, while influences com-
ing from afar, from the west, were added. He believed that the stone churches
in the region were based on wooden models which were typical of this area
where East and West converge. This idea of the precedence of wooden archi-
tecture was appropriated from his professor in Vienna, who believed in the ex-
istence of a northern world separate from that of the Mediterranean. Vatasia-
nu also demonstrated that masonry and mortar showed influences coming
from this latter area, that is, the south of the continent.

Vitdsianu tried to demonstrate this idea in several lesser known and often
overlooked texts: three about the wooden and stone architecture in Moldavia**
and one about the Romanian liturgical textiles in the Byzantine tradition.*® In
the first two studies, he discussed the relation existing between wooden and
stone churches in Moldavia, aiming to demonstrate the same idea of the pre-
cedence of the former, and how early stone architecture is derived from much
older wooden constructions. It must be noted that the reason why Vatdsianu
looked at this subject outside of Transylvania, in other territories inhabited
by Romanians, was to show the unity existing between all the provinces of
the contemporary Romanian state, in spite of the natural differences among
its regions.

Both Petranu and Vatisianu appropriated and applied Strzygowski'’s ideas
—who had been a professor for both - to the situation in Transylvania. They
both investigated areas that had been largely ignored and wished to conduct
research into the culture of their own people that would lead to it being better
understood, both at home and abroad. Influenced by their professor in Vien-
na, the two scholars included the architecture of the Romanians in a larger
area, namely that of Northern European wooden architecture, which they be-
lieved had no connection with the Mediterranean world, although the two
Transylvanian scholars admitted influences coming from the south and east
by way of Byzantium or the Slavic peoples. In their writings from this peri-
od, Strzygowski seems to be their supreme authority and his ideas were rare-
ly questioned. They adopted his work methodology, saying it was the most
complex, advanced and the only one which was worth using in the field of
art history. This was because they believed it allowed a multifaceted inves-
tigation of the work of art. In reality, Petranu and Vitasianu opted for this

# See V. Vitdsianu, “Pentru originea arhitecturii moldovenesti,” Junimea Literard
1927, 16; idem, “Boltile moldovenesti, originea si evolutia lor istoricd,” Anuarul Institutu-
lui de Istorie Nationald 1929, 5; idem, “Contributie la cunoasterea bisericilor de lemn din
Moldova,” in: Inchinare lui N. Iorga cu prilejul implinirii virstei de 60 de ani, Cluj 1931.

4 See V. Vitisianu, L'arte bizantina in Romania. I ricami liturgici, Roma 1945.



Romanian Art Historiography in the Interwar Period 109

method, because it allowed them to conduct research based on a monument
or a work of art, focused on the study of forms, and less on written sources.
This ultimately led to a very subjective, speculative discourse, in line with the
one practised by their Viennese master. They also developed the structure of
their texts using the framework elaborated by Strzygowski based on the three
points of view of a work of art:*® Kunde, Wesen, and Entwicklung.*’” By using
the Viennese scholar’s methodology, they also appropriated his axioms.*®

In the interwar period, the two Transylvanian art historians concentrat-
ed their research on Romanian art history in their native land, without, as
Vitasianu later did, taking interest in the artistic production of the other
nations living there. Although they did write every now and then about art
in the modern period or about that of their time, their main interest was al-
ways the study of old Romanian art, mainly religious architecture. The two
scholars strongly believed that it was their duty to study the art of Romanians
from Transylvania, a subject previously overlooked, in a time when concert-
ed attacks were staged against the newly enlarged Romanian state and when
many questioned the equitableness of the territorial changes which followed
the war.

They chose this path and appropriated Strzygowski’s axioms, because
it best served their purposes. They hoped to clearly demonstrate the strong
bonds that had existed between all the Romanian national territories through-
out the centuries, since time immemorial. Like their professor in Vienna, the
two Romanian art historians were convinced of the precedence of wooden
architecture and that it transmitted its forms to the later masonry architec-
ture. They also sought to demonstrate that the wooden architecture created
by Romanians was part of the larger area of Northern European tradition
of wooden constructions, dating from ancient times, which was profoundly
different from that of the Mediterranean area. In their writings, Petranu and
Vitdsianu aimed to demonstrate the originality and unity of Romanian art.
These were very important aspects during the interwar period, because in this
way, these Transylvanian art historians hoped to prove, by means of art his-
torical research, the cultural unity, as well as the superior artistic qualities of
the Romanians in all the territories they inhabited.

4 C. Petranu, [nvdtdmadntul istoriei artelor la Universitatea din Cluj, Bucuresti 1924,
pp. 35-37; R. Born, “The Historiography of Art in Transylvania and the Vienna School in
the Interwar Period,” Centropa 2009, 9(3), p. 190.

47 See J. Strzygowski, Kunde, Wesen, Entwicklung. Ein Einfithrung, Wien 1922.

4 C. Simon, Artd si identitate nationald in opera Iui Virgil Vdtdsianu, Cluj-Napoca
2002, p. 36.
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Like many art historians who studied in Vienna, and who were later ac-
tive in important institutions of the successor states of the late empire, Pe-
tranu and Vitdsianu felt it was their duty to put all their resources, energy,
knowledge and scholarship into serving their country, the Romanian nation-
al state.*” Strzygowski’s methodology came with a complex theoretical con-
struction, which was readily taken over by the two Transylvanian art histori-
ans, because it offered them the precise instruments they needed in order to
demonstrate their ideas and theses, and also because they believed this guar-
anteed the historical and scholarly honesty, and endowed their research with
truth and impartiality.>

In the field of old Romanian art, interwar historiography made important
advances with respect to the previous period. There was no consensus among
the scholars of the time as to what art history meant or the methods to be
used in studying and interpreting the subject being studied. But most art his-
torians writing before the middle of the century shared several common ideas
and ideals, and many of them tried to find an answer to the issue of national
identity expressed through art. They based their research on strict and rigor-
ous methods, which they believed would lead to the elaboration of truly scien-
tific writings, their final aim was to achieve conclusive and definitive results,
and, in this way, gain the respect of the international academic community.
It is likely that except for Constantinescu-Iasi, all other Romanian scholars
were animated by sincere patriotism and a sense of civic duty. Like many of
their contemporaries, they believed that intellectuals were called upon to re-
search and to discover the hidden treasures of their country and to present
them to people at home and to the outside world. This must be one of the rea-
sons many of their works were published in foreign languages, and sometimes
abroad. Despite this, most of these works were not meant to be propaganda,
although some were financed, directly or indirectly, by the state for this pur-
pose. The general intention was that of producing scholarly works meant for
the use of specialists, useful, precise and objective, which would be reliable
because of these qualities. It is true that some were, in part or entirely, des-
tined for use by the general public, with the authors hoping that they would
be useful to art and history lovers, as well as for educating a young generation
of artists.

4 Bako§, “From Universalism...,” pp. 79 sqq, pp. 86 sqq.

% See M. Rampley, “The Strzygowski school of Cluj. An episode in interwar Romanian
Cultural policies,” Journal of Art Historiography June 2013, 8, available online: <https://
arthistoriography files.wordpress.com/2013/06/rampley.pdf>; V. Toca, “Old Romanian Art
in Virgil Vitisianu’s Works Between the Two World Wars and His Choice of Method,”
Studia Universitatis Babes-Bolyai, Series Historia Artium 2012, 57(1), pp. 113-124.
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*

Of all fields of Romanian art historiography, the last to develop was that
of art made following western patterns in the 19* and the first half of the
20t century. This can be explained by the evolution of the subject itself. Old
Romanian art had hitherto been predominantly religious and with western
influences partially present. It was only at the beginning of the 19* century
that art in the Romanian territories began to take over the forms of west-
ern art and styles. In the second half of that century, this type of art was fully
established, while the old Byzantine forms were abandoned even in the ar-
chitecture and decoration of churches. Artists such as Theodor Aman and
later, Nicolae Grigorescu, became very important figures, revered by their
contemporaries, while many began talking about the birth of a national art.
The works of Grigorescu in particular sparked the first discussions and de-
bates about the role and aims of a national art. His works and personality have
since become a benchmark which could hardly be avoided.

But since the beginning of the 20 century, and mostly until World War I,
writings about the more recent Romanian art was inconsistent. At the turn
of the century, a number of biographies written mainly by important men of
letters were published, of which most were dedicated to Nicolae Grigorescu,
such as those written by Nicolae Petrascu in 1895 and reprinted after the
war,*! and by C.I. Istrate in 1908, while the most successful and popular were
those written by Barbu Stefanescu Delavrancea® and, especially, Alexandru
Vlahuta®. Art criticism became important, but this is not the object of the
present study:

This evolution was interrupted by the war, but after 1919 cultural life in
Romania began regaining its vitality. Around that time, the first books were
published, periodicals were reissued, or new ones appeared, and exhibitions
became more numerous. This is not to say there were no publications or exhi-
bitions during the war, but these were made mostly to offer people a sense of
normality in a world severely affected by the conflict, both under the patron-
age of the German occupants and the Romanian government in exile in Mol-
davia. However, this pre-war normality sought by most after the conclusion
of hostilities was never found. A new generation with different aspirations and
interests began to emerge. This course would be maintained until the estab-
lishment of the communist regime in 1947.

51 See: N. Petrascu, Pictorul Grigorescu, Bucuresti 1895.

52 See: B. Delavrancea, “Din viata lui Nicolae Grigorescu,” Luceafdrul 1905, 4(1).

5 See: A. Vlahuta, Pictorul N. I. Grigorescu, vieata i opera Iui, Bucuresti 1910; A. Vla-
houtza, N. I. Grigorescu, sa vie et son Suvre, Bucarest 1911.
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In the first two decades of the century, texts about more recent Roma-
nian art were relatively few, but their number increased rapidly after 1920.
The interest of authors was mostly turned towards the study of painting and
painters, and less towards sculpture, while architecture was all but ignored.
The preferred genres were biographies and artist monographs, the latter be-
ing written by both scholars and connoisseurs. Several catalogues raisonnés
and collections of documents were published. There are no general works
about the subject, but for two notable exceptions: George Oprescu’s exten-
sive studies about Romanian painting® and the graphic arts®® of the 19®
century. Art criticism and art theory were also very important in this period,
the number of contributions being significant. There were even a few schol-
ars and art historians who also wrote art criticism in the numerous cultural
journals of the time. Many authors, in fact, visited various genres, and thus
wrote works of uneven quality. This is true for both scholars and connois-
seurs, and it is sometimes difficult to place some works in one category or
another. In the case of some art historians that were employed by univer-
sities or other state institutions, there is great difference between the texts
published under the auspices of their respective institution and those works
that were privately commissioned.

I'will not discuss here the contributions of the connoisseurs or others who
wrote about the subject. I will instead take a closer look at George Oprescu’s
work on Romanian art of the 19 and the 20t centuries.

In the historiography of the Romanian art of the 19" and the 20 cen-
turies, the works of George Oprescu (1881-1969) hold a very important
position. He authored numerous studies and books, he was a professor at
the universities in Cluj and Bucharest, an art critic, initiated collective re-
search projects in the field of Romanian art, founded the Analecta review
and formed a generation of young art historians, some of whom began to be
active between the wars. He served as a museum director, as a member of
the Commission for Historical Monuments, and as secretary for the League
of Nation’s International Committee on Intellectual Cooperation, among
other positions.®¢

During this period, he wrote over fifty books, catalogues and university
syllabuses, as well as hundreds of scholarly papers, press articles and pages of

5+ See G. Oprescu, Pictura romdneascd in secolul al XIX-lea?, Bucuresti 1943.

55 See G. Oprescu, Grafica romdneascd in secolul al XIX-lea, vol. 1, Bucuresti 1942,
vol. 2, Bucuresti 1945.

56 Omagiu Iui George Oprescu cu prilejul implinirii a 80 de ani, eds. T. Vianu, M. Po-
pescu, Bucuresti 1961, p. XXV,
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art criticism.%” Oprescu’s research covers a wide range of topics, from studies
about the Romanian art of the 19t and 20 centuries to European art or Ro-
manian folk art. Such a volume of works is impressive, but, as in the case of
Torga’s opus, Oprescu’s works are not only different in character and scope,
but also largely vary in terms of their value and scholarship. This is especially
true when considering his works on the Romanian art of the 19t and the 20®
centuries.

George Oprescu was a remarkable figure in Romanian academic and cul-
tural circles between the two world wars and in the decades that followed.
He studied letters and comparative literature, and this broadened his view,
leading him to use a distinct methodology, very different from that of most
art historians of his generation. He was criticised by many, at times vigor-
ously, mainly by the Transylvanians, who never failed to point out that he
was not a real art historian, because he had no formal training in the field of
art history. The differences between him and other art historians are evident
and unmistakable but, in retrospect, they all have more in common than it
would appear at first glance. There are many things he shared with Coriolan
Petranu. They had common ideals; they acted in similar ways on the public
scene and also had many things in common in terms of the methodology they
used in their scholarly works. Both were strong believers in the role an art
historian must play in society, working in cultural institutions, and shared
similar views regarding the role the state should play in creating those insti-
tutions that were absent, while working to support and develop those that
already existed.®® Like his colleague from Cluj, who published an extensive
study about museums in Transylvania,® Oprescu was also interested in mu-
seums, many of his efforts being pointed in that direction. But teaching was
the one activity he dedicated most of his energy to, preferring it to research,
therefore syllabuses, printed or lithographed, represent an important share of
his writing. Finally, both strongly believed in the originality and great univer-
sal value of Romanian art and this belief guided most of their activity. Like
Petranu, Oprescu initiated channels of communication with universities,
art history institutes and libraries abroad, mostly in the west, published pa-
pers about Romanian high and folk art in foreign languages that were meant

57 For George Oprescu’s complete bibliography see: “Bibliografia lucrarilor Acad. Prof.
G. Oprescu,” in: Omagiu lui George Oprescu cu prilejul implinirii a 80 de ani, eds. T. Via-
nu, M. Popescu, Bucuresti 1961.

58 M. Popescu, “Cuvint inainte,” in: G. Oprescu, Pictura romdneascd in secolul al XIX-
lea, Bucuresti 1984, p. 8.

5 See C. Petranu, Muzeele din Transilvania, Banat, Crisana si Maramures. Trecutul,
prezentul si administrarea lor, Bucuresti 1922.
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to be distributed abroad, and was very affected by the negative propaganda
of some foreign authors directed against Romania, its art and culture. This
same type of patriotic dedication guided them in their academic mission, to-
wards their final goal. They believed that an art historian must play an active
role in society, in order to contribute to disseminating culture and the love
of the homeland, which would shape a positive image of Romania and its
cultural heritage. Oprescu’s articles published in contemporary newspapers
and magazines reveal what his beliefs were, because he did not express them
openly in his other writings. In the interwar period, those ideas were shared
by many intellectuals, who believed that culture could and should contribute
in a decisive fashion to the nation’s prestige and well-being. In these writings,
Oprescu mentioned time and again the chief role that should be assumed by
“institutions of public education” (“schools of all degrees, research institutes,
museums, libraries, theatres;” “theatres, public book collections, museums,
cultural and research institutions;” “schools, libraries, museums, theatres,”
these institutions are mentioned repeatedly in his writings).®

George Oprescu’s book about Romanian painting in the 19* century (Pic-
tura romdneascd in secolul al XIX-lea) was the result of teamwork he coor-
dinated among students and assistants from the art history seminar of the
University of Bucharest. The goal of this team was to create a general compre-
hensive work about Romanian art after 1800, which would serve as a syllabus
for students, but was also intended for use by specialists or art lovers.

Although Oprescu was aware that there were desperately few published
studies and monographs and that it was difficult to write a general history of
Romanian art in their absence, he believed in the necessity of such a work for
use by students and the general public. The book is actually a much-enlarged
version of the one printed in Malma in 1935 in three separate versions, French,
English and Swedish.®! This is an example of the effort made by Romanians
to disseminate knowledge abroad about the art and culture of their country:.
This was mirrored by the publishing of his book about Romanian folk art in
French and English.®> Oprescu was an admirer of Romanian peasant art, an

% G. Oprescu, Anul artistic la noi si la altii. Studii $i impresii, Bucuresti 1934, pp.
41-42; V. Toca, “George Oprescu. Activitatea si crezurile sale in perioada interbelicd,” in:
Istoria Culturii. Cultura istoriei. Omagiu Profesorului Doru Radosav la vdrsta de 60 de ani,
eds. I. Costea, O. Ghitta, V. Orga, L. Pop, Cluj-Napoca 2010, pp. 437-447.

¢l See G. Oprescu, L'art roumain de 1800 a nos jours, Malmo 1935; idem, Roumanian
Art from 1800 to Our Days, Malmo 1935; idem, Samtida Konst i Romdnien. Ett urval bilder
med inledande text, Malmo 1935.

62 See G. Oprescu, L'art du paysan roumain. Avec une preface de Henri Focillon, Buca-
rest 1937; idem, Peasant Art in Rumania. With a foreword by Henri Focillon, Bucharest 1940.
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avid collector, and wrote one of the first books on this subject. This book was
translated into and published in foreign languages by the Romanian Acade-
my.®® This was followed, in 1940, by a lithographed syllabus for the students
studying at the university in Bucharest. The title of the collection in French
is telling in terms of the author’s and the publisher’s objectives: “Connais-
sance de I'Ame et de la pensée roumains”. In these books, Oprescu presented
the history of painting made in the Western manner in Romania after 1800
and related it to what was going on in the West, mostly in France. By doing so,
he described the country’s modernisation and synchronisation with Europe
following its art.

Of the books published by Oprescu in the interwar period, only those
about Nicolae Grigorescu,® Ion Andreescu®® and Nicolae Petrascu® can be
considered true monographs. The others, published in various art series, about
Jean Al. Steriadi,® Camil Ressu,® Stefan Popescu® or Eustatiu Stoenescu’
are texts of a different nature, often excessively praising the artists, many of
whom were the author’s personal friends. The latter are not monographs of
an artist, but essays which eulogise the artist.

Apart from the general texts mentioned above about the Romanian
painting and graphic arts of the 19t century, Oprescu also wrote one about
the painting after Stefan Luchian, that is, after the turn of the century. This
was only lithographed, and later abridged and made into a catalogue for an
exhibition of Romanian art in Bern.”! These texts were meant to comple-
ment and to be a continuation of those written by Nicolae Iorga, Gheor-
ghe Bals and Petre Constantinescu-lasi about old Romanian art. Of these,
the most ambitious is the one dedicated to Romanian painting in the 19t
century. This book is, through its structure, references, list of illustrations
and bibliography, the most scholarly and rigorous. When he began this vast
study, Oprescu had in mind filling a gap in Romanian art historiography.
Although he is credited as the single author, the work is actually the re-
sult of teamwork done by his students and collaborators at the university.”?

% See G. Oprescu, Arta fdrdneascd la romdni, Bucuresti 1922.

¢ See G. Oprescu, Grigorescu desinator, Bucuresti 1941.

% See G. Oprescu, Andreescu, Craiova 1931.

% See G. Oprescu, G. Petrascu, Craiova 1931; idem, G. Petrascu, Bucuresti 1940.
7 See G. Oprescu, Jean Al Steriadi, Bucuresti 1942.

¢ See G. Oprescu, Camil Ressu, Bucuresti 1942.

¢ See G. Oprescu, Stefan Popescu, Bucuresti 1942.

70 See G. Oprescu, Stoenescu, Bucuresti 1946.

71 See G. Oprescu, La peinture roumaine contemporaine, Berne 1944.

2 G. Oprescu, Pictura romdneascd in secolul al XIX-lea?, Bucuresti 1943, p. 6.
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Many of them also published several monographs and monographic studies,
in the period between the two editions. The second edition (1943) is the
most complete and includes the results of the above-mentioned works by
Oprescu’s students and collaborators, but he also used other works, mostly
published in between the two world wars, and written by other researchers
in the country.’”® The aim of this project was to produce a work that would
have a definitive result, although Oprescu was aware that it was not possible
at that stage of his research. He was confident that his work, based on prima-
ry visual and written sources, would eventually produce the desired result,
and that what had been once written could be changed only by addition and
not by revision.” It is harder than in the case of Petranu, for instance, who
explicitly defines his methodology, to describe Oprescu’s method. It is in-
spired by several western scholars’ work, such as Alois Riegl, Wilhelm Wor-
ringer or Theodor Lipps. We also know he admired Josef Strzygowski and
Henri Focillon. All these art historians were presented in Analecta, the re-
view he coordinated, and he borrowed a little from each of them. Although
Oprescu based his investigation on both written and visual sources, he usu-
ally tended to focus on the works of art he analysed in a descriptive manner,
refraining from being speculative.

In Oprescu’s book, the entire evolution of Romanian painting is con-
structed in relation to the evolution of art in the west, and the investiga-
tion only considers those artists who adopted a western manner of painting.
Indirectly, painting in the Byzantine style is seen as representing the past,
while that produced in a western manner is associated with modernity and
nation-building. Like Petranu and others, Oprescu expressed his regret for
the fact that the Byzantine way had been abandoned in religious painting,
as it represented a tradition associated with centuries-old Romanian spiri-
tuality, but agreed that it was an unavoidable side effect of modernising the
country.

Another aspect worth noticing about the contents of this book is that al-
though it was published more than two decades after the war ended, Tran-
sylvania is mostly overlooked, especially in the first part of the book, while
Bessarabia is completely ignored. The few painters from Transylvania men-
tioned in the book are almost all ethnic Romanians and are introduced in the
text only if they had been active in the old kingdom of Romania. In the second
part of the book, there is a subchapter of a mere seven pages dedicated to the
art centres in Transylvania and the Banat, which is essentially a compilation

73 Ibidem, p. 5.
74 Tbidem, p. 6.
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based on monographs and other texts written by authors native to these prov-
inces. This is similar to what Nicolae Iorga and Gheorghe Bals did in their
general presentation of old Romanian art.

*

Books about the general history of art in Romania produced between the
two world wars fall into two categories. First, there are those that result from
comprehensive research of a period or of a region, and secondly, there are
those meant for the general public at home or abroad. Regardless of the cho-
sen genre, the methodology used or the intended reader, these are written in
such a way as to match the standards of similar works produced in the West.
In these books, the authors mostly refrained from openly polemicizing, intro-
ducing value judgements or going off topic. However, this was not always the
case. In several instances, the echoes of the Great Debate are present, woven
into the tissue of the texts.

The authors we reviewed are professional art historians and they strived
to produce works of a high value. They believed that by conducting objective
research and writing books, Romanian art and culture could be presented in
a positive light to specialists and the general public in an unbiased and truth-
ful way. The final purpose was to demonstrate that Romania had an art and
culture that were of equal quality and importance to those of any other nation
on the continent, and this placed her within the larger European family. At the
same time, the aim of such a narrative was to demonstrate the cultural unity
of all the territories incorporated in the greater Romanian state in the wake of
World War 1.

This task was assumed by many of those active during that period, as
Romanian state civil servants or as citizens. This is an attitude that can be
seen in many texts, but with an emphasis in those books which were written
in foreign languages and addressed to the western public, and produced by
scholars employed by the state or whose work was financed by state money.
Although all fields of art were approached in order to achieve this goal, the
most important and consistent works were in the field of old Romanian art.

National specificity was also a topic which interested many authors. This
seems to have been the purpose of works about the art of the last two centu-
ries, whose aim is to demonstrate the synchronisation with European con-
temporary tendencies. The ultimate goal is the same, namely that of proving
that Romanian art is part of European art.

Indirectly, the appropriation of research methods used in the West tells
the same story. Romanian art historians used these instruments in the hope
of having a guaranteed way of producing works that were of a high quality,
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objective and credible. The models are mostly those of French positivism and
of the Viennese school of art history, which were held in high esteem. Roma-
nian authors appropriated these methods and used them to serve their own
purposes, seeking to demonstrate their own theses and ideas.

What seems to have motivated most art historians was a sincere and pro-
found civic and patriotic duty, actively assumed by the authors. This duty
was that of defending the Romanian national state, the existence of which
seemed to be the only thing all Romanians, with the aforementioned excep-
tions, agreed on during the two world wars.
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ROMANIAN ART HISTORIOGRAPHY DURING THE INTERWAR PERIOD.
BETWEEN THE SEARCH FOR SCHOLARSHIP AND COMMITMENT
TO A CAUSE

Summary

At the end of World War I, Romania emerged as a much stronger nation, with a great-
ly enlarged territory. During the two world wars, the Romanian state was perma-
nently looking for the best way to preserve the newly created national state and de-
fend its frontiers. This was the only matter all Romanian parties seemed to agree on.
The threat of territorial revisionism coming from Hungary, the Soviet Union and, to
a lesser extent, Bulgaria united all the political actors in defending the peace system
of Versailles and supporting the League of Nations as the guarantor of this peace and
stability.

The interwar period was a remarkable time for Romania’s cultural history. Between the
two world wars, the Romanian cultural scene was dominated by what Keith Hitchins
calls the ‘Great Debate’ about national identity and development. The opponents were
those advocating synchronism with the West, on the one hand, and those pleading
for tradition, on the other, with many others looking for a third way. In Romanian
interwar culture, the country’s modernity was emphasized in order to place the coun-
try within the larger family of European nations. An opposing, and at the same time,
complementary line of thought was that of presenting the long and noble Romanian
history, tradition and ancestral roots.

These two themes have been present in Romanian culture since the mid-19* century.
They were used by various authors, sometimes in a complementary fashion, while at
others, in a conflicting manner in literature, historical writing or political discourse.
This process did not end with the creation of the Greater Romania after the end of
World War I. New threats, which are mentioned above, maintained the need to con-
tinue this discourse. In this context, historical arguments became political arguments
and were used by the Romanians in order to justify the new territorial gains and the
Versailles system. Art history, part of the family of historical disciplines, came to play
an important part in this.

Romanian art historical writing did not exist as such until the end of the 19 century.
It was only in the first years of the next century that the number of scholarly works
produced following western standards steadily increased. As part of a general tendency
of aligning Romanian academic practices with those in the West, art historiography
established itself as a respectable academic discipline, a process which went hand in
hand with the establishment of new institutions such as museums, university depart-
ments, research institutions and the Commission for historical monuments. All these
institutions were founded and financed by the Romanian state, and most scholars
were involved with these institutions in one way or another.
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Although Romanian art historiography of the period is dominated by the desire to
produce academic works to the highest standards, the ideas of the Great Debate are
present in the works of that time. At the same time, in several texts, the most promi-
nent art historians of the day strongly affirm the necessity of putting their work in the
service of the national cause. In this paper, we will be looking at the general histories
of Romanian art written between the two world wars. The choice of these texts is mo-
tivated by the fact that these works are the result of larger research projects and have
a broader scope and as such better summarise the trends of the interwar period.

Keywords:
Romanian art historiography; interwar period; Romanian art; Transylvanian art;
Romanian culture



CHRISTIAN FUHRMEISTER

“1945” AS A TURNING POINT

IN GERMAN ART HISTORY?

CHALLENGING THE PARADIGM OF RUPTURE
AND DISCONTINUITY

An established and fairly common chronology for modern German histo-
ry starts in 1871 and, including the First World War, ends with the Revolution
in 1918, continues throughout the Weimar Republic to finish with the Nazi
rise to power in 1933, equates the surrender of the German Army with the
collapse of the National Socialist regime in 1945, and probably references the
interlude of the Allied Military Government until 1949 when two German
states were founded, but might as well go straight to the collapse of the Ger-
man Democratic Republic in 1989.

Following this narrative, the quintessential turning points for German his-
tory are easily identified as 1918, 1933, 1945 and 1989. Concurrently, both art
historical accounts of stylistic developments — for instance, the allocation of
Bauhaus and New Objectivity to the Weimar Republic — and the historiogra-
phy of art history usually follow the very same trajectory. But looking at these
four decisive, important and relevant years (or “turning points”), however, we
need to differentiate, and we certainly need to resist the temptation to believe
that these most obvious and partly radically violent events that subsequently
changed society and governmental structures alike changed the political sys-
tem, the administration, in part also law, economy, and power relations at large,
and that all these changes are indeed truly mirrored by equally major and im-
mediate shifts across the arts, in the “Betriebssystem Kunst,” in the humanities
in general and in the academic discipline of art history in particular. As a matter
of fact, in this paper, I would like to argue that we face serious difficulties in
accepting this chronology for the history of art history in Germany, especially
when investigating key processes before, during and after 1945.

One or perhaps the most widely used metaphor that references the break-
down of the German Reich in 1945 - indicated by military and political fail-
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ure of National Socialism and the Wehrmacht, by the suicides of higher and
lower Nazi ranks and by the surrender to the Allies - is the concept of the
“Stunde Null” or “hour zero,” which stresses the idea of a tabula rasa, of an
entirely new beginning. Indeed, the situation in summer 1945 is character-
ized by enormous devastation of both material and immaterial values, by the
ubiquitous destruction of cities and entire landscapes across Europe, and by
the forced ending of unprecedented violence and annihilation that had culmi-
nated in the Holocaust, or Shoah. Being confronted with the results of these
expansionist, racial politics and ideologies, it is perfectly understandable that
the decline of the Nazi system and the more or less sudden absence of the
rigid system of control and complicity - a short vacuum of power, soon regu-
lated by the Allies, albeit in different ways — was conceived as an open field and
a new beginning. Similar then, in a sense, to the French Republican calendar
and to the self-proclaimed “Era Fascista” or fascist era with its own number-
ing of years, the break with the past was considered so grand, encompassing
and wide-ranging that not even time itself was allowed to continue - the clock
was set back to start all over again. We need to acknowledge, however, that
the term “hour zero” had already been employed for various contexts in the
previous decades, for novels and films in the 1920s and 1930s. Nonetheless,
in the cultural field, the term has been frequently employed after 1945 and is
still in wide use. Regardless of the few critical voices that have challenged the
assumption of 1945 as a clear-cut break, and irrespective of research that has
achieved a more nuanced and differentiated picture, the temptation to adopt
a simplistic categorization is obviously a lingering concern. Consequently,
again and again in the second decade of the 21% century, we encounter ac-
tivities in the art scene that address the concept of “hour zero” in an approv-
ing, confirmative way.! Concurrently, using www.kubikat.org, the search for
“Stunde Null” yields 22 hits, including two by Polish authors (one of them
is Piotr Majewski, Czas konica, czas poczgtku: architektura i urbanistyka
Warszawy historycznej 1939-1956, Warszawa 2018), and including an article
by Willibald Sauerlinder from 1997, and four hits for “hour zero” - notabene
only in scholarly publications by art and architectural historians. If we also

! My sincere thanks go to the anonymous reader of Artium Quaestiones who criticized
the submitted manuscript and insisted on further clarification of my thesis.

I will limit this enumeration to only two examples: The first of eight sections, posi-
tioned in the first three rooms of the exhibition “Postwar: Kunst zwischen Pazifik und At-
lantik, 1945-1965” at Haus der Kunst, Miinchen (Oct. 14, 2016 — March 26, 2017), was
titled “Nachwirkungen: Die Stunde Null und das Atomzeitalter,” and in summer 2019, the
exhibition “Stunde Null. Kunst von 1933 bis 1955” was on display at the Kunsthaus Ziirich
in Switzerland (June 7 - September 22, 2019).



“1945" as a Turning Point in German Art History? 125

consider the general field of what might be dubbed ‘public knowledge,” as em-
bodied, for instance, by the Google search engine, we receive more than 10
million hits for the German “Stunde Null” and a breathtaking 347 million
hits for the English “hour zero.”

We can thus assume that, concerning 1945, “hour zero” or “Stunde Null”
isindeed a fairly well-established concept to denote the break with and sweep-
ing away of earlier beliefs, convictions, habits, customs, and modes of think-
ing and behavior. However, this initiative to begin anew, allegedly without
a past, can also be seen a deliberate attempt to forget and to actively suppress
links and associations with National Socialism - generally, collectively, and
individually.

Notwithstanding this problematic purgatory character, the term is used
until today in an affirmative way in many contexts, including professional or
scholarly endeavors. More often than not, the widely spread understanding of
a radical break, notably in the field of the arts, extends to proper art history,
and we are thus expected to assume that the very same rupture and turnover
of positions, methods, values, ideals and criteria also affected curators, mon-
ument conservators, university teachers, art teachers, publishers, guides, and
art critics — in short, all professional art historians. At the same time, today
we are certainly witnessing a growing discomfort with simple explanations,
and a growing urgency to challenge the paradigm by further differentiating
our understanding of the immediate postwar situation.?

Expanding earlier publications on this problem,? I would thus like to chal-
lenge the notion of 1945 as a turning point for art history in Germany. I would

2 A case in point is the conference that took place in February 2018 in Tbingen and
critically discussed the underlying concepts and assumptions for talking about the deci-
sive changes that occurred around 1945: “Rethinking Europe: Artistic Production and Dis-
courses on Art in the Late 1940s and 1950s,” see <https:/www.hsozkult.de/event/id/termi-
ne-36202> and <https://www.postwar-europe.de/aktivititen/tagung-februar-2018/>.

3 Ch. Fuhrmeister, “Von der ‘Rasse’ zur ‘Klasse’? Das Kunstgeschichtliche Seminar der
Friedrich-Schiller-Universitit Jena 1938-1958,“ Kunst und Politik. Jahrbuch der Guernica-
Gesellschaft 2006, 8, pp. 93-119; idem, “Kontinuitit und Blockade,” in: Kunstgeschichte
nach 1945. Kontinuitdt und Neubeginn in Deutschland, eds. N. Doll, R. Heftrig, O. Peters,
U. Rehm, Koln, Weimar, Wien 2006, pp. 21-38; idem and S. Kienlechner, “Tatort Nizza:
Kunstgeschichte zwischen Kunsthandel, Kunstraub und Verfolgung. Zur Vita von August
Liebmann Mayer, mit einem Exkurs zu Bernhard Degenhart und Bemerkungen zu Erhard
Gopel und Bruno Lohse,” in: Kunstgeschichte im ,Dritten Reich“. Theorien, Methoden,
Praktiken, eds. R. Heftrig, O. Peters, B. Schellewald, Berlin 2008 (Schriften zur modernen
Kunsthistoriographie, Bd 1), pp. 405-429; Ch. Fuhrmeister, “Kunstgeschichte an der Lud-
wig-Maximilians-Universitit — Riickblick und Ausblick,” in: Kunstgeschichte in Miinchen
1947. Institutionen und Personen im Wiederaufbau, ed. I. Lauterbach (Vertffentlichungen
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even like to maintain that for the vast majority of German art historians who
had remained in Germany during National Socialism, not much regarding
objects, methods, dispositions changed in 1945. Why is this so?

For various reasons. To begin with, because the history of art history has
been operating with a very narrow definition of the art historian. Usually, he
or she is thought of as being either affiliated, in this or that function or ca-
pacity, to a university or to a museum, and has a substantial record of publi-
cations, and it is the size of the bibliography that seems be the top criterion.
All fully trained art historians, even those holding a Ph. D., who have entered
a mundane occupation in the art trade, as dealer or auctioneer, are thus ex-
cluded from accounts like Udo Kultermanns Geschichte der Kunstgeschichte
(various editions between 1981 and 1996), or the Metzler Kunsthistoriker
Lexikon (1999, second edition 2007), to name just two examples. Similarly,
journalists and art critics are only randomly considered. This broader field,
which becomes visible when we think of art historians who are being broad-
cast,* or perhaps even when we think of those who are elected as Minister of
Culture, is basically excluded from the rather elitist concepts of historiogra-
phy. In other words, the history of art history is as incomplete and biased as is
the traditional account of the production, distribution and reception of art: in
most cases, only a narrow sample is looked at, reaffirming the canon, and the
plain, ordinary, everyday art historian is conspicuously absent.” This is one
part of the explanation.

des Zentralinstituts fiir Kunstgeschichte, Bd. 22), Miinchen 2010, pp. 29-40; idem, “Reine
Wissenschaft: Art History in Germany and the Notions of ‘Pure Science’ and ‘Objective
Scholarship’, 1920-1950,” in: German Art History and Scientific Thought: Beyond Formal-
ism, eds. M. Frank, D. Adler, Aldershot 2012, pp. 161-177; idem, “Statt eines Nachworts:
Zwei Thesen zu deutschen Museen nach 1945, in: So fing man einfach an, ohne viele
Worte. Ausstellungswesen und Sammlungspolitik in den ersten Jahren nach dem Zwei-
ten Weltkrieg, eds. J. Friedrich, A. Prinzing, Berlin 2013, pp. 234-239; idem, “Warum man
Liigen glaubt. Kunstgeschichte und Kunsthandel 1945-2016,” in: Markt und Macht. Der
Kunsthandel im ,Dritten Reich,” eds. U. Fleckner, Th. Gaehtgens, Ch. Huemer, Berlin 2017
(Schriften der Forschungsstelle »Entartete Kunst«, Bd. 12), pp. 401-424; idem und S. Kien-
lechner, “Erhard Gopel im Nationalsozialismus - eine Skizze,” online, 2018:
<https://www.zikg.eu/personen/cfuhrmeister/bib-fuhrmeister/pdfs/Fuhrmeister Kienlech-
ner-Goepel.pdf> [accessed: June 7, 2019]; see also <https:/www.academia.edu/38042275/
Erhard G%C3%B6pel im_Nationalsozialismus_eine Skizze>.

4 A. Zeising, Radiokunstgeschichte. Bildende Kunst und Kunstvermittlung im frithen
Rundfunk der 1920er bis 1940er Jahre, Koln, Weimar, Wien 2018.

5 This incognito commonplace art historian is sharply mocked and ridiculed by the
pseudonym author Simplex, “Der Kunsthistoriker,” Die Weltkunst 1932, 36(4), p. 4 (I owe
this reference to Stephan Klingen, and would like to thank him for that): “Seine soziale
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Secondly, the larger context is not taken into account. With the notable
exception of Heinrich Dilly, political conflicts are often believed to be com-
pletely external, thus without influence on art history. Generally, for the most
part, science and politics are considered to be separate and entirely distinct
spheres, and not “resources for each other,” as Mitchell Ash put it.5 As a cor-
ollary, individual activities remain isolated, are not related to larger develop-
ments, processes and changes. This is a problem, however, since the political
radicalization of the 1930s and early 1940s - in conjunction with the estab-
lishment of occupation regimes throughout Europe and the implementation
of a policy of ethnic cleansing and industrialized murder — was pervasive and
inevitably also affected the humanities in many substantial regards. But the
historiography of art history has, with very few exceptions,” either not dealt
with National Socialism at all, or has done so reluctantly. One of the results of
this repression is the belief that art history was not touched or affected by the
totalitarian system before 1945.

Stellung ist unklar. Seiner Ausbildung nach gehort er zu den oben Zehntausend, seinen
Verdienstchancen nach zu den unteren sechs Millionen. Zuerst jeunesse dorée, dann Bud-
getequilibrist. Der Kunsthistoriker ist schmiickendes Beiwerk am Volkskorper. ... Ehrgei-
zige junge Minner heiraten Damen aus der Schwerindustrie und werden Politiker. Wenn
Kunsthistoriker reich heiraten, bleiben sie Kunsthistoriker. Daraus folgt, daf dieser Beruf
erstens gesellschaftsfihig, zweitens nicht ohne Reiz sein mufs. Es miifste der kunsthisto-
rischen Disziplin einmal ein Politiker entwachsen, damit der Staat sieht, daf er sich auch
hier eindecken kann. ... Der Kunsthistoriker ist ein wurzelloser Mensch. Er ist zu allem
fahig und macht aus diesem Zustand labiler Tatkraft eine kokette Permanenz. Er hitte
die Moglichkeit, den dahinsterbenden Universalismus zu retten, stattdessen wird er meist
ein Jahrfiinftspezialist. Er scheitert an seiner zligellosen Freiheit. Der Kunsthistoriker ist
der unter Sterbliche verirrte Zeremonienmeister der Musen. Damit erklirt sich auch seine
Einstellung zur modernen Kunst: die rithrende Verstindnislosigkeit eines alten Tanzleh-
rers neuzeitlichen Tidnzen gegeniiber. Der Kunsthistoriker ist eigentlich als Parkwichter
fiir ein goldenes Zeitalter gedacht. Er wartet auf dessen Anbruch.”

6 M. Ash, “Wissenschaft und Politik als Ressourcen fiir einander,” in: Wissenschaften
und Wissenschaftspolitik. Bestandsaufnahmen zu Formationen, Briichen und Kontinuitd-
ten im Deutschland des 20. Jahrhunderts, eds. R. vom Bruch, B. Kaderas, Wiesbaden 2002,
pp. 32-51.

7 While a few studies have been devoted to those art historians who had managed to
emigrate, we lack critical assessments of those who remained and continued to work as pro-
fessionals in various fields. In the series “Schriften zur modernen Kunsthistoriographie,” for
instance, only the first volume (out of eight published so far) explicitly addresses art history
in the “Third Reich” (eds. O. Peters, R. Heftrig, B. Schellewald, Berlin 2012). Similarly, very
few articles in the 20 issues of the important online Journal of Art Historiography (<https://
arthistoriography.wordpress.com/>) are concerned with art history or, more generally, with
writing about art in Germany during National Socialism.
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Indeed, this assumption goes back right to 1945 and the immediate
postwar years, when no need was seen for change or transformation. Thus,
a recurring topos of the denazification trials in the three western occupation
zones is the pledge for a categorical difference between art history and (Nazi)
politics: Hugo Kehrer (1876-1967), member of the NSDAP since 1933, who
had dedicated a book on El Greco in 1938 to both Franco and Hitler, would
thus argue that by definition an art historian immersed in medieval iconogra-
phy could hardly even be aware of the contemporary world — an argument that
was successful in convincing the jury that he should be exonerated, with the
result that he simply continued his studies and remained a prolific author (his
last monograph on Velazquez’ Meninas was published in 1966).%

It is thus the deliberate dissociation of art history from the everyday world
of political systems that permitted continuity. As Herbert von Einem (1905-
1983) - himself a protagonist with a fairly straight career during National
Socialism, and also a versatile and compelling interpreter and spokesperson
after 1945 - put it in 1948, in the opening lecture of the First German Art
Historians Meeting in Briithl near Bonn: “Many others have stayed in Germa-
ny, have quietly kept the torch of genuine spirit and true science at home, and
passed it on to younger people” (“Viele andere sind in Deutschland geblieben,
haben in der Heimat still die Fackel echten Geistes und echter Wissenschaft
gehiitet und sie an Jiingere weitergegeben ...”)° This suppressive narrative
may be subsumed as: Free, good and true scholarship was not tainted, was
not disfigured by or harmed because of Nazi politics and persecution, but con-
tinued and was even transmitted to the next generation; attempts of the total-
itarian system to influence, control and shape the discipline were ineffective
— in short: Why ask for change at all, now?

In paraphrasing Eimen - simultaneously a source, an example, and
a rhetorically forceful guide who indeed was able to shape the course of his-
toriography for decades to come - in this provocative way, it is my intention
to distill the formative notions of German art historians in the immediate
postwar years. Only if we understand their contemporary frame of reference
and their own idea of ‘coming to terms with the past’ are we able to fully

8 A more detailed account is available in Ch. Fuhrmeister, “Kontinuitit und Blockade,”
in: Kunstgeschichte nach 1945. Kontinuitdt und Neubeginn in Deutschland, eds. N. Doll,
R. Heftrig, O. Peters, U. Rehm, K6ln, Weimar, Wien 2006, pp. 21-38.

® H.von Einem, “Er6ffnungsansprache,” in: Vortrdige der ersten Deutschen Kunsthisto-
rikertagung auf Schloss Briihl 1948, Berlin 1950, pp. 9-15, hier p. 9. Quoted after N. Doll,
“Der Erste Deutsche Kunsthistorikertag 1948, in: Kunstgeschichte im Nationalsozialis-
mus. Beitrdge zur Geschichte einer Wissenschaft zwischen 1930 und 1950, eds. N. Doll,
Ch. Fuhrmeister, M. H. Sprenger, Weimar 2005, pp. 325-337, here p. 330.
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analyze what happened. It is important and worthwhile to investigate these
various strategies of not addressing questions of compliance, complicity,
guilt, liaison, and participation, since the influence of these art historians
cannot be overestimated: They, in turn, formed and trained the next gen-
eration, and partly the next but one generation. In transmitting their views
to their pupils, explicitly or implicitly, consciously or unconsciously, they
also permeated their own mechanisms, modes of behavior and value sys-
tems. That said, the seemingly purely historiographical problem inevitably
extends to our own professional existence today, as we are also faced with
the challenge of situating our profession (and professional identity) within
and vis-a-vis the political context of the 215 century. Essentially, this tension
connects the different historical dimensions - the postwar situation and the
recent tendencies of historiographical research — within a critical analysis
of both.

The third reason, interrelated with the two mentioned above, is the high
degree of continuity. In sharp contrast to spring 1933, when before or after
the infamous “Gesetz zur Wiederherstellung des Berufsbeamtentums” on
April 7, 1933 (Law for the Restoration of the Professional Civil Service /
Law to Re-establish the Civil Service) the overwhelming majority of Jewish
art historians were dismissed from their positions as teachers, professors,
conservators, curators, or directors, or were forced out of business in the
case of Jewish art dealers, antiquarians, coin dealers andsoforth soon after,
who subsequently then either fled the country or were deported, we have
no comparable exodus or shutdown with regard to 1945. For instance, only
very few German art historians with a strong affiliation to National Social-
ism were initially permanently excluded from professorships: Albert Erich
Brinckmann (1881-1958), Wilhelm Pinder (1887-1947), Hubert Schrade
(1900-1967) and Alfred Stange (1894-1968)%. Brinckmann had anyhow
reached retirement age in 1946, Pinder died in 1947, and both Schrade and
Stange had prolific postwar careers, with Schrade being appointed professor
in Tibingen in 1954, and Stange publishing about two dozen monographs
and countless articles before his death. After a short time, none of them saw
the purportedly radical break of the 1945 deeply affect their status as art
historians.

As a matter of fact, both Schrade and Stange soon joined the Association
of German Art Historians (Verband Deutscher Kunsthistoriker e.V.) that

10 Cf. E-L. Kroll, Intellektueller Widerstand im Dritten Reich. Heinrich Liitzeler und
der Nationalsozialismus (Wissenschaftliche Abhandlungen und Reden zur Philosophie,
Politik und Geistesgeschichte, Bd. 51), Berlin 2008, pp. 12-13.
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had been founded in 1948, along with Otto Kiimmel (1874-1952), the au-
thor of the infamous Kiimmel Report (1940), Felix Kuetgens (1890-1976),
the museum director in Aachen from 1923 to 1955, and Walther Bernt
(1900-1980), an expert on Dutch art who had delivered expert opinions on
private collections that had been confiscated — to name only three very dif-
ferent art historians.!! After 1945, it was of no importance that Kiimmel and
Kuetgens had held high official positions in the Nazi era.

The different effects between the “turning points” of 1933 and 1945
materialize more clearly if we look closer: 253 art historians are covered in
Ulrike Wendland’s Biographisches Handbuch deutschsprachiger Kunsthis-
toriker im Exil. Leben und Werk der unter dem Nationalsozialismus ver-
folgten und vertriebenen Wissenschaftler, published in 1999 in two volumes.
However, as she explained in the introduction (pp. XI, XV-XVIII), Ph. D. art
historians who did not continue to work as art historians after the comple-
tion of the Ph. D. dissertation are not included in the handbook (another 10),
nor are non-German art historians who went into exile from Nazi-occupied
Europe (4), nor those who emigrated without having finished their studies
(21), nor those who are more properly defined as archeologists or as special-
ists for Islamic Art (15). The many scholars with important contributions
to art history but without a formal training or education in art history (55),
art dealers without training (19), and the roughly 40 art historians whose
biography or fate is not known or researched well enough are likewise not
included in the handbook. Suffice to say at this point that 250 constitute
basically 1/4 (one quarter) of all art historians active in 1933,'2 and if these
additional 125 or 165 that were not included for the reasons given above
would also be included, we are much closer to 1/3 (one third) of the disci-
pline. As a matter of fact, since archival material that was unavailable for
decades has become accessible in the past years, as have genealogical da-
tabases, we can now certainly refine the criteria Wendland established and
followed, and augment and expand her data. The Diisseldorf art dealer Max
Stern, for example, that she had grouped in the category of “not having fin-
ished the studies,” had indeed received his doctorate from Bonn University

I Germanisches Nationalmuseum Niirnberg, Deutsches Kunstarchiv, Verband
Deutscher Kunsthistoriker, I, B-2/1.

12 According to Karen Michels, “Exil von deutschsprachigen Kunsthistorikern und
Kunsthistorikerinnen,” in: Metzler Lexikon Kunstwissenschaft, ed. U. Pfisterer, Stuttgart
& Weimar 2003, pp. 90-93, here p. 90; cf. M. Warnke, “Totalitire Ideologien und Kunst-
wissenschaft,” in: Metzler Lexikon Kunstwissenschaft, ed. U. Pfisterer, Stuttgart & Weimar
2003, pp. 357-359, here p. 358.
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(published in 1930)%, and is today without any doubt considered to have
been a persecuted professional.™

That having been said, the processes that started in 1933 and in 1945 are
not equivalent, and definitely do not mirror each other: following 1945, nei-
ther a 1/3 nor a 1/4 nor even 2% of the discipline were permanently excluded,
expelled and either murdered or forced into exile. The postwar years in both
East and West Germany, in both the Soviet and the American, British and
French zones, vehemently suggested and stressed discontinuity, while in fact
continuity prevailed.’ This continuity took many different forms and was
operative on many levels. In the West German Ministry of the Interior, the
percentage of former members of the NSDAP in the higher echelons (head of
division, and above) was continuously above 50% and reached a peak of 66%
in 1961.1

Very often, German art historians who had held official positions be-
fore 1945 would have to undergo a short phase of suspension, participated
in denazification processes that usually ruled them to be “bystanders” (“Mit-
laufer”) or exonerated them entirely, and would then reintegrate, like Kurt Wil-
helm-Kistner (1893-1976), professor in Miinster until 1936, in Greifswald
from 1937-1942 (being rector from 1938 to 1942), and in Hamburg from
1942-1945 and again from 1950-1966. This suspension was a long interval,
similar to Ernst Buchner, who had directed the Bavarian State Paining Collec-
tion from 1933-1945 and again from 1953-1957.

In other cases, such as Heiner Dikreiter (1893-1966), Director of the City
Art Gallery in Wiirzburg from 1941 to 1966, uninterruptedly, there was no
break. Similarly, Dagobert Frey (1883-1962) never stopped: after his profes-
sorship in Breslauw/Wroclaw from 1931-1945 so aptly analyzed by Sabine Ar-
end?, he went first to Vienna, then to Stuttgart, where he taught as a profes-
sor from 1951-1953 until he retired at the age of 70.

13 M. Stern, Johann Peter Langer. Sein Leben und sein Werk (Forschungen zur Kunst-
geschichte Westeuropas, Bd. 9), Bonn 1930.

4 Cf. <https://www.zikg.eu/projekte/projekte-zi/stern-cooperation-project> [accessed:
June 7, 2019].

15 K.-S. Rehberg, G. Panzer, E Volz, “Einleitung,” in: Beziehungsanalysen. Bildende
Kiinste in Westdeutschland nach 1945. Akteure, Institutionen, Ausstellungen und Kontex-
te, eds. G. Panzer, E Volz, K.-S. Rehberg, Wiesbaden 2015, pp.1-12, here p. 5.

16 Cf. Hiiter der Ordnung. Die Innenministerien in Bonn und Ost-Berlin nach dem
Nationalsozialismus, eds. E Bosch, A. Wirsching (Veroffentlichungen zur Geschichte der
deutschen Innenministerien nach 1945, Bd. 1), Gottingen 2018.

7S, Arend, Studien zur deutschen kunsthistorischen ,Ostforschung” im National-
sozialismus. Die Kunsthistorischen Institute an den (Reichs-) Universitdten Breslau und
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Moreover, Erika Hanfstaengl (1912-2003), assistant to Walter Frodl
(1908-1994) in the Operational Zone of the Adriatic Littoral in Udine
1943-1945, started to work for the American Central Art Collecting Point
in Munich only a few weeks after she had left her office in the south that
was also responsible for control and shipment of cultural artefacts looted
from Jewish owners. Even very high-ranking officials like Hermann Voss
(1884-1969), Hitler’s special representative for the new museum in Linz
(“Sonderbeauftragter des Fiihrers”) 1943-1945, did not experience serious
conflicts, but continued to work as an art historian, attributing works, ad-
vising museums, and receiving public funding from the German Research
Foundation from 1957-1964."% This enumeration could continue, and
would necessarily encompass all fields of the discipline, all institutions, all
media, and all levels.

What is to be learned from this autopsy? What does this assessment tell
us? Investigating the effects of “1945” for art history we need to acknowl-
edge the fact that the history of art history has not been critical enough.
Generations of scholars have overlooked the obvious, have omitted relevant
data, have not challenged - and this is the primary task indeed: to always
question traditional narratives and beliefs, customs and habits, myths and
legends - the existing historiography. To construct “1945” as a rupture,
break and disruption served the political purposes of distancing the postwar
society from National Socialism. Without any doubt, this suppression of
the past was successful.

The result of our investigation remains contradictory and unsettling,
however. To differentiate between what is known, what is believed, and
what really took place is a quintessential step. But this brief overview rais-
es an important question: If the continuity was so strong, ubiquitous and
overwhelming, why did Germany and German art history gradually change,
after all? When exactly did change occur, or start, and when did it become
manifest and perhaps irreversible? Was it during the 1950s, or only in the
1960s? Certainly, it was not in 1945.

Posen und ihre Protagonisten im Spannungsfeld von Wissenschaft und Politik, Diss. HU
Berlin 2009, online with almost 1000 pages and more than 4000 footnotes: <https://edoc.
hu-berlin.de/handle/18452/16871> [accessed: June 7, 2019].

18 K. Iselt, “Sonderbeauftragter des Fiihrers”. Der Kunsthistoriker und Museumsmann
Hermann Voss (1884-1969) (Studien zur Kunst, Bd. 20), K6ln, Weimar, Wien 2010.
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“1945” AS A TURNING POINT IN GERMAN ART HISTORY!?
CHALLENGING THE PARADIGM OF RUPTURE AND DISCONTINUITY

Summary

The historiographical article looks at “1945” as a turning point, inquiring whether the
end of both the Second World War and National Socialism also implied a radical break
for art history in Germany. In evaluating both contemporary perspectives (like Herbert
von Einem’s opening lecture of the First German Art Historians Meeting in 1948) and
recent historiographical studies, the paper questions the concept of “Stunde Null” or
“hour zero,” and intends to challenge the established paradigm of rupture and discon-
tinuity. Arguing for a more nuanced and holistic understanding of the transformation
processes in the postwar situation, three major reasons are identified why simplistic
categorizations often prevail: (1) a very narrow definition of the art historian in the his-
tory of art history, (2) the disjunction between the humanities and the larger political
context, which allow the individual to imagine himself/herself untainted and uncom-
promised by ideology, and (3) the high degree of continuity, in particular if compared
to the radical changes that took place in 1933. The article thus resumes that the idea
of “turning points” deserves further differentiation, and calls for the integration of the
political dimension into historiography. Essentially, the challenge remains to distin-
guish between factual processes, false or fraudulent labelling, and symbolic gestures.

Keywords:
Coming to terms with the Nazi past, historiography, history of art history (in Germa-
ny), issues of post-totalitarian academia, art and politics
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AROUND 1948:
THE “GENTLE REVOLUTION"” AND ART HISTORY

REVOLUTION: PLAYING A GAME WITH THE AUTHORITIES
OR EMBRACING AUTHORITARIANISM FOR THE SAKE OF SAFETY!?

Is it possible to visualize the Polish revolution which began in the 1940s
without referring to socialist realist pictures? After all, that revolution started
earlier than the rule of the socialist realism, thus the imagery of the post-thaw
(post-1955) period, closely connected with the Ecole de Paris, Picasso, and
the informel - a kind of mimicry which was supposed to show that nothing
happened! - can be considered the iconography of the triumphant quasi-com-
munist revolution in its local variety. The postwar Polish revolution was in-
separably related to modernity which I define, following Walter J. Adamson,
as cultural regeneration through searching for new values, and, following An-
thony Giddens, as an idea of the world open to changes brought about by hu-
man intervention.? On the one hand, the postwar period was marked by the
common effort to initiate reconstruction and regeneration, on the other, the
impoverished and traumatized society accepted the model of the authoritari-

I T am referring here both to Andrzej Leder’s book Przesniona rewolucja, and to Woj-
ciech Wtodarczyk’s argument. In his essay “Pie¢ lat,” Wtodarczyk wrote about a rapidly
growing split between culture and political experience when in the early 1950s art could
enjoy a little more liberty while political represion increased. See Zaraz po wojnie, eds.
J. Kordjak, A. Szewczyk. Warszawa 2015, pp. 33-34.

2 W. L. Adamson, “Modernism and Fascism: The Politics of Culture in Italy, 1903-
1922,” The American Historical Review 1990, 95(2), p. 360; Ch. Pierson, Conversations
with Anthony Giddens. Making Sense of Modernity, Cambridge 1998, p. 94. In general,
Giddens connects modernity with the West, see chapter “Is Modernity a Western Project,”
in: idem: The Consequences of Modernity, Cambridge 1990, pp. 174-176. Considering
Nazi and Stalinist totalitarianism as one of the dark aspects of modernism, he believes that
the integration of political, military, and ideological power to such an extent was impossible
before the rise of nation states (see Giddens, “Is Modernity a Western Project,” p. 8).
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an personality.® Detlef Oesterreich warned that autocrats seduce by promising
power and greatness,* while Hannah Arendt stressed the correlation of war
and revolution.®

Rolf Reichardt and Hubertus Kohle, analyzing the imagery of the French
Revolution, wrote about the seismic structural upheaval which combined
the revitalization of the traditional iconography by making the spectators
realize that the old Christian patterns did not match the new revolutionary
ideology, blurring the boundaries within the classic hierarchy of genres (his-
torical, genre, landscape, and portrait painting), the politicization of artists,
and the popularity of present day topics.® In Poland also Holy Mary changed
into a suffering Mother, and martyrs, no longer connected with the Catholic
Church, still spilled their blood. We had our revolutionary kind of blasphemy;
such as Mother with her Killed Son (1949) by Andrzej Wréblewski, who fol-
lowed iconography of the Pieta and lament over the victims of the revolution,
while Electra in the painting by Szczesny Kowarski played her old/new part
of watching the crimes committed for the sake of justice: it was already 1947
S0 it was probably patricide and fratricide made easy by the wartime violence,
and not the war itself which was already over.

The “gentle revolution”” developed its own persuasive and heterogeneous
visual convention which suggested that the new;, transformed motherland of-

3 See Th. Adorno, E. Frenkel-Bruswick et al., The Authoritarian Personality, New York
1950.

4 Qesterreich argued that even though Kant, Hegel, and Marx were interested in this
problem as well, the systematic study of voluntary obedience and submissiveness in both
small and large groups were conducted in the 20% century. See D. Oesterreich, “Flight into
Security: A New Approach and Measure of the Authoritarian Personality,” Political Psy-
chology 2005, 26(2), pp. 275-297. The question of the so-called authoritarian personality
has been discussed by the philosophers of the Frankfurt School (such as Adorno) and sci-
entists from Stanford University. Even though there are many opinions in this respect, and
they depend also on political views, the so-called authoritarian reaction is related to the
individual’s inability to cope with difficult situations has been often connected with passiv-
ity, sticking to fixed norms, and the reluctance to accept innovations. The received author-
itarian norms turn out to have much protective power, which is why people do not oppose
illegitimate control. Specifying situations in which a person may become autonomous or
develop an authoritarian personality and explaining authoritarian socialization, scholars
often stress the importance of economic conditions.

5 See H. Arendt, On Revolution, New York 2006.

6 R. Reichardt, H. Kohle, Visualising the Revolution. Politics and Pictorial Arts in Late
Eighteenth-Century France, trans. C. Attwood, London 2008, pp. 7-8 and 91.

7 A. Ostrowski, “Hugo Kotataj i tagodna rewolucja 1791 r.,” KuZnica 1945, 4-5, p. 11;
J. Borejsza, “Rewolucja tagodna,” Odrodzenie 1945, 10-12, rpt. Czas debat. Antologia kry-
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fered enough room for everyone. A good example was the use of both religious
and communist symbols at the meetings of Bolestaw Bierut and Wtadystaw
Gomutka with the people. The new imagery at its best was shown at the
Exhibition of the Regained Lands (in the West), where the avant-garde and
the socialist realism were brought together. Another typical instance of the
“gentle” approach was the so-called neoplastic room arranged by Wtadystaw
Strzeminski in the City Museum of £6dz, opened in April 1948, called by
Piotr Graczyk an “extraterritorial embassy of utopia”® and by Jakub
Woynarowski a “chapel of hermetic modernism.” As Woynarowski wrote,
it was an ideal model which perfectly expressed the “contradiction between
the desire to fossilize artifacts and a genuine need to liberate creative ener-
gy” combined with a rebellion against the building’s architecture.” Those two
cases exemplify two different revolutionary strategies: within an old building
in a historical style Strzeminski distinguished a separate ideal section which
suggested necessary liberating cuts in the outdated structures, while Jerzy
Hryniewiecki, the main designer of the Exhibition, created more penetrable
boundaries. Hryniewiecki was more open to diversity, which resulted in a dif-
ferent mode of transferring patterns — Strzeminski’s interior, focused on form
and the purely visual, was far from the plebeian idea of giving away souvenirs
that the visitors took home, identifying abundance (instead of discipline, as in
E6dz) with a new communist state.® Studying the imagery of the Wroctaw Ex-
hibition, one may quickly realize that it did not promote a clash of two artistic
doctrines: the socialist realism and modernism, as Piotr Piotrowski claimed
not long ago." In that context, the most unsuccessful was the communist
propaganda of the third important show of 1948 — the Cracow Exhibition of
Modern Art, organized by Tadeusz Kantor and Mieczystaw Porebski, which
favored the “individual experience of strangeness.”'?> One of the participating
artists, Janina Kraupe, made the following comment: “Actually Kantor lives
on the Moon and he hopes that the government will support a club of egoma-

tyki artystycznej z lat 1945-1954, vol. 1, eds. A. Pietrasik, P Stodkowski, Warszawa 2016,
pp. 21- 30.

8 P Graczyk, “Sala Neoplastyczna w £odzi,” Kronos 2015, 3 [MOBI file]: pp. 51-52.

9 J. Woynarowski, “Taksydermia,” Kronos 2015, 3, no pagination.

10" An affective interpretation of Strzeminski'’s art has been proposed by Luiza Nader in
her book Afekt Strzeminskiego. “Teoria widzenia”. Rysunki wojenne, Pamieci przyjaciét —
Zydéw, Warszawa 2018.

I See P, Piotrowski, Globalne ujecie sztuki Europy Wschodniej, Poznan 2018.

12 1. Bogucki, “Miejsce opuszczone przez dziecioty, czyli sztuka majaczenia i dyscypli-
ny,” Odrodzenie 1949, 5, rpt.: W kregu lat czterdziestych, Part I1I, ed. J. Chrobak, Krakéw
1991, p. 32.
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niacs.”’® At any rate, it was a grass root offer addressed to the authorities, with
large groups of workers, soldiers, and the so-called masses, as well as clearly
revolutionary rhetoric.'* Artists wanted changes and power: they wanted to
teach about historical determinism, while Kantor’s attempts to find artistic
hegemony abroad were an obvious effect of his failure to overcome modernist
individualism.

The symbol of the “gentle revolution” was Picasso, popularized in Poland
not because he was an outstanding artist, but because he was a member of the
French communist party.'® This proves that at least in the beginning the prag-
matic managers of the revolution did not want to win thanks to purely visual
forms: the widest range of the new revolutionary sensorium was presented
in Wroctaw, where there was much more than “pure” and “sophisticated” art.

Whoever wants to describe the Polish revolution, must use the relevant
theories developed in France and Russia (USSR) carefully. This is necessary
for at least two reasons: first, because of the coexistence of different strata
- in the postwar Poland the local needs and postulates of regeneration were
imposed on the imperial logic of the relentless “perekovka’!¢ (violent trans-
formation), and second, because the basic terms and concepts related to both
strata in Poland and the Soviet Union were understood differently, regard-
less of all the correspondences. A possible way out of at least some problems
would be to avoid explanations referring to the received binary oppositions
and replace the ethically engaged concepts of victims and persecutors with
a more neutral concept of players. In the common field of perekovka and re-
generation binary oppositions are out of the question, and what is more im-
portant, this field is just a fragment of the field of art right after the war that
neither aspires to represent all of it, nor limits itself to what Maria Dabrowska
called in her Przygody cztowieka myslgcego [Adventures of a Thinking Hu-
man Being| “neotelimenism.”” Drawing an outline of a small common area
(even if it turned out to be a trap) would make the revolution visible earlier,

13 Janina Kraupe's letter to Lila Krasicka of November 29, 1948, in: I Wystawa Sztuki
Nowoczesnej pieédziesigt lat pézniej, ed. M. Swica, Krakéw 1998, p. 200.

4 Probably by no accident, the Cracow Exhibition of Modern Art was opened during
the unification congress of the communist and socialist parties. See Zaraz po wojnie, p. 39.

15 See “O$wiadczenie Pabla Picassa,” Kuznica [£6dz], 1945, 1, p. 21. Picasso confessed:
“T became a communist because communists are the bravest people in the Soviet Union,
France, and my home country. I have never felt so free, never been so much myself as now;
after joining the party.”

16 This Russian noun derives from the verb “to forge” [kovat’].

17" A reference to Telimena, a character from Adam Mickiewicz’s narrative poem Pan
Tadeusz (1834). [M. W]
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already during the war and right after it, while the art historian operating in
that area would become a participant-observer. I was inspired to propose this
idea after I came across a study by Maciej Szymanowicz, who showed how the
conservative Poznan pictorialists anticipated the Stalinist structures.’® The
publications of Karolina Zychowicz and Szymon Kubiak prove the Western
European importation of the socialist realism, leaving no doubt that the in-
filtration of communism and the implementation of the socialist realism did
not come only from the East.!” The so-called “gentle revolution,” a stage so far
neglected by art historians,?® allowed many heterogeneous institutions and
individuals to exist and work, so that, when the authorities took more radical
steps, when the “indulgent” were replaced by hard liners inspired by the Soviet
model, a large number of culture managers and art historians, from the an-
archist left to the authoritarian and nationalist right, found positions in the
new power structure and contributed to the reconstruction of the devastated
country. What is more, all of them believed to have been the co-founders of
that new structure through which the state decided to support financially dif-
ferent grass root initiatives. A moderate cultural program with strong nation-
al overtones, combined with convincing financial promises, attracted to the
communist power structures not only the left. Thus, the “gentle revolution”
turned out to be a truly Machiavellian move resulting in the dissemination of
power, which made it easier to centralize it in due time. In my opinion, the
received idea, still widespread in Poland, that the evil regime was visualized
by the ugly socialist realism is childish. It is a dream of historical innocence
and purity: evil made visible by magic can be simply rejected, e.g., isolated in
the Koztéwka museum. The handy scapegoat created a mirage, cast a spell
under which it was easier — and prettier - for us to live. After the so-called
“thaw;” Picasso and the Ecole de Paris, intensely present at the “gentle” stage,
were allowed to return. The iconography of the revolution was associated
only with the socialist realism connected to the USSR, even though it was

18 According to Szymanowicz, the idea of Polish homeland photography, derived from
the Heimatphotographie, formulated before World War IT and continued after 1945, did not
take into account all the “inconvenient” aspects of the German program, “connected with
the Nazi race theory.” M. Szymanowicz, Zaburzona epoka. Polska fotografia artystyczna
w latach 1945-1955, Poznan 2016, p. 69. The founding of institutions by photographers,
who were perhaps both pragmatists and authoritarian personalities formed by fear and
anxiety, is definitely connected with the idea of economic basis as a condition of liberty.

19 See K. Zychowicz, Paryska lewica w stalinowskiej Warszawie, Warszawa 2014;
Sz. P. Kubiak, Daleko od Moskwy. Gérard Singer i sztuka zaangazowana, Szczecin 2016.

20 One of few exceptions is the exhibition in the Warsaw Zacheta gallery, Zaraz po
wojnie (2015). See footnote 1 above.
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the painting of the Ecole de Paris which best expressed the victorious stage of
the revolution, cynically blurring its Soviet inspiration. That strange mixture
of helplessness, pragmatism, good intentions, and self-mystification became
an ethical platform of the intelligentsia for many years to come. In fact, the
argument of the aestheticization of the revolutionary experience corresponds
with a general diagnosis of Donald Preziosi that art history is a product of the
aestheticization of social life and satisfying social needs.?! As a result, how-
ever, no remedy for social engineering was developed, i.e., there was no thor-
ough analysis of the passage from modernism to communism, even though
historical models of such analysis were available: after World War I, since in
Italy modernism paved the way for fascism. This comparison seems to make
sense for what connects the two situations is the experience of war — according
to Walter L. Adamson, the political situation brought about by the Great War
was “revolutionary” in many respects, favoring the politicization of modern-
ism and connecting it with regenerational violence.??

Zarys dziejéow polskiej historii sztuki [An Outline History of Polish Art
History] by Adam Bochnak, published in 1948, listed few scholars interest-
ed in modern art. Among them there was, of course, Jan Botoz Antoniewicz,
about whom Bochnak wrote that “several months before his death, he spoke
at the opening of the Formist exhibition with such an insight in the inten-
tions of the adherents of expressionism and cubism that everyone was im-
pressed by the acumen of that sixty four-year old connoisseur of the Renais-
sance.”?® Bochnak argued that Polish art historians were actually right not to
have made Botoz Antoniewicz’s dream about a wider scope of their research
come true, but concentrated “first of all on the history of art in Poland, ver-
nacular or imported, seldom choosing topics that were not related to their
homeland.” According to Bochnak, Botoz Antoniewicz’s program proved
unreal because Polish art historians “could not work without direct access
to the object of study on site,” which would require much traveling and long
sojourns abroad. Therefore, he explained, instead of the Lvov option, the Cra-
cow option of Marian Sokotowski was adopted, i.e., studying the works of
art available in Poland. “Sokotowski’s program passed the test of time and is
still inspiring today,” concluded Bochnak, although he added that Sokotowski
“had spent many years abroad,” but still, having returned, published a long
study Ruiny na Ostrowie Jeziora Lednicy [Ruins of the Lednica Lake Island].

21 See D. Preziosi, The Art of Art History. A Critical Anthology, Oxford 2009, p. 495.

22 See W. L. Adamson, Avant-garde Florence. From Modernism to Fascism, Cambridge,
MA, 1993, pp. 219-227.

23 A. Bochnak, Zarys dziejéw polskiej historii sztuki, Krakow 1948, p. 29.
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Consequently, Bochnak decided that in 1948 the most urgent task of Polish
art history was to finish an inventory of all historical monuments and only
after that time would come to work on more comprehensive studies. As one
of major problems of art history he mentioned the “problem of the unique-
ness of our artistic production,” arguing that “only a comparative method,”
stressing its relations with foreign art, was appropriate.>* On the one hand,
Bochnak pragmatically limited the scope of research, but on the other, taking
into consideration obstacles in traveling and everyday hardships, he wanted
art history students to acquire possibly the widest knowledge of European art.
For instance, in the academic year 1947/1948 he lectured on the Flemish art
of the Baroque.?®

THE ART HISTORIAN AND MASSIVE EXPROPRIATION:
AMBIVALENCE IN THE VERY HEART OF THE ETHOS

In the programs of reconstruction and projects of reorganization of artistic
life which were publicized right after the war the question of property was not
mentioned. Jan Zachwatowicz, who wrote that the nation and its culture were
one, and that since Poles “could not accept the ruin of their cultural monu-
ments, we would rebuild them from scratch to leave to the next generation
their form which, even if not authentic, would be accurate — as preserved in
our memory and available in historical records,”?® knew that his idea was
probably not compatible with the law: “Legal protection is above all prohibi-
tions which do not create, but regulate. It is then not by means of prohibitions,
but with a positive, vital program that we will make the question of historical
monuments crucial.”?” Tadeusz Dobrowolski hoped that a new kind of hu-
man being would appear: “Museums must meet the needs of people shaped
by the wrong norms of social life, culturally passive, and mentally lazy. The
people must also show more initiative and make an effort to wake up from
mental inertia.”>® Those Promethean words, increasing the gap between the

24 Tbidem, p. 62.

25 See A. Bochnak, Malarstwo flamandzkie XVII wieku: Rubens — Jordaens — Van
Dyck: wyktady uniwersyteckie z r. 1947/48, Krakow 1949.

26 J. Zachwatowicz, “Program i zasady konserwacji zabytkéw,” Biuletyn Historii Sztuki
1 Kultury 1946 (June), p. 48.

27 Ibidem, p. 50.

28 T. Dobrowolski, “Zagadnienie muzealnictwa,” Biuletyn Historii Sztuki i Kultury
1946 (December), 3-4(8), p. 162.
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“space of experience and horizon of expectations,”* so characteristic of the
modern mentality, were written only two years after the land reform which
theoretically consisted in dividing landed property into smaller, mostly pri-
vate farms, but in practice it meant also re-appropriation of movable property
as well, since one state proprietor of the land and all economic resources made
it easy to develop new visions. Zachwatowicz made his statement already af-
ter President Bolestaw Bierut’s decree of October 26, 1945, which in its Para-
graph One read as follows: “To ensure a rational reconstruction of the Capital
and its development according to the needs of the Nation, in particular to use
the land without delay and properly; all the land within the limits of the city
of Warsaw becomes, on the day of the present decree’s issue, property of the
community of the city of Warsaw.”?°

Consequently, even though the problem of the ownership of works of art
is more general, after the revolution in Poland it acquired a specific charac-
ter, which is why requires a separate analysis, taking into consideration also
the question of continuity that dates back to the times before World War II.
Many experts considered the prewar decree of the President of the Polish Re-
public of March 6, 1928, concerning preservation of historical monuments,
no longer adequate,®' and they wondered how to open in regenerated Poland
a museum housing European masterpieces “without big state spending or no
state spending at all, and without violating the legal principles guaranteed by
the Constitution,” which resulted in introducing “the obligation to show the
works of the old masters to the public” after their obligatory registration.3?
The freedom of will, understood as an opposition to the historically valid law;
is impossible without a revolution. No doubt, building in Warsaw wide ave-
nues instead of narrow streets which demanded respect for property rights, or
the reconstruction of the Warsaw Old Town implied a factor of necessary and
irresistible change. It was a way to restore justice, justified by the chances of-
fered by the revolution. Zachwatowicz wrote: “In its restored majesty, the his-
torical monument must become alive and perform a social role as a necessary
element of a settlement, with its full appeal [to the public|.”?* The revolution-

29 Reinhart Koselleck’s concepts of the Erfahrungsraum and the Erwartungshorizont,
referred to by Habermas. See J. Habermas, The Philosophical Discourse of Modernity, trans.
E G. Lawrence, Cambridge, MA, 1990, p. 12.

30 Dziennik Ustaw 1945, no. 50, item 279.

31 The President’s decree allowed the state to expropriate the owners of land on which
historical monuments were discovered, as well as owners of the monuments themselves.

3 H. Gotlib, ,Projekt ustawy o przymusie wystawiania obrazow dawnych mistrzow,”
Gtos Plastykéw 1932, 4, p. 50.

33 Zachwatowicz, “Program i zasady konserwacji zabytkéw,” p. 48.
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ary space of reconciliation as the old form and its new content related to every-
day life (Zachwatowicz claimed that monuments must regain “everyday life
in a carefully designed, proper architectural form”34) was supposed to be quite
different from the ceremonial and ostentatiously vertical, foreign form of the
Soviet-built Palace of Culture [in Warsaw], cancelling all that was before. That
space was based on the visual, on form, but it was a new form — a new function
of the old form that could actually illustrate the change. The form made vio-
lence less painful since it made the new look familiar. The goal of revolutions
- French, Russian (October), and Polish (in progress) — was a transformation
of social relations, resulting in the rise of the new man (homme nouveau).
The scholarly and social neutralization of expropriation favored the new
man’s birth: already in November 1944, on the Zamoyski’s estate in Koztéw-
ka a museum was opened in the palace.?> Another example was the evaluation
of the Potocki’s collection, appropriated by the state in October 1946, after
the security police found it hidden in a monastery.3® Kazimierz Malinowski
(1907-1977), then the custodian and deputy director of the National Muse-
um in Warsaw, a graduate of the University of Poznan and soon, since 1948,
director of the Wielkopolskie Museum which was to be renamed as the Na-
tional Museum in Poznan,?” who evaluated the Potocki’s collection of paint-
ings, argued that it was not a result of some particular aesthetic needs, since
a big set of family portraits shows that its major goal was to commemorate
family members and thus record the “continuity of the family, so important
in the past.”?® In the same text, considering the nineteenth-century portraits,
Malinowski claimed that because of its popularity the portrait painting never
played an artistically important role, as the “history of art recorded only the
names of the avant-garde artists.” He added that it was not the fault of the Po-
tockis, however, “if they had been motivated not so much by the wish to com-

34 Tbidem.

35 Zaraz po wojnie, p. 10.

36 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich zabezpieczonych przez wtadze
bezpieczenstwa przed wywozem za granice [exhibition catalog, November-December
1946], Muzeum Narodowe, Warszawa 1946. The authors of the catalog were: Kazimierz
Malinowski (painting), Maria Mrozinska (miniatures), Marisa Suchodolska (prints),
Stanistaw Gebethner (decorative art), Jozef Jodtowski and Stanistaw Gebethner (historical
relics and jewellery). In an annex to the catalog one could find information about the legal
aspect of the “collection’s appropriation,” including not only the postwar decree of March
1, 1946, but also the prewar President’s decree of March 6, 1928.

37 H. Kondziela, “Malinowski Kazimierz (1907-1977),” in: Polski Stownik Biograficz-
ny Konserwatoréw Zabytkéw, fasc. 1, Poznan 2000, pp. 47-49.

3 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich, p. 3.
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memorate their relatives, but rather by the need to possess a valuable painting
collection, their portraits would have had eternal value and would not have
been reduced after several decades to simple illustrations of the taste of the
time.”* One might say that having been asked by the security police for an
opinion, an art historian, a scholar with some “exegetic and cryptographic”
experience, was able to demonstrate his independence even when he wrote in
the catalog that the “Security Authorities were alert,” helping the nation pre-
serve its treasures,*! although on the other hand the same “Authorities” were
busy not only doing that kind of job. Such a rescue transaction was possible
thanks to the support of the academia which neutralized or perhaps appre-
ciated the presence of the works of art in the museum even when they were
placed there by hook or by crook. The question of ownership was irrelevant
to scholars who examined the development of a particular form and asked
questions about the historical significance of a given item, since the work of
artis a bearer of “specimen data” in a specific “interrogative field.”*> The mod-
ern idea of transferring a large number of artworks which, having lost their
habitat, were placed under new conditions to educate citizens belongs both
to the Revolution, and to the Academia with its “laboratories of knowledge,”
i.e., the privileged institutions of research, entitled to ask appropriate ques-
tions. Suggesting that the security authorities confiscated personal family rel-
ics, Malinowski was even able, as an expert, to discuss the appropriation of
the collection as such. Still, classifying the Potockis’ portraits as little value
items which belong to the decorative art section, illustrating the history of
costumes, he pointed rather at the universalism of art history which could de-
cide that any family memorabilia might become museum exhibits treated, re-
gardless of their original function, as a document - in that case, of the history
of costumes. The pride of the academic discipline that liberates objects from
their old, particular identity to make them submit to the universal scholar-
ly procedures can be seen also in reference to the “replicas or contemporary
copies” of Raphael, Andrea del Sarto, and Giorgione, as having some artis-
tic and didactic significance, they were purchased as authentic “and only the
precise expertise of our times allowed us to classify them as works of lesser
masters.”*3

3 Ibidem, p. 16.

40 D, Preziosi, “The Question of Art History,” Critical Inquiry 1992, 18(2), p. 374.

4 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich, p. 55.

42 Both terms are coinages of Donald Preziosi. See: Preziosi, “The Question of Art His-
tory,” p. 375.

43 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich, p. 5.
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In the same publication, Stanistaw Gebethner tried a strategy of preserv-
ing the national heritage, describing a collection of ornate belts: since the pre-
war collection of the National Museum was destroyed, the appropriated set
was “unique of its kind in Poland.”** In a way then, after the national apoca-
lypse the nationalization of private collections became self-evident at least for
some intellectuals. Including works of art in the space of academic art history
and applying to them expert procedures was so important because ultimately
it could be used to annul property rights. Consequently, scholarship was used
by the revolution, while modernity, thanks to its teleological model of history,
succeeded in “closing off the future as a source of disruption.”*> On the other
hand, the “spell of the historical necessity”*® allowed art historians not only
to ignore the revolution, but also to turn it into mobilization for the sake of
noble civic duty. Giving up the part of the legislator and satisfied with that of
the interpreter, the art historian resolved to play the part of Hermes in a para-
medic’s uniform, without eliminating from his horizon another world which
theoretically could be saved only because of that. Establishing his autonomy;
the paramedic-hermeneut paradoxically confirmed his rejection of tradition
and the authoritarian self-proclamation of his unique position that could be
granted only by himself.

Supporting modernity, the art historian accepted the Enlightenment ide-
als of separation-specialization, of which Habermas wrote so much later, try-
ing to deal with the errors and misfortune of modernity, defined by him as
the rise of three autonomous spheres (institutional fields of activity): science,
morality and law, and art, each with its own specific set of rules. In the sphere
of art, Habermas specified the problem of modernity as an expert, and thus
self-constituted, approach to culture and institutionalization of the goal-ori-
ented, rational administrative activity resulting in the universalization of
norms and a new mythology in the service of ideas. In his opinion, a way out
of this could be a communication-oriented model of action, coordination of
the individual plans of interaction participants, and the renouncement of
privileges. Giddens wrote about functional specialization and an expert sys-
tem which one trusts, being unable to verify it. This leads to the nullification
of social relations depending on the immediate context, i.e. the separation of
time and space and the so-called disembedding of the social system.*” The
impersonal nature of expertise made the expert operate in abstract time and

4 Tbidem, p. 2.8.

45 Habermas, The Philosophical Discourse of Modernity, p. 12..

4 Arendt, On Revolution, p. 47.

47 A. Giddens, The Consequences of Modernity, Cambridge 1991, p. 21{f.
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space, undetermined by any specific context or locality, out of here and now,
i.e., first, he abandoned the local tradition, and, second, put himself above the
vulgar appropriation made by security police, even though - which a genuine
paradox - their mutual relation must have been based on the Giddensian trust
as a catalyst of symbolic exchange. That trust did not rely on the experts’ be-
lief in moral honesty, but only on the correctness of principles. In totalitarian
or quasi-totalitarian regimes, whenever the principle of trust was violated as
well, both the symbolic means of exchange and the belief in the correctness
of principles were challenged. If the internal referentiality of the constructed
norms and standards of expertise has no relations outside a definite specialist
sphere - in other words, if it ignores God or the idea of God, as well as concrete
people living here and now - then an expert system transferred into abstract
time and space starts to serve itself. Art has to be redefined, irrevocably turn-
ing into an element of a closed expert system that has a rationale only as long
as it serves the authorities and not people in a definite time and space. De-
scribing the Potockis collection with the axioms of his discipline, the scholar
achieved rational coherence and maximum certainty as regards his conclu-
sions. Under the circumstances, he could be much more certain than if he
considered the collection as family property important at specific moments of
the family life. The weaknesses of modernism are obvious in their universal
aspect, but in reference to the system implemented in Poland after World War
IT one might say that they became outright tragic. I recognize its tragic features
in the inner tension of art history torn between the intention to focus on the
national option, i.e. serving the local community traumatized by the war, and
the hope that it would be possible to do it without subverting the expert foun-
dations of the discipline that separated art from the people. Fortunately, in the
communist Poland the system was not quite self-contained although the rela-
tion “structured by the system of reciprocally interlocked perspectives among
speakers, hearers, and non-participants”*® could not come into being as the
decimated bourgeoisie was dependent on the ubiquitous power of the state
and landowners lost their property to the rhetorically constructed “people.”

FOLK ART AND ART BRUT-IN SEARCH OF COUNTER-HISTORY
If we agree with Foucault that the writing of history was long related to

the rituals of power and became a kind of ceremony that legitimated and con-
firmed them as a discourse of splendor, then the role and way of represent-

48 Habermas, The Philosophical Discourse of Modernity, p. 297.
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ing the object of power turns into crossroads: we may choose between Livy
and The Bible.* Folk art is today the object of interest of the critical folklore
studies which analyze its “ability to decisively contribute to the critique of
power and the dominating or oppressive habituses” and the rhetoric of folk-
lore which contributes to the constitution of social order.>° It must be remem-
bered that the concept of “primitivism,” related to folklore, was connected to
an ideological construct that justified imperial conquest,’! implying a differ-
ent approach to time and history. Thus, a critical history of folklore has been
written by those who do not trust the progeny of Livy. Among them there
is also Piotr Korduba who aptly analyzed a combination of modernity and
the local “primitivism.” The title of his book, Folklore for Sale [Ludowo$¢ na
sprzedaz|, indicates that the author does not ignore the problem of the in-
strumentalization of folk art and considers it in the contexts of the ideas of
economic development, taste, and social order. Korduba shows many kinds of
contextual involvement, writing, e.g., about folklore as a fad, the Secession or
Art Deco “stylization” in the context of budding avant-garde movements, the
development of tourism and the wish to experience something “authentic,”
the connection of folklore with anti-machinery movements that contested in-
dustrial progress and the city as an alleged cause of moral degradation, the vil-
lage poverty that preserves tradition and the related ethnographic idea of the
apotheosis of artistic isolation opposed to encouraging intelligentsia to buy
folk artifacts and decorate with them their apartments, which was supposed
to help villagers become more affluent, brain addling by cottage industry, and
finally, the role of state institutions which took up the role of tradition keep-
ers already before World War I1.°2 One might say that Korduba managed to
demonstrate what Livy would have most likely done with folklore: according
to the book’s title and the author’s assumptions, it is not folklore’s “bibli-
cal history,” though a comprehensive critique of folklore for sale definitely
opened some space for its counterhistory (to use Foucault’s term once again).

What interests me at the point of contact between folk art and the idea
of the art brut which appeared right after the war is then the function of me-
mory — not as preventing oblivion, but as showing what, according to Foucault,

49 See M. Foucault, ,Society Must Be Defended.” Lectures at the Collége de France,
1975-1976, trans. D. Macey, New York 2003, p. 65{f.

50 S, O. Gencarella, “Constituting Folklore: A Case for Critical Folklore Studies,” The
Journal of American Folklore 2009, 122,(484), p. 173.

51 M. Antliff, P Leighten, “Primitivism,” in: Critical Terms for Art History, eds.
R. S. Nelson, R. Schiff, Chicago 2003, p. 217.

52 See P. Korduba, Ludowosé na sprzedaz. Towarzystwo Popierania Przemystu Ludo-
wego, Cepelia, Instytut Wzornictwa Przemystowego, Warszawa 2013.
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“has been carefully, deliberately, and wickedly misrepresented.”>* Korduba
writes, with the words of Helena Schrammowna (d. 1942), about the tension
between enlightening the people and making the intelligentsia aware that edu-
cation may result in the folk artist’s loss of his or her original skills.>* A sur-
prising conclusion drawn by Korduba from his analysis of the concept of folk
art in the interwar period stresses the crucial role of the state both before and
after the war in the support of the folk industry. The centralized and monopo-
listic character of that support “which put the folk industry under the state’s
control both in financial and artistic terms fostered the adjustment of the pre-
war experience to the postwar organization of that control in the communist
Poland.”*> However, before dealing with the mutual favors that the commu-
nist state and the anti-communist intelligentsia were doing to each other as
regards the folk art, I want to discuss the search for the so-called “authentic”
folk culture, taken up after the war by scholars all over Europe in the context
of the decomposition of the imperial superpowers and the colonial oriental-
ization and exoticization of the folk culture. A relevant example may be the
sojourn of Claude Lévi-Strauss in New York (1941-1945), when he developed
an interest in non-professional art and in whatever had nothing to do with
the “cultural industry” according to Adorno - particularly significant were the
anthropologist’s relations with surrealists and Native Americans. Inventing
structural anthropology and a non-hierarchical idea of art, Lévi-Strauss used
the surrealist idea of “bizarre combinations,” drawing on his strolls along the
streets of immigrant New York, Roman Jakobson’s lectures in which the lin-
guist minimized the role of the author, the inspirations by the Northwest
Coast Indian Gallery founded by Franz Boas in the New York Museum of
National History, and the art of prison inmates.* Having returned to Paris, he
joined the Compagnie de I'art brut and saw the exhibition L’Art Brut prefée
aux arts culturels (1949, Galerie René Drouin).

53 Foucault, “Society Must Be Defended,” p. 72.

54 Korduba, Ludowo$¢ na sprzedaz, p. 60, 65.

55 Korduba, Ludowos$¢ na sprzedaz, p. 132. Although Korduba does not inform the
reader whether Polish folk art sold by the Cepelia used the patterns characteristic of the
ethnic groups that lived in the prewar Poland, it seems that the postwar geography was “nat-
uralized,” focusing on the regions of Podhale and central Poland. If it was so, then the new
“nation” and “people” were constructed according to the post-Yalta political logic which
required loyalty to the USSR and forgetting about the eastern side of Bug river.

56 K. Minturn, “Dubuffet, Lévi-Strauss, and the Idea of Art Brut,” RES: Anthropol-
ogy and Aesthetics 2004, 46, pp. 247-258. See also: J. Clifford, “On Collecting Art and
Culture,” in: Out There: Marginalization and Contemporary Cultures, eds. R. Ferguson,
M. Gever et al. Cambridge, MA, 1992, p. 156ff.
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More or less at the same time, from December 1948 until February 1949,
the Musée National d’Art Moderne showed the Exhibition of Polish Folk Art
and Artistic Industry [Wystawa Polskiej Sztuki Ludowej i Przemystu Arty-
stycznego), organized by the Office for the Control of the Aesthetics of Pro-
duction [Biuro Nadzoru Estetyki Produkcji], founded by Wanda Telakowska.
Surely, for Dubutffet the art brut was not connected with production at all: it
brought hope to overcome national conflicts and historical conditions, and as
such can be approached in the context of T. J. Demos’s “aesthetics of home-
lessness” as the last “other” of modernism.>” Even though today we tend to
criticize the stereotypical “other” and his or her pathology which made him/
her different from the “normal” artist,® as well as Dubuffet’s innocent idea of
the art brut, at the particular historical moment right after the war at stake
was the inclusive character of European culture and art that would not impose
patterns of domination,® i.e. opposition to the authoritarian conceptions of
modernity. That critical aspect was characteristic not only of the art brut, but
also of the Cobra group (1948-1951) and those of its members who were later
to start the situationist movement. Foucault writes about counterhistory in
connection with its potential “of deciphering, the detection of the secret, of
the outwitting of the ruse, and of the reappropriation of the knowledge that
has been distorted or buried,”®® and with its revolutionary dimension. On the
other hand, it may be worthwhile to find out whether the vernacular, Pol-
ish “primitivism” was used as an Aesopian language of counterhistory — for
the time being, one may argue that such a line of reasoning was definitely
not adopted by Polish art historians. “Folklore for sale” is a genuine paradox,
a continuation of the prewar discourse of the authorities taken over by the
communist state and its postwar revolution. With his rhetoric of the folk na-

57 Minturn, “Dubuffet, Lévi-Strauss, and the Idea...,” p. 255, 258.

58 See The Artist Outsider: Creativity and the Boundaries of Culture, eds. M. D. Hall,
E. W. Metcalf, Jr., Washington 1994; G. A. Fine, Everyday Genius: Self-Taught Art and the
Culture of Authenticity, Chicago 2004; D. Wojcik, “Outsider Art, Vernacular Traditions,
Trauma, and Creativity,” Western Folklore 2008, 67(2/3), pp. 179-180.

5 A relevant example in this respect is a series of assemblages for which he used caught
butterflies. Their mass killing for artistic purposes was a provocation: according to the logic
of modernity, it might seem absurd, i.e. economically useless, unmotivated, just as the idea
of making pictures of humans turning similar to insects, which - in terms of the Bateso-
nian mimicry, characteristic of defenseless creatures, revealed their miserable helplessness.
However, the meaning of all those devices was a polemic with the idea of the “people” en-
gaged in instrumentalizing projects, see S. K. Rich, “Jean Dubuffet: The Butterfly Man,”
October 2007, 119, pp. 46-74.

¢ Foucault, “Society Must Be Defended,” p. 72.
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iveté, Dubuffet criticized the rational project of modernity with its patterns of
domination. He believed in a “wild,” untamed idea of culture, shared also by
the surrealists, which had emancipatory, revolutionary potential eliminated
by the ordered education favored by the Enlightenment.®' Moreover, visiting
Africa, Dubuffet never thought about drawing on the Gallic art since that
would mean for him an obvious correspondence with the Nazi ideology of
Blut und Boden. Thus, the art brut may be interpreted as a kind of counter-
history of which a relevant example in Poland might have been an approach
of Aleksander Jackowski, with its climax in an exhibition called Others [Inni],
held in the Warsaw Zacheta gallery in 1965.6?

Including, wrote Jackowski, the “spurned” and the “unnoticed” became
possible thanks to the changes in art,* yet he had no intention to challenge
its hierarchy. He preferred to call the “others” amateurs, dilettanti, “Sunday
painters” or primitivists, though the term “others” was the most appropri-
ate since they had their separate inner worlds that made them different from
the folk artists who lived in particular regions of Poland, such as Podhale
or Kurpie. The “others” were not connected by any bonds, which Jackowski
showed by including the whole spectrum “from the art bordering on folklore
and church patron’s festivals ... through ... amateurs from suburbs and small
towns, miners, workers, and craftsmen,” as well as the mentally disabled who
used art to express their suffering. Indeed, the misfortunes that the “others”
experienced must have been shocking: usually born in utmost poverty, tor-
mented by depression, “epilepsy and the symptoms of somnambulism,” sick
and handicapped, lonely and broken, they did not know their fathers fallen
in the war, received only elementary education because “they had to work to
help their grandparents” or the sick mother and siblings. They sometimes
lost their jobs, fired for striking, old and tired, unable to keep working, “just
taking care of the garden.”®* Thanks to the label of “otherness,” in the times
of “scientific atheism” the Zacheta gallery could show religious visions. Be-
sides, it became possible to find some idiom for the art of Maria Blumenfeld,
a nurse and mistress of Jerzy Panek, inspired by the art brut, and let all the
artists listed in the catalog speak with their own voices, even though they
were processed by the art gallery, an institution of modern art. Theoretically;
letting Blumenfeld express herself meant sending the spectator to a different

¢l L. Shiner, The Invention of Art: A Cultural History, Chicago 2001, 14, pp. 9-151.

& On the exhibition, see: G. Switek, “Inni’ w kanonie nowoczesnosci,” in: Polska —
kraj folkloru?, ed. J. Kordjak, Warszawa 2016, pp. 171-179.

63 A. Jackowski [untitled], in: Inni. Od Nikifora do Glowackiej, ed. A. Jackowski [exhi-
bition catalog|, Warszawa 1965, [unpaginated].

¢4 Biography compiled on the basis of biographical notes included ibidem.
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world which had no legitimacy and could refer to the history that favored vin-
dication and insurrection, but the two worlds could meet only within a ver-
tical hierarchy. One might say that the concept of the “other” introduces the
third voice, contrasting with the idea of “folklore for sale” discussed by Kor-
duba, which is located in the framework of the centralized state control and
the ethnographic procedure of regional studies. Jackowski’s “others” were not
a model for the nation’s regeneration since the origin of their art was often
a disease. Jackowski connected what the British and Americans call “prim-
itivism” which, according to David Maclagan, persecutes European culture
from its inside, and the “outsider art” which refers to that culture’s inside.®®
Yet, even though Jackowski’s “others” seem to have been an attempt to work
through the trauma of the Nazi exhibitions of the “degenerate art” in the
1930s, one must realize that those artists first of all deserved sympathy (of
which Dubuffet definitely did not think), and, what is more, the vernacular
“primitive” should be publicized and protected, but within its institutional
position it was obviously culturally helpless and marginalized.® The intimate
details of those artists’ biographies turned them into a sort of medicalized and
class-positioned menagerie, fortunately, however, that ambivalent picture was
disguised by the surprising and carefully arranged design of the show: on the
floor, all over the exhibition space, full size photos of the artists were placed
so that, writes Gabriela Switek, the “spectators kept moving among [them] ...
almost immediately getting in touch with the ‘others.””¢” Still, that did not af-
fect the ideological superstructure: the “folked” [uludowieni] “others” (Joanna
Kordjak’s coinage®®) repeated and confirmed all the hierarchies based on the
binary rhetoric of the “civilized” vs the “primitive,” speaking the mythic idi-
om independent of history - they belonged to the lower classes (evidently, no
degraded aristocrat decided, out of despair, to become an artist®), and there

65 D. Maclagan, “Outsiders or Insiders,” in: The Myth of Primitivism. Perspectives on
Art, ed. S. Hiller, London and New York 2005, p. 18.

6 In this context, I find interesting Piotr Juszkiewicz’s distinction between two ap-
proaches to folk art in the communist Poland: ethnographic (protective) and modern. They
assumed different “relations between folk art and high art and popular culture, with em-
phasis on the protection of traditional forms against a pernicious influence of contempo-
rary civilization and modern culture.” See P. Juszkiewicz, “Ludowe, dzieciece, prymitywne,
nowoczesne,” in: Polska — kraj folkloru?, p. 194.

67 Polska — kraj folkloru?, pp. 177-178.

6 Tbidem, p. 23.

% The only middle-class exception was Irena Trzaskowska, born in Lutsk and after
the war living in Cracow, working also as a model in the Cracow Academy of Fine Arts. Her
father was a military officer and her mother a dentist. The domination of the working class
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were relatively many women among them (after all, “the female and the male
are like nature and culture”’?). Even the rituals of Hruszka’s group, which,
as the founder himself explained, derived from the “errors of the monks of
Jasna Gora,” observed by him directly in their monastery, were shown in the
convention of cheap sensation (trance “convulsions”) and in the context of
“offending religious feelings,” rather unusual in the communist Poland, that
ended with a lawsuit a long time before, in 1912. Besides, when one remem-
bers that the Cepelia [chain of stores selling folk art items — M.W.| became
a social enclave offering jobs to the intelligentsia, former landowners, and
aristocrats, since ladies from the high society guaranteed “good manners and
the command of foreign languages,””! the class context of the Inni exhibition
turns out unquestionable. Thus, although the relations between folk art and
the art brut require more analysis, one may provisionally conclude that the
postwar continuation of close ties connecting the state and folklore — a dream
of the nineteenth-century political activists about the resurrection of the Pol-
ish state and a “stake in the game,” as Foucault would have put it - meant in
the field of art adopting autocratic practices. We still cannot be sure, however,
whether what was really at stake was defeating in that game the communist
authorities.

CONCLUSION

Bochnak’s pragmatic program of focusing only on Polish art and the pa-
rallel fall of the “iron curtain” resulted in a disaster that he could not predict:
two generations of art historians were educated looking at black and white
reproductions, Polish art history became parochial, elitist access to inter-
national scholarship was available only to a few individuals, and only those
world trends of modern art were tolerated which were accepted by official ex-
perts who used the discourses approved by the state. Since Polish society was
ethnically monolithic, studying Polish art meant getting used to monopho-
ny. The denazification of Germany made it open to modern art from abroad
(welcomed to Germany, Nam June Paik and John Cage “prepared” their im-
pressive pianos), widespread interest in art brought about the aestheticization
of the system and its submission to scientific rationalization and autocratic
management. Despite the social revolution, the class division into ethno-

in the so-called naive art is evidently an ideological construct. See K. Piwocki, Dziwny $wiat
wspbiczesnych prymitywoéw, Warszawa 1975, p. 12.

70 Critical Terms for Art History, p. 220.

"t Korduba, Ludowos¢ na sprzedaz, p. 149.
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graphy and high art was not subverted - it was a genuine paradox that Poland,
a “people’s republic,” had to learn to challenge the separation of fine arts mu-
seums from the ethnographic ones from the so-called West. Close relations of
art and the state, so desirable right after the war, are unfortunately, per fas et
nefas, still crucial for Polish culture since after 1989 the range of diversifica-
tion has not been too wide. Almost all private galleries are still highly depen-
dent on state subsidies as the post-communist nouveaux riches did not learn
in the post-communist schools what they could do to open their minds, take
up challenges, and do something for the common good. For Malinowski, the
work of art was material evidence in the interrogative field (an independent
Iocus of human creativity and aesthetic expression as well as a demonstration
of human culture”) where certain questions, legitimized by the tradition of
art history, were formulated. The placement of the work of art in that field was
its ultimate objective, while the problem of ownership did not belong to the
problematic of research in that laboratory space. The private use of artworks
by the Potocki family and their secondary, particular functions (religious prac-
tices, entertainment, various everyday activities, and commemorating ances-
tors) should succumb to the authority of scholarship. One may assume that
the revolution could provide new evidence and examples thanks to which the
narratives of art history would become more and more perfect. For Jackowski,
those “others” in the gallery provoked questions concerning their actual pres-
ence: full size photos were a compromise between the “human zoo,” discredited
in ethnography, and their total absence and appropriation of their voices by
objective scholarship. In contrast to the separation of individual proprietors
from their artworks, implied by art history, to offer them to the people, eth-
nography made it possible to reveal the broken connections. There was, how-
ever, one obvious condition: it was the people who were offered both to mod-
ern art and to scholarship, while the ethos of ethnography allowed to liberate
human sensitivity from the fetters of the academia and pointed at the revo-
lutionary potential not only in looking forward, but also backward, which is
a fundamental idea of modernity. Jackowski evaded the taxonomic structures
of art history with their usurpation of universal knowledge, but the narrative
which it produced turned out to be an aesthetic monophony of mourning.
Even though consequently art sided with religion and magic as well as par-
ticular, individual life interests, not just with scholarship despite its focus on

72 This is how exhibits in traditional exhibitions are defined by R. B. Phillips, in: eadem,
“Disrupting Past Paradigms: The National Museum of the American Indian and the First
Peoples Hall at the Canadian Museum of Civilization,” The Public Historian 2006, 28(2),
p.79.
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the “savage mind,” the exhibition resulted in a unified assemblage of specific
media accepted by art history: paintings and sculptures. Thus, ultimately the
“others” were reduced to the familiar.

The art historian is a child of his or her times. Hiding an ideological back-
ground behind noble slogans, fabricating qualitative differences between in-
dividuals and communities by the Enlightenment, universalist idea of art,”
and the production of knowledge bereft of the religious initiation’* are only
some of the objections formulated against art history that appeared soon after
the period under scrutiny. In the communist Poland the art historian played
the role of a filter of the omnipotent state, disguised as an expert and a scholar.
Yet under an autocratic regime, the filter of good taste does not mean good
education, but a gag. After 1989, it was forgotten that after 1945 the ethos
of modernity was developed in a series of extremely difficult choices of the
“lesser evil”: the revolution was naturalized only because it was visualized by
the Ecole de Paris. Still, the basic strategy of revolution in art usually con-
sists in giving new meanings to old forms. Focused on the analysis of form,
art history was unable (did not want to? could not?) to analyze the changing
meanings of the same forms which underwent a semantic change during the
Polish revolution. Why do we not try to show the complexity of the network of
meanings? Historians are educated to be judges. Art historians, additionally
or on the contrary, must be aesthetes.

Finally, one may ask a question whether the postwar dilemmas of art his-
torians could be found in a nutshell in the prewar considerations of the young
scholars who after 1945 were bound to determine the evolution of the disci-
pline. A female student of art history at the University of Poznan described in
her journal the impressions after her visit to the poor districts of the city of
Lublin during an academic field trip in 1939: “Dark streets with no sidewalks,
houses in ruin, built chaotically, sometimes one on another, attached to steep
slopes ... from them one could smell bad food, washed underwear, filth, and
utmost poverty ... thin Jewish kids were chasing each other on cobblestones,
shouting.” That student, Aniela Stawska (1918-1997), who after the war be-
came the custodian of the Department of Polish Painting of the 16%-18% Cen-
tury, wrote that Zdzistaw Kepinski, M.A., who was also there, did his best to
persuade the group that those picturesque views were “just like Siena” so that
eventually the future art historians watched miserable life as a “theatrical per-

73 See Preziosi, The Art of Art History, pp. 497-500.

74 C. Farago, “Silent Moves. On Excluding the Ethnographic Subject from the Dis-
course of Art History,” in: Art History and Its Institutions. Foundations of a Discipline, ed.
E. Mansfield, London-New York 2002, pp. 192-193.



Around 1948: The ,Gentle Revolution” and Art History 157

formance.” In her journal, Stawska also wrote significantly that most likely
none of the members of the student group would dare to live there, and even
if that would have happened, none of them would muster enough courage or
strength to “appreciate the picturesque quality of those places.” Sensitive to
poverty as she was, Stawska continued: “Apparently I will never be a good art
historian. I am unable to stop thinking about those places, and what is even
worse, I don’t know if I can cope with that experience for myself, in my own
life? ...””> No doubt, her unusual sensitivity denied the autonomy of the pure-
ly visual tradition of art history to such an extent that she did not believe to
become a good art historian. Her pensée-corps, as Lyotard put is decades lat-
er, exposed itself to sense data and to concrete experience, which turned out
a wound. Kepinski, a future director of the National Museum in Poznan and
a university professor, did not react to that experience, even though already
before the war, as Stawska mentioned in her diary, he was considered a “dan-
gerous man” since his views were hyper-liberal and generally “subversive.”
“Not a word about religion, but some communist ‘hanky-panky’ for which he
was once almost locked up.”’¢ The war did not allay that youthful anxiety -
quite on the contrary, it made it even more acute. Still, the definition of “good
art historian” did not change for a very long time.
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AROUND 1948: THE ,GENTLE REVOLUTION” AND ART HISTORY
Summary

Just like after World War I Italy experienced a transition from modernism to fascism,
after World II Poland experienced a passage from modernism to quasi-communism.
The symbol of the first stage of the communist revolution in Poland right after the war,
the so-called “gentle revolution,” was Pablo Picasso, whose work was popularized not
so much because of its artistic value, but because of his membership in the commu-
nist party. The second, repressive stage of the continued came in 1949-1955, to return
after the so-called thaw to Picasso and the exemplars of the Ecole de Paris. However,
the imagery of the revolution was associated only with the socialist realism connected
to the USSR even though actually it was the adaptation of the Ecole de Paris that best
expressed the revolution’s victory. In the beginning, its moderate program, strongly
emphasizing the national heritage as well as financial promises, made the cultural
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offer of the communist regime quite attractive not only for the left. Thus, the gentle
revolution proved to be a Machiavellian move, disseminating power to centralize it
later more effectively. On the other hand, the return to the Paris exemplars resulted in
the aestheticization of radical and undemocratic changes. The received idea that the
evil regime was visualized only by the ugly socialist realism is a disguise of the Polish
dream of innocence and historical purity, while it was the war which gave way to the
revolution, and right after the war artists not only played games with the regime, but
gladly accepted social comfort guaranteed by authoritarianism. Neither artists, nor art
historians started a discussion about the totalizing stain on modernity and the exclu-
sion of the other. Even the folk art was instrumentalized by the state which manipu-
lated folk artists to such an extent that they often lost their original skills. Horrified
by the war atrocities and their consequences, art historians limited their activities to
the most urgent local tasks, such as making inventories of artworks, reorganization of
institutions, and reconstruction. Mass expropriation, a consequence of the revolution,
was not perceived by museum personnel as a serious problem, since thanks to it muse-
ums acquired more and more exhibits, while architects and restorers could implement
their boldest plans. The academic and social neutralization of expropriation favored
the birth of a new human being, which was one of the goals of the revolution. Along
the ethnic homogenization of society, focusing on Polish art meant getting used to
monophony. No cultural opposition to the authoritarian ideas of modernity appeared
- neither the Ecole de Paris as a paradigm of the high art, nor the folklore manipulated
by the state were able to come up with the ideas of the weak subject or counter-his-
tory. Despite the social revolution, the class distinction of ethnography and high art
remained unchanged.

Keywords:
revolution, art after 1945, communism, autocracy, folklore



KaTARINA KOLBIARZ CHMELINOVA

UNIVERSITY ART HISTORY IN SLOVAKIA AFTER WWII
AND ITS SOVIETIZATION IN THE 1950S"

World War IT dramatically altered the face of Europe, and university edu-
cation in Slovakia, again part of Czechoslovakia, did not escape its influence.
Many decades have passed, but our knowledge of these issues still contains
gaps. This is due to the fact that the nature of the material studied resembles
a murky quagmire. The text that follows is the very first attempt to present
in greater detail the extent and character of changes in university art history
instruction in the socialist era of the Czechoslovak Republic, i.e. up to 1960.
Like it or not, we are its heirs, and the roots of the present system of uni-
versity teaching of this discipline stretch all the way back to that time. This
contribution represents an in-depth probe into the postwar efforts to build
a new university foundation and system of art history instruction in Slova-
kia within the Czechoslovak Republic and its sovietization. It focuses on the
extent and character of changes reflected in the composition of programs of
study, the organization of extra-curricular activities and the politically un-
stable composition of the art history faculty members. Its core is particularly
constituted by transformations in pedagogical processes from the early 1950s
in the period of the communist regime consolidating its hold. It is also based
on the study and comparison of hitherto-unprocessed sources from various
universities and state and private archives, and their classification in terms of
known historical facts. The issues are primarily considered as an expression
of an independent social and cultural system and not from the aspect of the
negatively simplifying concepts of totalitarianism.! The aim of this text is to
broaden the factual basis and existing overview of knowledge of art history

* T would like to express my gratitude to Alexandra Kusa (Slovak National Gallery
Bratislava), Eva Kowalska, Marina Zavacka and Adam Hudek (Slovak Academy of Sciences
in Bratislava) for their kind consultations at the beginning of my research.

! Seee.g. S. Kotkin, Magnetic Mountain: Stalinism as a Civilization, Berkeley-Los An-
geles-London 1997.
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in Slovakia in the form of a case study. Opening up a new subject also rep-
resents a contribution to the growing discussion on the postwar sovietization
of Czechoslovak cultural policy in its Slovak variant.?

After WWII, art history as a university field of study was available in Slo-
vakia only at the Slovak University in Bratislava, which was its provisional
name during the time of the First Slovak Republic. The university reverted
to its original name, Comenius University, in 1954.3 Frantisek Zakavec es-
tablished the Seminar of Art History* at the university in 1923 and was his
head until his death in 1937.° In contrast to the Czech Republic, where on
November 17, 1939 all Czech universities were closed and only four German
universities remained active, university education in Slovakia was not inter-
rupted.® Nevertheless, the Slovak University in Bratislava was forced to follow
the political-ideological dictates of German culture policy on education, as
well as the nationalist tendencies in society at the time.” (ill. 1)

On the eve of WWII, the Seminar of Art History struggled with the same
staffing issues which had existed from the very beginning. Solutions were
nothing more than provisional throughout the war, and the administrative
management of the Seminar was repeatedly replaced. First, it was Jan Eisner,

2 An extensive publication concerning art and Stalinist cultural practice in Slovakia
was published recently: A. Kusd, PreruSend pieserni. Vytvarné umenie v ¢asoch stalinskej
kulttirnej praxe 1948-1956, Bratislava 2019. Ad transformations in university study in the
Stalinist era see S. Gabzdilova, Ako sme Studovali v totalite. Vysokoskolské vzdeldvanie na
Slovensku pod ideologickym diktdtom Komunistickej strany Ceskoslovenska 1948-1953,
PreSov 2018.

3 95+ Dejiny umenia na Univerzite Komenského v Bratislave, eds. K. Kolbiarz Chme-
linov4, K. Betiov4, Bratislava 2018, p. 63, 66.

4 Seminar dejin umenia /Seminar of Art History was a coeval title for the individual
part of the Faculty structure teaching art history field of study before conversion to a de-
partment.

5 95+ Dejiny umenia..., p. 63. On E Zakavec’s life and art history work see: I. Ciu-
lisova, Dejepis umenia na Slovensku. Vybrané kapitoly, Bratislava 2011, pp. 17-19.

¢ A. Hudek, “Sovietizicia pracovisk historickej vedy na Univerzite Komenského v 50.
rokoch,” in: 95 rokov Filozofickej fakulty UK, Pohl'ad do dejin institticie a jej akademickej
obce, eds. M. Slobodnik, M. Glossov4, Bratislava 2017, p. 324; J. Connelly, Captive Univer-
sity: The Sovietization of East German, Czech, and Polish Higher Education, 1945-1956,
The University of North Carolina Press 2000, pp. 16-17, 118.

7 B. Koklesov4, “Seminar dejin umenia v rokoch 1939-1945,” in: 95 rokov Filozo-
fickej fakulty..., pp. 306-322. The authoress has endeavored to delineate the means by
which the German ideology was implemented in universities and to characterize the
transformation that the education of humanities and social sciences underwent in the
official political order.
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1. Comenius University in Bratislava, Faculty of Arts and Faculty of Law, seat of Art History
Subdepartament in the 1950s. Photo: Olja Triaska Stefanovic

a professor of Prehistoric Archeology. He was replaced in the 1940/1941 aca-
demic year by Branislav Varsik, a professor of General History, who was suc-
ceeded by Andrej Mréz, a professor of the History of Slovak Literature (from
1942/1943). However, the executive duties fell on the shoulders of Eugen
Dostél, an art history professor from the University of Brno, and a student of
the famous Max Dvoidk.® When he suddenly died in 1943, it was clear that
he, like his predecessors, had not managed to prepare a much-needed suc-
cessor and thus he did not leave a deeper mark on art history instruction in
Slovakia. Although the Czech art historian Viclav Mencl was granted an as-
sociate professorship at Comenius University in 1938, he and his wife Dobro-
slava, an expert in Slovak architecture, were forced to leave Slovakia because

§ J. Bakos, “Pribeh zakliatej vednej discipliny. Seminar dejin umenia na Bratislavske;j
univerzite”, in: Pocta Vdclavovi Menclovi. Zbornik $tudii k otdzkam interpretdcie stre-
doeurdpskeho umenia, Bratislava 2000, p. 11. The article is a key text on the history of the
Department of Art History at the Faculty of Arts at the Comenius University in Bratislava.
For the list of lectures on art history by Prof. Dost4l in Bratislava, see the academic year
1941/1942 in: 95+ Dejiny umenia..., p. 95.
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of the war.? Jozef Cincik, a Ph.D graduate from the University of Bratislava,
did not participate in its educational mission. Although he was appointed
professor of Art History by President Jozef Tiso in 1945, he emigrated the
very same year.' Apart from the aforementioned educators, students interest-
ed in art history could meet with young AlZbeta Giintherovd Mayerova. As
a former student of the Seminar, she served as a part-time museum lecturer
along with other jobs. Her work at the university was apparently related to
Prof. Zakavec’s absence due to his illness and his eventual departure shortly
before the war. She was appointed Lecturer of Museology at the Faculty of Arts
of the Slovak University in December 1940. Subsequently, she had to under-
go a political examination proving her non-Jewish origins in order to retain
the position until 1952." (ill. 2) Although she lectured on only two courses
a year related to museology and monument preservation practice, they were
mostly the only art history-related courses available after the death of E. Dos-
tal.’? The Seminar of Art History at the Slovak University was continuously
offered during the war, but only to a limited extent. According to the course
schedule from the 1944/1945 academic year, the only two courses related to
art history were taught by AlZbeta Giintherovd Mayerova: Monument Pres-

° Ciulisova, Dejepis umenia..., p. 28. He was expected to start in the winter term
1938/39, nevertheless in 1938 he returned to Czechia. For more information, see: Pocta
Vidclavovi Menclovi. Zbornik $tudii k otdzkam interpretdcie stredoeurépskeho umenia,
eds. D. Botutov, S. Orisko, Bratislava 2000. After the war he temporarily returned to the
university in Bratislava. 95+ Dejiny umenia..., pp. 67-68, 96.

10 1 OKkal, Dr. Jozef Cincik. Putnik dvoch svetov, Ontario 1980.

1 K. Kolbiarz Chmelinov4, “The pedagogical activity of AlZbeta Giintherova-Maye-
rova (1905-1973) at the Comenius University.” The manuscript of the lecture that revised
the hitherto knowledge was presented at the Faculty of Arts at the Comenius University on
March 20", 2019 and will be published in Ars 1/2020. For an earlier comprehensive article
on Giintherova-Mayerovi, see: Stretnutie so Zivotom a dielom Alzbety Giintherovej-May-
erovej (1905-1973). Zbornik prispevkov z kolokvia Umelecko historickej spolocnosti Slov-
enska 27.11.2003, Bratislava 2003.

12 E. Sef¢dkovd, “Alzbeta Giintherova-Mayerova — Zivot a dielo,” in: Stretnutie so
Zivotom..., p. 25, footnote 41. Progress reports indicate that she lectured in Conservation
and Installation Works in Museums and Determining Genuinity of Art Works in 1942/43,
Sculpture Techniques and Heritage Preservation in 1944, and Basic Terminology of Col-
lecting and Museology and Development of Styles in Visual Art in 1946. A manuscript of
the lecture on sculpture and its techniques from 1945 is in the Archiv vytvarného umenia
Slovenskej narodnej galérie v Bratislave / Archive of Visual Art of the Slovak National Gal-
lery in Bratislava (AFA SNG BA), Osobny fond A. Guintherova-Mayerova, sign. 10 E 342,
I.. Peterajova, “Posobenie Alzbety Glintherovej-Mayerovej na Vysokej $kole vytvarnych
umeni,” in: Stretnutie so Zivotom..., p. 100.
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ervation and Techniques in Sculpture and
Monument Preservation with field trips.'
The Seminar suffered from a severe lack
of staff, which was only alleviated by tem-
porary solutions. Unfortunately, the fate of
art history in Slovakia in the interwar and
war periods was mainly about the efforts of
a few enthusiastic intellectuals rather than
ideas and doctrines.™

There were no dramatic changes im-
mediately following the war. Professor An-
drej Mraz, a literary researcher of repute,
was still officially the head of the Seminar
of Art History after 1945.'5 Apart from
Alzbeta Giintherovd Mayerova - still an
associate lecturer — art history in 1946 and
1947 was covered by Valér Aurel Zavarsky,
a Jesuit priest.'® The first three years after
the war were tranquil, as the organizational structure of the university man-
agement and the system of the pedagogical work essentially remained unal-
tered. Even the post-war political screening processes at the university had
only a moderate impact, as the faculty representatives from the war period
could not be accused of direct Fascist collaboration due to their attitude.”” In
general, unlike in East Germany, efforts to restore and fill the academic po-
sitions in former Czechoslovakia, as well as in Poland was successful.’® The
Commission of the Slovak National Council for Education and National Edi-
fication, established in 1944, was then the central managing body of the edu-

2. Alzbeta Guntherova Mayerova.
Photo: ADAH FA CU BA

13 Registraturne stredisko Filozofickej fakulty Univerzity Komenského v Bratislave /
Registrar office of the Faculty of Arts Comenius University in Bratislava (RO FA CU BA),
Slovenska univerzita v Bratislave, Soznam 0s6b, ustavov a Statnych skuSobnych komisii
podla stavu na zaciatku $tudijného roku 1944/45 a Soznam prednasok, ktoré budu v zim-
nom semestri §tudijného roku 1944/45, p. 42 and 146. Lectures lasted one hour and took
place on Friday afternoons at the Seminar of Archeology at 12 Safarikovo Square in Bratislava.

4 Ciulisova, Dejepis umenia..., p. 46.

15 Bako§, “Pribeh zakliatej vednej discipliny,” p. 11; 95+ Dejiny umenia..., pp. 67-68.

16 1. Bakos, Situdcia dejepisu umenia na Slovensku, Bratislava 1984, pp. 180-181. More on
Zavarsky see: Zivot a dielo P Valéra Aurela Zavarského SJ: konferencia pri prileZitosti nedoZitych
stych narodenin, Bratislava 23. septembra 2005, eds. I'. Csontos, A. Piatrova, Trnava 2005.

7 Hudek, “Sovietizacia pracovisk...,” p. 342; Gabzdilova, Ako sme Studovali v totalite,
pp. 19-20, 63, 76-77, 81.

18 Connelly, Captive University..., p. 4.
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cational system in Slovakia. According to the KoSice Government Program, it
was to be an equal partner with the Ministry of Education and Edification in
Prague, but from 1946 it was subordinated to the Ministry."”

Nevertheless, undoubtedly the most momentous event was the Victorious
February of 1948, resulting in the Communist’s seizure of power in Czecho-
slovakia, the transformation to totalitarian rule and the nation’s official join-
ing of the Soviet Bloc.?® At the beginning of 1948, Czechoslovakia was the last
country within the Soviet sphere of influence that was not under the decisive
dominance of Communist power, but the February Communist coup d’état
changed all that. Its impact affected the entire society and left a significant
mark on art history at the University of Bratislava.?! The Communist leaders
appointed their sympathizers to positions regardless of their age or experi-
ence. In 1948, Prof. Mraz, who provisionally led the Seminar of Art Histo-
ry, was replaced by the 32-year-old Jaroslav Honza-Dubnicky, a structuralist,
and a disciple of Eugen Dostal and Jan Mukatovsky.?? Other educators active
in the Seminar were Vladimir Wagner, Vaclav Mencl (ill. 3), briefly return-
ing on a part-time basis, and AlZbeta Giintherovd Mayerova as a lecturer.?
The extent of art history lectures at the university grew considerably.>* Due
to political interventions, however, the hope of meaningful progress with the
abovementioned pedagogical teams in the field of art history rapidly faded. In
1949, Assoc. Prof. Dubnicky repudiated his pre-war work in art history in an
expression of self-criticism inspired by the results of the 9% Congress of the
Communist Party. On Party orders, he left the Seminar of Art History. In 1950,
he became a dean of the Faculty of Arts and ceased his activity in art history:.
Nevertheless, as the Dean and Head of the Department of General History
and Archeology, he, along with Milo§ Gosiorovsky, another new ‘ideologically
mature’ faculty member, became two of the most significant representatives
of Marxist historical science of the subsequent period.25

19 Gabzdilova, Ako sme Studovali v totalite, pp. 8-15.

20 Compare with Connelly, Captive University..., p. 30; P Hiibner, Nauka polska po
Il wojnie swiatowej. Idee i instytucje, Warszawa 1987, pp. 12-22.

21 Bakos, “Pribeh zakliatej vednej discipliny,” p. 12.

22 Tbidem, p. 12 referred to as a head of the Seminar of Art History, and in the coeval
record only as a member. Compare 95+ Dejiny umenia..., pp. 65-66. More on Dubnicky —
1. Ciulisov4, Dejepis umenia..., pp. 60-61.

23 Tllustrative syllabi in: 95+ Dejiny umenia..., p. 96.

24 Tbidem.

25 J. Hudek, “Persondlna politika na historickych katedrach Univerzity Komenského,”
in: idem, Najpolitickejsia veda. Slovenskd historiografia v rokoch 1948-1968, Bratislava
2010, pp. 106-107.
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After 1948, profound changes in
the structure of university education, as
well as in the pedagogical teams, were
evident in all of the Eastern and Central
European countries of the Soviet Bloc.2¢
The aim of these changes was to emu-
late as closely as possible the system of
higher education of the Soviet Union
with its subservience to the government
apparatus. The Communist parties in
these countries gained control over the
management of schools and universi-
ties; they appointed rectors, introduced
instruction in Marxism-Leninism and
followed the Soviet model. Local differ-
ences, however, led to discrepancies in
the implementation of the Soviet model
and to divergent processes of self-So-
vietization. In the same year, univer-
sities in Czechoslovakia saw a forma-
tion of studentocratia, where committees of students approved directly by
the Czechoslovak Communist Party were formed to carry out the political
screening of their classmates and teachers.?” Although Czechoslovakia was
a unified country, the destructive impact of these purges in the period short-
ly after 1948 was not as harsh in Slovakia as in the Czech lands. For a brief
moment, it seemed that we would be more inclined toward the Polish model
rather than the Czech model.?® Generally, in Czechoslovakia, the interest of

3. Vaclav Mencl. Photo: ADAH FA CU
BA

26 Connelly, Captive University..., pp. 126-127.

27 Hudek, “Persondlna politika na historickych katedrach...,” p. 105. More in J. Jares,
“Indiferentni — moznost pfevychovy!” Cile tzv. studijni provérky na vysokych Skolach
a jejich realizace,” in: M. Cerna, J. Cuhra akol., Provérky a jejich misto v komunistickém
vlddnuti. Ceskoslovensko 1948-1989, Praha 2012, pp. 20-53. Political examinations
through an executive committee governed by the Central Executive Committee of the Na-
tional Front were stricter in relation to assistants working at universities than to professors,
due to their closer contact with students. Hudek, “Sovietizicia pracovisk...,” p. 344, foot-
note 14.

28 Hudek, “Sovietizicia pracovisk...,” p. 342; P Hiibner, Polityka naukowa w Polsce
w latach 1944-1953. Geneza systemu, vol. I, Wroctaw—Warszawa-Krakéw 1992, pp. 336—
449; Connelly, Captive University..., p. 4, 10.
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Party leaders in university education was minor.?’ This was a result of their
strong ‘anti-intellectualist’ attitudes and the absence of a clear, coordinated
university policy at the top level of the Communist Party. In contrast to Po-
land, there was no attempt to adopt a new higher education act until 1950.3°
Although transformations in the university system were prepared in 1948,
adjustments at lower levels of study were a priority.®!

In November 1950, Jaroslav Honza-Dubnicky, the dean of the Faculty of
Art, described the faculty as an ideological institution with the task of devel-
oping high-profile experts and strong supporters of Marxism-Leninism.?? Si-
multaneously, the Czechoslovakia Act No. 58/1950 on Higher Education was
passed. The following two years witnessed a radical (self)-Sovietization of the
scientific - research base, which had an effect on the position and function-
ing of universities in Czechoslovakia.3? It occurred in a three-stage process.
Firstly, the implementation of the new Higher Education Act enforced central
governing through the authorities of the Communist Party of Czechoslova-
kia. The State Committee for Higher Education Institutions, which was es-
tablished by the state, provided proposals to the minister for the management
of universities, faculties and their newly constituted departments, as well as
departments and scientific institutes themselves, and decisions concerning
the competence and scope of activities of professors and associate professors,
became the key element of the reform. Following the Soviet model, changes
to the internal structure of faculties and new departments were also imple-
mented at the beginning of the 1950/51 academic year.?* As a result, the Sem-

29 Hudek, “Sovietizacia pracovisk...,” p. 346.

30 Connelly, Captive University..., pp. 55-56, 62-63. After 1948, in Czechoslovakia
limited reforms were designed to bring the university closer to the mode of production.
They had not been properly implemented by 1950, when modes of production became
a compulsory part of syllabi.

31 Gabzdilova, Ako sme Studovali v totalite, pp. 8-15, 19. As opposed to the Czech
Republic, the overall changes in the school system in Slovakia were introduced with the
aim of achieving a “unified school” since its nationalization in 1944 and 1945. This was
followed in 1948 by a nationally applicable act on the basic arrangement of a unified school
system. However, the changes were only related to lower levels of study. J. PSenak, Pramene
k dejindm Ceskoslovenského skolstva (od. r. 1918-1973), Bratislava 1977, pp. 11-17,57-91.

32 Archiv Univerzity Komenského v Bratislave / Archive of the Comenius University
in Bratislava (A CU BA), fond: Zapisnice zo zasadnutia Akademického senatu 1949-1950,
Referat J. Dubnického 13.11.1950

3 Collection of Laws of the Slovak Republic. Act No. 58/1958, https://www.slov-lex.
sk/pravne-predpisy/SK/Z2Z/1950/58/19660501 (15.5.2018); Gabzdilova, Ako sme Studovali
v totalite, pp. 27-30; Hudek, “Sovietizacia pracovisk...,” p. 347.

34 954 Dejiny umenia..., p. 66.
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inar of Art History lost its independence. It remained under the broad field
of study of Art Sciences and was subsequently assigned to the Department
of Art Sciences with Prof. Bako$ as its head.?® The preparation of new plans
and curriculums of study, as well as study and examination regulations, all
approved by the Minister, also related to the changes. Based on the resolu-
tion of the Central Committee of the Communist Party of Czechoslovakia,
the teaching of Marxism-Leninism became compulsory in 1951-1952.3¢ Sec-
ondly, following the Soviet model, there was an effort to restrain universities
from science research and publishing; these activities would be carried out
by the academies of sciences. Universities, and faculties of arts in particular,
were expected to concentrate on pedagogical and political-educational tasks
designed to create a Marxist intellectual elite.?” The third and crucial part of
the Sovietization process was the new, Stalin-initiated round of purges aimed
at eliminating enemies of the regime.?® In Slovakia, they took the form of the
struggle against bourgeois nationalism, particularly against intellectuals, and
in compliance with the instructions which arose from the aforementioned
9th Congress of the Czechoslovak Communist Party in 1950, they were di-
rected not only against students but also lecturers, who were perceived as the
weakest, Marxist-ignorant elements of the new university system. As part of
the process, all of the employees of the Faculty of Arts of the Slovak Univer-
sity had to participate in humiliating expressions of self-criticism. This was
done publicly (June 23th, 1950) and its goal was to expose deficiencies in the
functioning of faculties in terms of Marxism and republic-building. Shortly
afterwards, as a result of the conference of art historians and art theoreticians
in Bechyné in 1951, Stalinist ideology was elevated to the level of the law on
art history.*® Its conclusions were discussed in June of the same year at regular
ideological meetings of the Sub-department of Art History at the University
of Bratislava.*® Moreover, the evolving Stalinist regime after 1948 brought

35 Ibidem. The published list of lectures includes an option to study art history in 1952
at the Department of General History, Archeology and Ethnology with Dubnicky as princi-
pal. In the minutes from the meetings of departments, however, art history is recognizably
a part of the Department of Art Sciences. Compare RO FA CU BA, Fond A II/1, A5 Zapisni-
ce zo zasadnuti Katedry vied o umeni 1951-1959.

36 Gabzdilova, Ako sme Studovali v totalite, pp. 116-19.

37 Hudek, “Sovietizacia pracovisk...,” p. 348.

3 Hudek, Najpolitickejsia veda..., p. 106.

3 1. Ciulisovd, “Lesk a bieda slovenskej kunsthistorie II (Slovensky dejepis umenia
1948-1968),” in: eadem, Dejepis umenia na Slovensku, p. 61.

40 RO FA CU BA, Fond A 1II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959. Spréava o ¢innosti subkatedry dejin vytvarného umenia za letny semester 1951.
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a significant change in the social standing of art historians, which was mani-
fested in its degradation and in many cases manipulation.*!

The Department of Art Sciences, like others, functioned and was regulat-
ed in accordance with pre-designed quarterly, and later semiannual plans.*
Minutes from sessions of the Department of Art Sciences, particularly the
Sub-department of Art History, provide insight into the implementation of
the new processes of (self)-Sovietization in the functioning of art history.*?
The sessions, often lasting several hours, with agendas comprising issues
related to staffing, management and education, typically commenced with
a thematic, ideological - political discourse. Particular attention was paid to
the analysis of the pedagogical activities of every member in the form of crit-
icism and self-criticism; not even the heads of the departments and sub-de-
partments were spared. As of January 1951, the aforementioned criticism and
self-criticism of lectures was supposed to be a subject of meetings at the trade
union level and only later at the department level. The same applied to the
criticism of the plans of study** In the Sub-department of Art History at that
time, this took on an informative and formal character, as illustrated by the
self-criticism of Assoc. Prof. Wagner (ill. 4) from March 1951.45 He pointed
out the lack of the Sub-department’s technical and spatial facilities and his
own struggle in search of the appropriate implementation of Marxism-Lenin-
ism in art history. The governing, controlling mechanism of the criticism of
the lectures favorably reflects the concentrated interest in issues of didactics
at the university (such as supervising the content of textbooks, required sylla-
buses, the functioning of the courses and their guides, discussions on plans of
study or the sharing of experience from exams). The mechanism, which with
time and increasing audiences, as well as discussions on its implementation
at higher levels, e.g. the entire Department of Art Sciences, was transformed
into a potential danger for a pedagogue. At the time of the implementation
of this process, all of the educators of art history in Bratislava were employed
elsewhere in or outside the city, which was one of the reasons for scheduling
the sessions in the evenings. Students were recommended to also attend the
lectures by Karol Vesely at the Academy of Fine Arts and Design. In coopera-

4 Tbidem, pp. 62-63.

42 RO FA CU BA, Fond A 1II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959. Zapisnica zasadnutia z 26. januara 1951.

4 ROFA CU BA, Fond A II/1, A5 Zépisnice zo zasadnuti Katedry vied o umeni 1951-1959.

4 Compare with RO FA CU BA, Fond A II/1, A5 Zépisnice zo zasadnuti Katedry vied
oumeni 1951-1959, Zapisnica z 26.1.1951.

45 RO FA CU BA, Fond A 1II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951-
1959, Zapisnica zo 17. marca 1951.
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tion with Zvdz slovenskych vytvar-
nych umelcov (the Alliance of Slovak
Visual Artists) the students were giv-
en an opportunity to visit studios and
thus get a feel for the contemporary
art scene.

The minutes from the session
of the entire Department of Art Sci-
ences in May 1951 provide a useful
source of information.*® At the begin-
ning, Assoc. Prof. Wagner, the head of
the Sub-department of Art History,
commented on cosmopolitanism and
bourgeois nationalism in art in con-
nection with decadent tendencies. In
accordance with contemporary cul-
tural policy, he stated that overcoming 4. Vladimir Wagner. Photo: AFA SNG BA
these tendencies would be the only
way to establish socialist realism. He
criticized Slovak artists such as Tudovit Fulla (1 1980) and Mikul4a§ Galanda
(T 1938) as being infected by decadent art from the West. Quoting from the
source: Galanda displays the quiet sadness of a bourgeois cosmopolite, Sokol’s
work (he left Slovakia in 1948 and never returned), which was interpreted as
progressive, displays false revolutionary spirit, formalism, and a crude carica-
ture of the working class...*” The discussion that followed was extensive and
Prof. Mikula$ Bakos, the head of the Department, praised Wagner’s attitude
toward the avant-garde. Moreover, the department agreed to elaborate on this
subject in discussions at the level of individual study branches. Wagner intro-
duced the subject by presenting slides of selected artworks shortly before the
lecture at the long meeting of the Sub-department of Art History.*® Issues con-
cerning the lack of staff and the need to develop new experts were also raised.*

46 RO FA CU BA, Fond A 1II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959, Zapisnica zo 7. maja 1951.

47 Compare with the coeval attitude towards avant-garde in Kusa, Prerusend piesen...,
pp. 53-55, 116-122, 294-295, 383-384.

4 RO FA CU BA, Fond A 1I/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959, Zapisnica subkatedry zo 4. maja 1951. The session lasted from 19:30 to 23:30, and
Dr. Dubnicky and Dr. Vaross were invited.

4 RO FA CU BA, Fond A 1II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959, Zapisnica zo 7. maja 1951.
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This was particularly urgent at the Sub-department of Art History where the
lectures by part-time lecturers Vojtéch Volavka and Jifi Kotalik were taking
place non-systematically. Even the efforts of Alzbeta Giintherovd Mayerova,
who, like Assoc. Prof. Wagner, worked at the Poverenictvo $kolstva (Ministry
of Education), were assessed as insufficient.’® The change was also reflected
in the number of students. A new class would only be enrolled if there were
at least ten students. Otherwise, the candidates would be advised to apply
to the Charles University in Prague, which had a larger staff. With regards
to staffing, Wagner proposed and the Department approved the Candidate of
Science process for Maridn VAaross, an assistant at the Slovak Academy of Sci-
ences, who had studied philosophy at the Sorbonne in Paris (1945-1947) and
in Cambridge (1948-1949). Bako§'s proposal within the future development
plan to hire Elena Sterbova and Radislav Matustik was also approved.

The minutes from the Department of Art Sciences meeting from the end
of June 1951 provide insight into the evaluation of the first working results in
the new system.5! Prof. Bakos stated that the decentralization of the Depart-
ment into several sub-departments facilitated their progress, that the quality
of the lectures had improved thanks to the regular criticism and self-criticism
of educators’ work, and that the ideological discussions contributed to clari-
fying a number of important issues. Thus, the organizational structure of the
Department was supposed to remain unaltered. In the following year, theatre
studies were to be transferred to the Academy of Performing Arts in Bratislava
and the Department added Library Science. The session began with a presen-
tation on the issues of Marxist — Leninist aesthetics in terms of Stalin’s works
(according to Trefin and Volkov) which was followed by a discussion and pre-
sentations by the sub-departments on the previous term. As for Art History,
it was stated that there were some difficulties, including absences of the ed-
ucators from Prague. Nevertheless, the target was met. The Sub-department
met systematically and at each session an ideological problem was discussed
and critiques and analyses of the work of individual lecturers were presented.
Part-time pedagogues Volavka, Mencl and Kotalik did not attend the sessions.
On the other hand, due to the small Sub-department team, Prof. Bakos pro-
posed that guests and external experts from the field be invited to enhance
the discussions. The Sub-department aimed at closer cooperation with Zviz

5 Tt was these two people who put into practice the Act No. 9864-1/5 issued by Mini-
ster of Education, Science and Art Ladislav Novomestsky, owing to which the Monuments
Board of the Slovak Republic was established in Bratislava on January 1st, 1951.

51 RO FA CU BA, Fond A II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959, Zapisnica z 26. juna 1951, particularly p. 1 and 4.
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slovenskych vytvarnych umelcov (the Alliance of Slovak Visual Artists).
A surviving individual report of the Sub-department of Art History covering
the spring/summer term of 1951 outlines certain outcomes.*> The nine bullet
points in the three-page report inform us of the pedagogical process (lectures,
seminars, their content and extent, the educators, the average grade from ex-
ams, and other points) and of ideological — political work. The ideological dis-
cussions that were requested covered the following subjects: On Base and Su-
perstructure, Cosmopolitanism and Bourgeois Nationalism in Fine Art, The
Tasks of Art History on the Road to Socialist Realism, the Marxist Method of
Work, and the continuation of the discussion from the conference in Bechyn¢,
Proletkultism in Our Art and the Tasks of Art Criticism.

In subquent years, the structure and operation of the department remained
unaltered and there were attempts to restore and expand the book and slide
collections of the Sub-department of Art History. According to the minutes of
their sessions, we noted an interest in connecting education with practical in-
ternships. In 1953, this subject was elaborated on in Sub-department discourse
on the article by Alpatov on the helplessness and lack of independence of art
history graduates caused by a deficiency in the plans of study and the discon-
nect between theory and practice.”® In the pursuit to develop experts in art his-
tory, the Sub-department decided to abandon multi-subject syllabuses, merged
some courses, accelerated the preparation of textbooks, introduced the require-
ment to write an annual thesis and narrowed the subjects of diploma theses.
However, the new social-political conditions of the early 1950s had an ultimate
effect on art history with regards to the teaching staff. Firstly, Jifi Kostka (ill. 5),
a student of Antonin Mat¢&jéek and an employee of the National Heritage In-
stitute in Prague, was hired as a part-time lecturer. Along with recent graduate
Elena Dubnicka (Sterbova), the only politically engaged educator of art history,
he was expected to create an ideological counterweight to the old generation,
contaminated by their bourgeois education.>* The social - political change had
a particularly tragic impact on AlZbeta Giintherovd Mayerova. In 1949, her
husband was accused of collaborating with the US and killed during his inter-
rogation by the State Security officers, and she consequently bore the stigma
of his accusation. She became a target of denouncement leading to her forced
resignation from the Faculty in 1952 and relocation from Bratislava as part of

52 RO FA CU BA, Fond A II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959. Spréava o ¢innosti subkatedry dejin vytvarného umenia za letny semester 1951.

5 RO FA CU BA, Fond A II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959, Zapisnica z 5. novembra 1953.

54 Compare with Bako$, “Pribeh zakliatej vednej discipliny,” p. 13; 95+ Dejiny ume-
nia..., p. 12.
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5. Jiti Kostka with art history students in Banska Stiavnica in the year 1955. Photo: ADAH
FA CU BA

the Akcia B (Mission B) process conducted against fascists and later against
bourgeois and politically unreliable elements. She was forced to move with her
little son to Betliar, where she was hired to manage the Betliar manor house
and Krasna Horka castle.>® Shortly after, Viclav Mencl left the university in
Bratislava due to ideological reasons, this time for good.

After the deaths of Stalin and Gottwald in 1953, the period of ‘leftist sectar-
ianism’ came to an end, and Nikita Khrushchev proclaimed science to be an ir-
replaceable element in the building of communism. Therefore, science became
another sphere of radical change. Unlike 1950, Soviet experts in Czechoslova-
kia encouraged a moderate attitude towards ‘bourgeois experts’ and criticized
the anti-intellectualism of the Communist Party of Czechoslovakia.¢ Intimi-
dation was to be replaced by education towards Marxist philosophy. The Party

5 For more information, see J. Barczi, “Alzbeta Giintherovda Mayerova (1905-1973).
Zivot zasviteny pamiatkam,” Monument revue 2013, 1, p. 23; idem, “Alzbeta Giintherova
Mayerova — roky vyhnanstva 1952-1955,” Monument revue 2013, 1, pp. 28-33.

5 Hudek, “Sovietizacia pracovisk...,” p. 349. Separate Ministry for Higher Education
Institutions operated in Czechoslovakia in 1953 for 9 months. Gabzdilova, Ako sme Studo-
vali v totalite, p. 39.
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resolution from 1953 dealing with the situation at universities restricted the
authority of their own organizational bodies and returned it to the offices of
deans and rectors, stating that the Party did not have the authority to control
universities. Temporarily, there was room for dealing with the acute problems
of the Faculty of Arts, such as the critical lack of qualified educators.

Concurrent with these changes, and shortly after Vaclav Mencl’s forced
resignation in 1953, the Sub-department of Art History in Bratislava real-
ized the need to re-hire Giintherovd Mayerova. Thus, this student of Fran-
tiek Zakavec and Hans Tietze, only recently discharged from the Univer-
sity, no longer taught museological subjects but primarily art history courses
from the very core of the field. She commuted all the way from Betliar, as
the University was not her prime employer.>” The plan of study from 1954
(ill. 6) documents the change in the extent and significance of her involve-
ment in the education of art history at the University of Bratislava. The plan
was compulsory for the 5-year study of art history (extended from the pre-
vious 4-year programme) starting in the 1954/55 academic year.>® In 1954,
when the university regained its original name, Comenius University, the
Faculty of Arts failed in its attempt to award Glintherovd Mayerova the title
of associate professor.>® Nevertheless, that very same year she was appointed
state associate professor at the Slovak University of Technology. However,
the stigma of a politically undesirable person remained.

At that time, several notable changes related to art history at the univer-
sity took place. The minutes of the entire Department of Art Sciences from
November 1954 noted that Prof. Bako$§ moved to split up the Department.
According to the proposal, three independent departments were to emerge.®
One of them was to be the Department of Art History with Prof. Wagner as
head. More detailed information was supposed to form an appendix to the
minutes, but its whereabouts are unknown. Unfortunately, the motion was

57 In Betliar, she was employed by the Krajsky narodny vybor in Ko$ice (District Admi-
nistration Body). A letter to K. Kahoun from 9th June 1954, one of the hitherto unknown
documents revealing the reality of coeval university activity, testifies to her typical fastidio-
us attitude toward them as well as towards students. AFA SNG BA, Osobny fond A. Giin-
therova Mayerova, sign. 10 C 129.

58 From the recorded subjects and educators, she had the largest contribution. In com-
parison with the plan of study of art history in Bratislava from the interwar and war period,
we can observe systematization of the study and the increase in the number of subjects.
95+ Dejiny umenia..., p. 14, 97.

59 Sefeakova, “Alzbeta Giintherova Mayerova...,” pp. 30-31.

¢ RO FA CU BA, Fond A II/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni 1951~
1959, Zapisnica z 20. a 27. novembra 1954.
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not passed. Nevertheless, the idea of art history gaining independence in the
form of its establishment as a separate department continued to be circulated.

Moreover, in 1954 and 1955 there were substantial changes, both in terms
of size and stability, in the organizational structure of the Sub-department of Art
History. A new generation of important figures had arrived. Radislav Matustik
and Tomas$ Straus were originally appointed to the Sub-department of Aes-
thetics and after Wagner’s departure in 1955, Karol Kahoun joined the staff.
Matustik and Straus’s teaching included art history subjects.6! From the staff
of 1950 comprised of Vladimir Wagner, Vaclav Mencl, Jaroslav Dubnicky and
AlZbeta Glintherovad Mayerova, only Giintherova Mayerova remained. During
the two years of her resumed employment at Comenius University, she man-
aged to prove herself, and after the sudden death of Prof. Wagner in 1955, she
finally became a full-time employee at that university. This marked her last but
most significant period there. From her official position of assistant, she was
the de facto head of the Sub-department of Art History®? for the next six years.
Nevertheless, the Sub-department, though officially only a field of study, was
still part of the large Department of Art Sciences led by Prof. Bakos$.%® Naturally,
at the time, the Marxist Theory of Art was the official teaching method. How-
ever, she introduced her students to the ideas of the Vienna School of Art His-
tory; particularly Tietze’s version.®* One can learn much more about her peda-
gogical work at the University from her written self-criticism.®> Three pages of
factual text with a clear structure testify to her remarkable ability to put into
words, with a measure of detachment and without offending anyone, a poten-

¢ Compare with Bako$, “Pribeh zakliatej vednej discipliny,” p. 13; 95+ Dejiny ume-
nia..., pp. 12-14.

2 The used title is in accordance with coeval use — Archiv Katedry dejin umenia Filo-
zofickej fakulty Univerzity Komenského v Bratislave / Archive of the Department of Art
History Faculty of Arts Comenius University in Bratislava (ADAH FA CU BA), Plan prace
odboru dejin umenia na $k. rok 1958/59, p. 2 “...zasadnutia odboru /quasi subkatedry/”.
There are also letters from the Academy of Fine Arts and Design rector office concerning
the cover for Assoc. Prof. Volavka from January and February 1958, addressed to the Sub-
-department of Art History FA CU.

% Compare RO FACU BA, Fond A II/1, A5 Zapisnice zo zasadnuti Katedry vied
oumeni 1951-1959, 95+ Dejiny umenia..., p. 66.

¢4 Bakos, “Pribeh zakliatej vednej discipliny,” p. 13.

%5 AFA SNG BA, Osobny fond A. Giintherova Mayerovd, sign. 10 E 322. Published in
extenso without commentary and date see: A. Glintherova Mayerov4, “Zhodnotenie vlastnych
prednasok z dejin umenia (rukopis, nedatovany),” Monument revue 2013, 1, p. 34. K. Kolbiarz
Chmelinova, “The pedagogical activity...” Due to the content of the self-criticism (otherwise
not explicitly dated) related to the lectures commissioned by the Slovak University in 1953 and
the mention of the self-criticism from the previous year, we may date it 1954 or possibly 1955.
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tially dangerous statement that was required in that time. She even managed to
subtly educate the reader on the political role of official art using the example of
Byzantine art, which she taught, while also cleverly cautioning readers against
narrow-mindedness in assessing the complex phenomenon of art between the
lines of the required call for its new propagandistic-popular form (ill. 7).

7A. Alzbeta Giintherovd Mayerova’s study card from Marxism Lenin-
ism’s Evening University from the academic year 1958/59, AFA SNG BA

7B. Alzbeta Giintherovda Mayerova’s study card from Marxism Lenin-
ism’s Evening University from the academic year 1958/59, AFA SNG BA
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It was Giintherova Mayerova who in June 1956, after an agreement with
the Department of Theory and Art History of the Slovak Academy of Sci-
ences, drafted and submitted a proposal to establish the Institute of Art His-
tory at the Faculty of Arts of Comenius University in Bratislava.®® This took
place in September, before the new Higher Education Act 46/1956 came into
effect, concerning institutes of a similar nature in Article 16. Its intention was
to further strengthen centralisation and education in the spirit of communist
ideas.?” The objective of the proposed institute was to manage the research,
heuristic and documentary work from the field of art history in Slovakia based
on a plan coordinated not only with the Slovak Academy of Sciences but also
with the Monuments Board. The Institute was supposed to be affiliated to the
Art History field of study at Comenius University. She argued that there was
a lack of professional art-historical staff at the Academy of Sciences and that
the pressure to work on tasks of art historical inventory, catalogue, dictionary
and corpus character publications could be handled by the university staff, as
well as its most talented students. Despite the fact that the objective was not
met, the document proves the strengthening of the position of the Art His-
tory at the Faculty of Arts of Comenius University. Its self-reflection and suc-
cessful establishment under the name sub-department or even department
of art history, despite being officially merged with the Department of Art Sci-
ences, also testifies to this fact.%® It might have been strategically interrelated
with the activities concerning the preparation of a new network of universi-
ties and with the regulation of university operations, which the Department
discussed during their meeting in December 1958. The later reorganization
of art sciences in 1960 related to the need to finalize the cultural revolution
might have also been part of the strategy.®

The minutes from the meeting of the Department of Art Sciences of Oc-
tober 1958 with the attached work plan for 1958-1959 (ill. 8) reveal further
details. One of the tasks that arose from the Congress of the Communist Par-
ty in that year was the Department’s organization of Saturday seminars on art
criticism featuring lectures on art history by Dr. Maridn Vaross, an external

% AFA SNG BA, Osobny fond A. Giintherova Mayerova, sign. 10 K 621.

o7 <https://www.slov-lex.sk/pravne-predpisy/SK/ZZ/1956/46/vyhlasene_znenie.
html> [accessed: 31.5.2019].

% E.G. in 1958 the sub-department of art history was consistently cited, and an official
letter about the student F Kriska was sent by the dean’s office to the “Department of Art
History”. ADAH FA CU BA, List o preru$eni §tidia E Krisku z 1.3.1958.

® ADAH FA CU BA, Zapisnica zo zasadnutia Katedry vied o umeni z 13.12.1958,
Navrh subkatedry dejin umenia k prestavbe umenovednych smerov 14.2.1960 and
14.12.1960, Prestavba vyucby a vychovy na filozofickych fakultdch 27.10.1960.
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8. Plan of art history lectures at Comenius University in Bratislava for the academic
year 1958/59. Photo: ADAH FA CU BA
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university teacher from the Slovak Academy of Sciences.”” The plan of the
Sub-department of Art History clearly defines two developing branches of the
field: a historical one and an aesthetic-critical one, which was especially repre-
sented by the work of Strauss and Matustik. Needless to say, the political-edu-
cational part came first and included mandatory participation in training ses-
sions, and in the case of acting Assoc. Prof. Giintherova Mayerova, attending
the Evening University of Marxism-Leninism. In addition to memberships,
publication and research activities of the members of the department, the
substantial part of the plan concerns pedagogical work and its improvement
and methods to intensify the contact with practice. For this purpose, the plan
emphasized the necessity to organize several field trips a year and called for
the introduction of a photography course.”

However, this was happening in a fast-changing atmosphere, because
the calm situation favoring professional development did not last long. As
a consequence of the crisis linked to the Hungarian Revolution of 1956, the
working-class intellectuals in Czechoslovakia were no longer considered sup-
porters of the regime. Once again, stricter background reviews and screening
activities were conducted, even among members of the Party, and “unreli-
able people were dismissed. At Comenius University it started in 1957 as
a struggle against the remaining members of Hlinka’s Slovak People’s Party
and bourgeois ideologues and others who, up to then, had been able to hold
their posts because of their expertise.” In the following year, although it was
a period of dismissals, Art History managed to retain all of its members. This
must also have been due to the fact that it was forced to accommodate some
of the students from the abolished Pedagogical University. Unfortunately; the
situation changed dramatically and it soon claimed its victims (ill. 9).

Art History, under the leadership of Glintherova Mayerova, continued
fighting for its position. In the proposed plan of work and consequently in
the activity report for 1959/60, one can discern increased interest in the ideo-
logical-political education of pedagogues themselves, and through them the
students. They stimulated pedagogues politically by means of various as-

70 ADAH FA CU BA, Zapisnica zo zasadnutia Katedry vied o umeni z 20.10.1958
a plan prace na rok 1958/1959. Meetings took place on Saturdays at 10am at 12 Safarikovo
Sq. (October 25", November 8" and 22%, December 6% and 20, 1958).

7! In that year field trips were scheduled in South Bohemia and Prague. Dresden re-
mained only at the planning stage. ADAH FA CU BA, Plan prace odboru dejin umenia pre
akademicky rok 1958/1959, the plan is not dated and bears no signature.

72 Hudek, “Sovictizdcia pracovisk...,” pp. 350-351. P Cajthaml, M. Durdansky,
“Dobové souvislosti a ohlas provérek politické tiidni spolehlivosti v roce 1958 na Univer-
zité Karlové,” in: Prdce z déjin Akadémie véd, vol. 2, pp. 118-130.
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9. Request to send cadre assessments of art history students at Comenius University
in Bratislava, 1958. Photo: ADAH FA CU BA
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signments and appointments. In addition to the requirement that Giinthero-
va Mayerova attend the Marxism-Leninism Evening University, Matustik,
Straus and Kahoun had to complete a two-year philosophical-aesthetical
course at the same university. Pedagogues also attended lectures on atheism.
The lecturers dealt with questions related to the finalizing of the cultural rev-
olution and actively contributed to meetings with the working class on the
preparations of the Congress of Socialistic Culture. Shortcomings were ob-
served in the inadequate ideological-political influence on students, which
was to be improved. Nevertheless, the actual pedagogical activities and even
publication and scientific research activities were assessed on the same scale.
The assessment also included monitoring activities outside the Faculty:.

In 1960, the Sub-department of Art History acted competently as part of
the Department of Archeology, Art History, Ethnology and Folklore Studies.
Since the closure of the Department of Art Sciences, it also became responsi-
ble for all remaining students studying Visual Arts Education at the Pedagogi-
cal University. Art History was available for full-time and part-time students.
Speaking on behalf of the Sub-department, Glintherovad Mayerova requested
permission to conduct research (not only within individual plans but also in
departmental plans) and to set up an autonomous workplace for research,
ideally for the sole use of the Art History Sub-department or for the whole
Department of Archeology, Art History, Ethnology and Folklore Studies.”
In the same year, the Sub-department, under the supervision of Giinthero-
va Mayerova, undertook the arduous task of relocating to the third floor of
the building on 2 Gondova Street, where it has remained until now. Up until
October of that year, she worked in the capacity of acting associate professor.
and Deputy Head of the Department, and also dealt with issues concerning
part-time students. Other people working in the Sub-department included
Dubnicks, Kahoun (ill. 10), Matustik, Strauss and adjunct educators Kost-
ka and Vaross (three hours per week on Czechoslovak Modern Art) and the
archeologist Novotny. Her pedagogical work still focused on art history with
14 hours of lectures and 7 hours of consultations per week. Some of her lec-
tures have been preserved in her manuscripts.’* Glintherova Mayerova man-
aged to prepare a development plan for research for this department up to
1970, as well as a new syllabus of subjects and other requisites necessary for
the next transformation of university studies.”

73 ADAH FA CU BA, Vyjadrenie k obezniku dekanatu FiF UK zo 14.12.1960.

74 AFA SNG BA, Osobny fond A. Glintherova Mayerova.

7 ADAH FA CU BA, Vyhladovy plin vedy a vyskumu do roku 1970 vypracovany
v roku 1958 a nové osnovy predmetov z 25.12.1960.
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10. Karol Kahoun in Mikulov in the late 1960s / early 1970s.
Photo: ADAH FA CU BA

Unfortunately, the resurgence of political pressure did not only result in
the constant postponing of Glintherova Mayerova’s appointment as professor.
The following year — 1961-was her last at Comenius University. She was once
again judged to be politically unreliable and dismissed. In doing so, the univer-
sity disposed of an exceptionally admirable art history expert and replaced her
with someone from the Education Department of the Slovak National Coun-
cil, who was only qualified to work in a library and handle the department’s
administrative issues.”® Once again, the Art History Sub-department faced
staffing issues and was operating under provisional arrangements. Worse still,

76 ROFA CUBA, Fond AII/1, A5 Zapisnice zo zasadnuti Katedry vied o umeni, Zapisnice zo
zasadnuti Katedry archeoldgie, dejin umenia, etnografiky a folkloristiky, Zapisnica z 29.9.1961.
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from the point of view of the quality and direction of instruction, this was
the beginning of the long-lasting career of Pavol Michalides, a Party member
without adequate art history erudition.”” Gintherovad Mayerova left the uni-
versity with poor references and attempted to gain employment in Prague.”®
Ultimately, she was assigned to the Monuments Board of the Slovak Republic,
which marked the beginning of another important chapter of her life’s work
and the formation of the well-known list of monuments which she edited.”
At that time, after Comenius University had been thoroughly Sovietized in
every respect, from its organizational structure and staffing, to its ideology,
several years of relatively tranquil progress followed.%°

As it arises from this account, in the postwar years 1945-1948 we can
observe a transition in Slovakia from one dictatorship to another; the dom-
ination of the school system and its centralization was also part of the new
political struggle for power. Ideas related to the independent management of
the school system in Slovakia in re-established Czechoslovakia ceased to ex-
ist after the Prague Agreements in 1946, and after Victorious February 1948,
and schools at all levels began to be managed centrally by the Communist
Party with the intent to transform them according to the Soviet model. With
respect to different developments in the course of WWII, the transformations
in Slovakia were different to those in the Czech Republic (earlier national-
ization, different background of human resources, smaller impact of the first
political purges ...). Meanwhile, the Bratislava Art History Seminar fought
throughout with provisional efforts to maintain its own existence.

The system changes in university teaching of art history in Slovakia be-
gan with the passing of the new Act on Higher Education Institutions in 1950.
The transformation that took place at the beginning of the turbulent decade
of the 1950s had two sides. First of all, it brought along centralization and
the dominant ideological control of the Communist Party of Czechoslovakia
which, since the fall of the socialist era, was behind the overall condemnation
of the entire period. This was manifested in the loss of independence, an es-
sential element in academia, by the vetting of personnel and purges, as well
as the permanent control of ideological instruction and the involvement of
students and teachers. Various tools were used for this purpose, starting with

77 His lectures were regarded as incompetent, perhaps comical, by students. 95+ Deji-
ny umenia..., pp. 52-53, 67. See also P Michalides a kol., Palo z mtiru — hybsky roddk,
Bratislava 1996.

78 Sefeakova, “Alzbeta Giintherova Mayerova...,” p. 32.

7 Stipis pamiatok na Slovensku, vol. 1-3, ed. A. Giintherovd Mayerova, Bratislava
1967-1969.

80 Hudek, “Sovietizacia pracovisk...,” p. 351.
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the establishment of a separate Department of Marxism-Leninism and com-
pulsory university courses for students, through various forms of controlled
ideological education of teachers, such as Vecernd univerzita Marxizmu-Le-
ninizmu (Evening University of Marxism-Leninism), up to targeted ideologi-
cal papers and discussions at the beginning of department meetings.

On the other hand, there was an obvious effort to unify and professional-
ize the teaching of our discipline, but not only ours, in Czechoslovakia, and
to a certain extent, we are the heirs of this effort. In addition to others, this is
proven by the aforementioned new, and for the first time, comprehensive study
plans and curricula, which, despite their political burden, stand in sharp con-
trast to the insignificant number and composition of art history courses at the
university before and during the war by virtue of their number of hours and
the orientation of their content. Furthermore, in compliance with the ideas at
that time regarding the primary pedagogical orientation of universities and the
transfer of research to academies of science, the archive materials show a poli-
tically motivated but still unusually high interest in didactics. The burden on
teachers comprising various related tasks grew considerably (complying with
the plan of tasks, the pressure to create study materials, course books, increased
hours of consultation and controls of study activities....). Complying with the
new obligations accompanied by the system of their control proved to be a bal-
ancing act on the edge of formality and potential danger. Regular discussions on
topical forms and the possibilities of pedagogical activity were part of it, which
reached the level of individual departments in the personalized form of publicly
controlled criticism and degrading self-criticism of individual teachers.

The former Seminar of Art History at the University of Bratislava was no
exception. It lost most of its independence in the new structure of the faculty.
After implementing the conclusions of the 9% Congress of the Communist
Party of Czechoslovakia and the Communist Party of Slovakia and the reg-
ulations of the new Act on Higher Education Institutions in 1950, the new
form of instruction provided by this Seminar was marked by the compulsory
introduction of Marxism-Leninism in 1951-52. Due to the application of re-
pressive Party measures, a resolute change in the composition of teachers of
art history occurred in the following years of 1953-1955.

Numerous structural, content and staffing changes implemented swiftly
one after another, the aim of which was to educate a politically advanced in-
telligentsia, were replaced by a brief lull in the middle of the decade. In con-
nection with a certain liberalization following Stalin’s death, this was made
possible by a change in the attitude of the Czechoslovak government, which
mitigated the influence of the Party in universities and showed a more ben-
evolent approach, for some time, toward bourgeois experts. Moreover, the
key transformations were introduced and the staffing of the Sub-department
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of Art History at Comenius University in Bratislava was temporarily stabi-
lized. This allowed for the considerable development of this specialization in
the second half of the 1950s. The proof of the strengthening of its position
at the faculty was, in addition to other effects, in the form of its ambitions,
which materialized in repeated proposals to establish a scientific institute of
art history at the university. These were at variance with the efforts at that
time to transfer science to the academies. However, the situation began to
deteriorate relatively early, and due to negative social and political changes,
another wave of political and professional purges followed after 1957. They
did not directly affect the Sub-department of Art History at Comenius Uni-
versity at first, which was probably due to the broadening of its competences
and the lack of an expert staff. However, this did not last long and Alzbeta
Giintherova Mayerov4, the leading figure of the discipline, became a victim
of the aforementioned situation. Her forced resignation in 1961, along with
the disintegration of the synthetic Department of Art Sciences covering the
discipline, opened a new chapter in university art history in Bratislava.
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Katarina Kolbiarz Chmelinova

Comenius University, Bratislava

UNIVERSITY ART HISTORY IN SLOVAKIA AFTER WWII
AND ITS SOVIETIZATION IN THE 19508.

Summary

In post-WWII Slovakia, art history was available only as a university field of study at
Bratislava University (in 1954 regaining its name Comenius University) at the Semi-
nar pre dejiny umenia / Seminar of Art History, a separate part of the Faculty of Arts
of the university, where art history had been taught as an independent discipline since
1923 before its conversion to a department.
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Post-war changes in state structures and the new political system radically affected
Slovak society and the education system in the country. This article is the very first at-
tempt to present in detail the extent and character of changes in university art history
instruction in the part of the socialist era of the Czechoslovak Republic. It is based on
the study and comparison of previously unprocessed sources from various university
and state archives and their classification in the context of known historical facts. This
contribution represents an in-depth probe into the post-war efforts to build a new uni-
versity foundation and system of art history instruction in Slovakia within the Czech-
oslovak Republic, and its Sovietization as well.

The text analyzes the university environment, the curriculum, the study program of
art history and the relevant changes resulting from political pressure from 1945 to
1960. They were the consequence of two directly related, significant moments in the
history of Slovakia: the establishment of the Third Czechoslovak Republic in 1945
and the communist coup in 1948, which was followed by the most totalitarian peri-
od in the history of the state. The article also discusses the personal changes in the
art history staff forced by the political situation (J. Dubnicky, V. Wagner, V. Mencl,
A. Giintherova-Mayerovs, R. Matustik, T. Strauss, K. Kahoun).

After a brief presentation of the situation in Czechoslovakia at the time, the article first
deals with the ad hoc activities and efforts of scientists seeking to maintain art history
studies in Slovakia at the university level immediately after the end of the war. The cen-
tral issue in the article is the changes in the way of teaching resulting from the political
upheaval in February 1948. Against the background of political and social changes, the
new law on higher education (Act No. 58/1950), which forces significant organizatio-
nal transformations, is discussed. As part of the process of Sovietization of university
education in Slovakia, the modified Seminar of Art History lost its independent status
for a long time, and its staff was largely replaced. At the same time, throughout this
period, there was a visible tendency to stabilize the teaching system and attempts to
become independent again and to develop discipline, undertaken contrary to the im-
posed system. The 1950s, with their new rhetoric and propaganda optimism, appear
to be a decade devoid of internal consistency. It started the most totalitarian period,
which lasted until Stalin’s death in 1953, but was followed by a short thaw and then
by a new wave of repression after 1957, which chose victims even at the beginning of
the next decade. The article focuses on two sides of the 1950s - centralization and the
dominant ideological control of the Communist Party, on one hand, and on the other,
the obvious effort to unify and professionalize the teaching of the discipline.

The factual material presented here shows the scale of changes interpreted in the con-
text of the political and social changes of that time. The case study provides an analy-
sis of system efforts made in the 1940s and 1950s to establish new principles of uni-
versity teaching for the history of art in Slovakia as part of the Czechoslovak Republic.
It aims to broaden the factual basis and existing overview of knowledge of art history
in Slovakia and supplement existing studies on the history of art history in the country
(J. Bakos, I. Ciulisov4, B. Koklesova).

Keywords:
Art history, Slovakia, Comenius University in Bratislava, World War II, 1950s, Sovi-
etization
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TOWARDS THE THEORY OF THE NAIVE ART -
GRGO GAMULIN AND THE UNDERSTANDING
OF MODERNISM

Grgo Gamulin (1910-1997), art historian, critic and author, was one of
the central figures not only of Croatian art history in socialist Yugoslavia, but
of its culture and public social life as well. While still a student at the Uni-
versity of Zagreb, he began to gravitate towards left-wing politics, publishing
his first art critiques, in which he advocated for socially engaged art. Being
a member of the Communist Party, public action became almost impossible
between 1934 and 1941, while his war years were spent in Ustasha concen-
tration camps. After the war, he began his public and university career as the
head of the Ministry of Education’s Department for Culture in Croatia’s post-
war government, and from 1947 he was employed at the Faculty of Human-
ities and Social Sciences of the University of Zagreb, where he took over the
organisation of art history classes. Until 1971, when he was forced to retire
for being a prominent member of the Croatian Spring movement, Gamulin
taught classes in art history of the Early Modern Period and the Modern Age,
remaining active as a scientist, art critic and author even after retirement. Af-
ter gaining a PhD on the attribution methods in visual arts (1951), his scien-
tific work was primarily dedicated to the painting of late-Gothic period up to
the 19* century, modernist painting and sculpture, and the issues of contem-
porary urbanism. In all these areas, Gamulin cultivated theoretically sound
and methodologically consistent thought, writing fundamental studies and
syntheses. Continuously present as an art critic and an interested witness to
the art of the 20 century, Grgo Gamulin was one of the main interpreters
of modernism and modernist artistic phenomena in the context of Yugoslav
socialism, which he both criticised and defended polemically, in accordance
with his convictions, but also as part of his wide, outstandingly informed
interest and human sensibility. The published works and manuscript lega-
cy of Grgo Gamulin still represents one of the numerically largest corpora of
Croatian art history.
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GAMULIN VS. MODERNISM

For a relatively long time, Gamulin’s position on modernism would re-
main marked by the ideological fracture caused by the relatively short episode
of the implementation of socialist realism in Yugoslavia.! Although art his-
torians generally agree that this cultural paradigm never really took hold at
the level of artistic production in Yugoslavia, in the period between 1945 and
1949 — the year of the East-West bloc divide when Yugoslavia was left out of
the Warsaw Pact — the artistic scene was institutionally constituted according
to the Soviet totalitarian model, and the discourse of art criticism adopted the
fundamental doctrines of socialist realism.? Here it should be noted that the
discussions on the understanding of socially engaged art, primarily literature,
have been ongoing in Croatia and Yugoslavia since the interwar period, fol-
lowing the dynamics of constituting that paradigm in the Soviet Union from
afar.’ For the pre-war development of visual arts in Croatia in this context, the
decisive occurrence was the text that Miroslav KrleZa* published as a foreword
to the map of drawings by Krsto Hegedusi¢,® leader of the left-leaning, but also

I Gamulin’s texts that investigate the concept of socialist realism were written be-
tween 1946 and 1954.

2 Lj. Kolednik, Izmedu Istoka i Zapada. Hrvatska umjetnost i likovna kritika 50-ih go-
dina, Zagreb 2006, pp. 29-32; A. Separovi¢, “U znaku totalitarizma,” in: 150 godina Hrvat-
skog drustva likovnih umjetnika. Umjetnost i institucija, ed. 1. KraSevac, Zagreb 2018,
pp. 173-200.

3 Debates between left-wing intellectuals in Croatian historiography are usually de-
scribed by the term “conflict on the left.” According to S. Lasi¢, the beginning of the conflict
can be traced to the year 1928, which was defining for the political life of the Kingdom
of Yugoslavia (the assassination of the Croatian politician S. Radi¢, establishment of the
6%January Dictatorship), but also in the field of artistic creativity (disagreements between
left-oriented writers on the line of social literature/surrealism). Lasi¢ places the end of
the conflict in 1952, the year of the III Congress of the Writers of Yugoslavia, at which
M. Krleza gave a speech that is considered as a definite break with the poetics of socialist
realism. S. Lasi¢, Sukob na knjizevnoj ljevici 1928-1952, Zagreb 1970.

* Miroslav Krleza, Croatian writer and lexicographer (Zagreb, 1893 — Zagreb, 1981).
The central figure of Croatian cultural and social life of the 20% century and the author
of a large, multi-genre literary corpus whose masterpieces made him part of the history of
Central European literature of the 20" century. Included in many anthologies, and system-
atically translated to the Hungarian, German and French language.

5 Krsto Hegedusi¢, Croatian painter (Petrinja, 1901 — Zagreb, 1975). During the inter-
war period, one of the founders of the Association of Artists Zemlja (1929-35), an artistic
group with a socially engaged programme, which created a specific visual arts expression
close to the poetics of the Neue Sachlichkeit movement, and which encouraged the crea-
tivity of self-taught peasant painters. After WWII, as a full-time professor at the Academy
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nationally marked Association of Artist Zemlja.® Krleza’s foreword unequivo-
cally placed the programmatic orientation of the Zemlja artists on the side
that explicitly rejected the normative poetics and trivial instrumentalisation
of art of the hard “Kharkov” line, advocating a liberal understanding of socially
engaged art, which respects the notional autonomy of artistic expression and
modernist stylistic leanings.” Right after the end of the War, the achievements
of the Association of Artists Zemlja were still perceived as exemplary for
a young socialist society, and so in 1945 Gamulin wrote that their activities
“made our visual arts ready to enter the National Liberation Struggle, with
open possibilities and a number of developed talents.”® The circumstances
under which Gamulin modified his opinions on the artistic value of this, but
also other segments of pre-war modernist art, are still open for research and
interpretation. However, the fact remains that, only a year later, the stylistic
idiom of the Zemlja group would be characterised as “left formalism,” which
runs counter to the tendencies of “realist art.“’ By once again confirming such
valorisation in a 1949 exhibition review, Gamulin would initiate a harmful
and destructive conflict that would go beyond the level of personal disagree-
ment between Hegedus$i¢ and himself, and hinder the resolution of tensions
on the relation between socialism — modernism, or rather social engagement
- aesthetic autonomy till the mid-1950s. It should be emphasised that Gam-
ulin did not consider the antagonism between the art of modernism and the
ideology of socialism, which in Yugoslavia also concurred with the radicali-
sation of social realist doctrine during the so-called “Zhdanov period,”™ to be
an a priori, general givenness. In his dialectic consideration of the historical
development of art, modernism had its logical place along with other style
periods, and as such could not be easily denied or simplistically rejected on
an ideological basis. By interpreting the historical and artistic development as
a Hegelian advancement of an autonomous form of human understanding or,

of Fine Art in Zagreb and a full member of the Yugoslav Academy of Sciences and Arts, he
had a profound influence on the artistic and cultural life, adamantly opposing the doctrine
of social realism.

6 Full name ot the association in Croatian: UdruZenje umjetnika Zemlja [zemlja —
soil, land].

7 P. Prelog, Hrvatska moderna umjetnost i nacionalni identitet, Zagreb 2018,
pp. 274-286.

8 G. Gamulin, “Povodom izlozbe slikara partizana,” Republika 1945, 1(1-2),
pp. 106-113.

® G. Gamulin, ,Uz izlozbu udruzenja likovnih umjetnika Hrvatske”, Naprijed 1946,
4(52), p. 3.

10 Lj. Kole$nik, Izmedu Istoka i Zapada..., Zagreb 2006, p. 29.
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to use Lenin’s lexicon, social apprehension of the world, in whose purposeful
movement the socialist model of realism represented the next, presumably
even the more perfect developmental stage of “coordination” of subjective
consciousness and objectivity,'! Gamulin did not deny the possibility that
certain attainments of modernist art, as well as those of earlier art-historical
periods, could be assimilated into a new socialist norm that appeared histori-
cally as a moment of their synthesis. In articles written between 1949 and
1954, Gamulin thus combed with scholarly meticulousness through individ-
ual modernist phenomena such as impressionism, Cézanne’s style, cubism,
etc., and offered a lucid, informed analysis of their stylistic-ontological con-
cepts, which he then rejected as potential role models on a gnoseological ba-
sis, due to their ostensibly deficient relationship to human reality, or rather as
a resolved stage in the overall social development of art. By the end of 1950s,
Gamulin gradually relaxed the relationship between this imaginary socialist
realism, which did not follow the Soviet model but appeared as a synthesis of
the entire historical development of art, and modernism. For some time after,
the Yugoslav cultural scene definitely opened up to artistic developments in
Western Europe, but after the appearance of the first abstract expressions in
the country, Gamulin continued to represent the position that tried to differ-
entiate the realist orientation in art within the totality of contemporary ar-
tistic production, that is, as an orientation which acquired its relative value
only in the context of modernism as a whole. By advocating for a selective
approach to new artistic tendencies, and criticising an uncritical adoption of
stylistic idioms, especially of abstract language in visual arts, Gamulin initi-
ated discussions that actually did not differ from contemporary discussions
on left-wing art scene in western democracies. In his texts from the middle
of the decade, the problem of the adequacy of socialism and modernism was
thus gradually replaced by a polemic on abstract and figurative art. The con-
cept of socialist realism as a separate stylistic-ontological norm, and an inno-
vative one to boot, forever disappeared from his deliberations on the historical
and future development of art, whereby the horizon of modernism became
the only one within which he would articulate all his subsequent doubts and
convictions.

1 G. Gamulin, ,Op¢a teorija umjetnosti kao teorija socijalisti¢kog realizma®“, Zbornik
radova Filozofskog fakulteta, Zagreb 1951, 1(1), pp. 155-185, passim. The text represents
Gamulin’s criticism of the dogmatic concept of social realism espoused by Soviet aesthetics
T. Pavlov, M. Rozental, B. Mejlah and others.
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TOWARDS A THEORY OF NAIVE ART®

Gamulin began writing about naive art at the very beginning of 1960s.
At that point in time, naive art was on the upswing in Croatia and Yugosla-
via: with the establishment of the Gallery of Primitive Art in Zagreb (1952)'
and frequent individual and group exhibitions of naive artists in the country
and abroad, naive artistic production would not only become a successful cul-
tural product on the international scale in mid-1950s and 1960s, but would
assert itself as a consistent artistic phenomenon that demanded its explica-
tive support. Besides art critics and gallery managers who promoted and fol-
lowed this type of art, Grgo Gamulin was the first art historian who system-
atically theorised this phenomenon; the period between 1961 and mid-1970s
saw the emergence of not only one of the most ambitious theories of naive
creation in general, but also of a number of other texts that undoubtedly repre-
sent a key contribution to the understanding of the phenomenon of naive art
in the historical context of post-war modernism, to which it largely belongs.

Here the general notice on the notion and term “naive art” and its histor-
ical usage should be made. Although “naiveté” or “primitiveness” was em-
ployed as an aesthetic concept in the various art-historical contexts, the no-
tion of “naive art” addresses particular phenomenon within the modern art
of the 20® century."* This kind of art-production was recognized and institu-
tionally affirmed already in the interwar period though under different labels
(modern primitives or neo-primitives, the Sacred Heart painters [Les pein-
tures de Sacre Coeur, W. Uhde|, painters of instinct [La peinture d’instinct,
R. Huyghe], etc.).!> The “naive art” as a specific denomination was generally
accepted in the period after the Second World War, precisely in the 1950s and

12 The title of Gamulin’s first major study on naive art: “Prema teoriji naivne umjet-
nosti,” Kolo 1965, 3(5), pp. 525-553.

13 Croatian Peasant Educational Society “Peasant Unity” [Seljacka sloga], at the ini-
tiative of Franjo Gazi, in 1952 made the decision to initiate a “Permanent Exhibition of
Peasant Painters.” In 1956, the “Peasant Art Gallery” changed its name to the “Gallery of
Primitive Art,” and in 1994 became the current Museum of Naive Art.

14V Crnkovi¢, “Naiva ili naivna umjetnosti,” in: idem, Marginalije ili razotkrivanje
nevidljivog, Zagreb 2009, pp. 11-16; N. Vrkljan-Krizi¢, “Naivna likovna umjetnost - auten-
ti¢ni stvaralacki ¢in umjetnosti dvadesetog stolje¢a” [“Naive visual art in Yugoslavia and in
the world - an authentic creative act of 20 century art”], in: Naivna umjetnost / Naive Art,
ed. M. Susovski, Zagreb 1991, p. 42.

15 B. Kelemen, Naivno slikarstvo Jugoslavije, Zagreb 1969, pp. 8-10; O. Bihalji-Merin,
Naivni umjetnici svijeta, Zagreb 1972, p. 8; V. Crnkovi¢, “/Slikari svetog srca’ i evropski
modernizmi®, in: idem, Studije i eseji, recenzije i zapisi, interpretacije. Prilozi za teoriju
i povijest naive i art-brutistickih tendencija 1983-1997, Zagreb 2002, pp. 217-224.
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1960s, when the first all-encompassing studies were written by prominent
authors such as Anatole Jakovsky and Oto Bihalji-Merin.!¢ It was exactly in
this period that naive art reached the peak of its popularity. Discursively elab-
orated and widely exhibited," it was made into ideologically highly invested
occurrence, on the basis of which the flexibility of modernist paradigm on
both sides of the Iron curtain could be tested.'® Gamulin’s writings speak of
this historical moment.

What had led Gamulin to devote himself so intensively to this issue?
As Vladimir Crnkovi¢ writes, one of the reasons was doubtlessly Gamulin’s
“faith in figurative painting.”" In the artistic milieu of Croatia and Yugo-
slavia, which had been rapidly liberalising since the early 1950s and open-
ing itself up to the affirmation of various artistic values, including different
concepts of abstract visual arts expressions from the geometric to lyrical ab-
straction and Art Informel, which elicited heated discussions, naive art also
emerged as a radical novelty in the domain of figuration. As an admittedly
not avant-garde, but definitely anti-academic occurrence, naive art offered
some sort of compensation to the type of modernist sensibility that was mis-
trustful of abstract art. Although naive art did not arise solely as a reaction to
the abstract or any other modernist idiom, it still indisputably functioned as
an ostensible transgression of the paradigm within the cultural field. It was
precisely as a phenomenon that seemingly disrupted the laws of the histori-
cally necessitated advancement of art that naive creative endeavours touched
Gamulin’s theoretical nerve, which is the second important reason for his
interest in the phenomenon. In order to find a plausible foundation for the
naive within the modern epistemology of art, Gamulin developed a number
of theories, some of which are still relevant today, as will be shown later on.

16 Cf. A. Jakovsky, Die naive Malerei in Frankreich, Ziirich 1957; idem, Peintres naifs.
Lexikon der Laienmaler aus aller Welt, Hamburg, Wien 1967; O. Bihalji-Merin, Das nai-
ve Bild der Welt, K6ln 1959 [Croatian ed.: Naivni umjetnici svijeta, Zagreb 1972]; idem,
Umetnost naivnih u Jugoslaviji, Beograd 1963 [1959].

17 B. Kelemen, Naivno slikarstvo Jugoslavije, Zagreb 1969, pp. 10-14; V. Crnkovi¢, “Na-
iva u Hrvatskoj pedesetih godina,” in: idem, Studije i eseji, recenzije i zapisi, interpretaci-
je. Prilozi za teoriju i povijest naive i art-brutisti¢kih tendencija 1997-2001, Zagreb 2002,
pp. 70-84.

8 Cf. T. Zimmermann, “Oto Bihalji-Merin and the Concept of the ‘Naive’ in the
1950s. Bridging Socialist Realism and Non-Figurative Art,” Acta historiae artis Slovenica
2018, 23(1), pp. 185-198.

19 V. Crnkovi¢, “Marginalije uz Gamulinove tekstove o ‘naivnoj umjetnosti’”, in: idem,
Studije i eseji, recenzije i zapisi, interpretacije. Prilozi za teoriju i povijest naive i art-bru-
tistickih tendencija 1997-2001, Zagreb 2002, p. 92.
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The third reason for theorising about naive art, according to Crnkovi¢,2° was
Gamulin’s involvement in the so-called “Bosilj affair”?' which, in addition to
being the immediate cause, reflected the notional split of opinions on the gen-
esis of this type of art, which further spurred Gamulin to arm himself with
arguments in the face of its opponents.

In addition to representing a rare speculative achievement in Croatian art
history, Gamulin’s theory of naive art, set forth in multiple studies and a large
number of texts and criticisms in the form of monographs,?? also clearly re-
flects the flexibility and inclusivity of a high-modernist paradigm in a specific
historical time and place. It bears witness to an undertaking to incorporate
an artistic phenomenon, whose historical continuity in Europe can be traced
since the end of the 19% century, and in Croatia since the interwar period, into
the dominant artistic discourse and canonise it as a consensual value, while
trying to overcome a number of notional and interest antagonisms that had
defined the cultural-artistic scene and the framing of the discussion on mod-
ernist art in Croatia and Yugoslavia in general for a long time. For the pur-

20 Tbidem.

21 The “Bosilj affair” represents the culmination of attempts to discredit naive cre-
ativity as a false, counterfeit phenomenon orchestrated by dishonourable interests.
Krsto Hegedusi¢’ publicly raised suspicion about the authorship of paintings by Ilija Bosilj,
a farmer from Srijem and the father of art historian and critic D. Ba$ic¢evi¢, following
public correspondence in which Gamulin and other like-minded individuals rose to his
defence, led to a devastating incident when the artist was called by the city government
to paint in front of the appointed commission made up of distinguished art historians,
artists and other cultural workers (1965).

22 Gamulin’s bibliography numbered over fifty units. In addition to numerous reviews
of exhibitions of naive artists and multiple monographic texts, he also wrote the follow-
ing theoretic treatises: “Prema teoriji naivne umjetnosti,” pp. 525-553 (“K teorii naivné
houmenia,” Ars 1968, 1; “Toward a Theory of Primitive Art,” in: Primitive Painting, Za-
greb 1981; New Yok 1981); ,U ovom teoretskom trenutku”, Zivot umjetnosti 1970, 11-12,
pp. 3-24; ,Plaidoyer za Hlebine.” Deset teza za simpozij Naivi ‘73, in: G. Gamulin, Pre-
ma teoriji naivne umjetnosti. Studije, eseiji, kritike, prikazi, poelmike 1961-1990, Zagreb
1999, pp. 219-224; I Pittori Naifs della Scuola di Hlebine, Milano 1974; “Contributo critico
sul caso di Ligabue naif,” L’Arte Naive 1975, 2(8), pp. 59-62; “Esampi di romanticizmo
nella pittura naive,” L’Arte Naive 1975, 2(8), pp. 63-78; Les peintres naifs. Ecole de Hlebine,
Paris 1979; Jugoschlawische Hinterglassmalerei. Ivan Generali¢ und die Schule von Hle-
bine, Glitersloh 1982; “Teze o situaciji. IzvjeStaj za XII. Majsko drugovanje na Sani 1986,”
in: G. Gamulin, Prema teoriji naivne umjetnosti, Studije, eseiji, kritike, prikazi, poelmike
1961-1990, Zagreb 1999, pp. 289-298; “Naivna umjetnost,” in: G. Gamulin, Hrvatsko sli-
karstvo XX. stoljeéa, vol. 1, Zagreb 1987, pp. 504-511. The complete bibliography of Gamu-
lin’s texts on naive art was compiled by V. Crnkovi¢ in: G. Gamulin, Prema teoriji naivne
umjetnosti. Studije, eseji, kritike, prikazi, polemike 1961-1990, Zagreb 1999.
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pose of this text, Gamulin’s primary theories on naive art will be discussed
synchronously, not in order of their appearance in Gamulin’s studies, but as
a collection of ideas that form a relatively rounded theory.

THE AB OVO THEORY:
VIRGIN DETACHMENT FROM THE HISTORY OF ART

Since he first started writing about naive art, Gamulin tried to explain
why it should be considered a part of the modern, and for him, contempo-
rary world of art. Without rejecting the possibility that the naive attitude to
artistic expression existed as a general, anthropological modality of creative
consciousness, Gamulin explicitly claimed that naive art was historically con-
stituted as congruent with modernist values — when the “sensitivity of a social
milieu” matured to the point where this type of expression was recognised for
the values that “already existed as one of the components of modern art.”?? In
other words, naive art historically did not exist outside the context of mod-
ernism, regardless of the character of impulses and the formative context that
guaranteed differential qualities, this type of expression could only be actu-
alised as art on the basis of the modernist paradigm. In order to explain the
specific affiliation of naive art to modernism, or rather its genealogy, Gamulin
lapsed into a contradiction that was constitutive of the modernist discourse it-
self; he embraced the so-called theory on its emergence ab ovowhich, starting
from French interwar art history as well as many distinguished post-war the-
oreticians of the naive such as Anatole Jakovsky,>* was adopted by many au-
thors who then started to write affirmatively about the naive - the idea of the
absolute originality of the naive expression that arises from naive artists’ lack
of awareness of the historic development of art. On that basis, and already in
his first study, Gamulin systemically differentiated the naive not only in rela-
tion to professional, meaning academic art, but also to the folk (popular, folk-
loric) and lay, or rather amateur art (from which the naive must be especially
distanced). This is unlike the folk artist, whose contribution is based on the
preservation of collective traditions without the demand for the originality of
expression, unlike the lay artist or an amateur, whose relationship to the art’s
historical development is structurally epigonic, and unlike the academic art-
ist, whose individual original contribution necessarily implies the experience
of the past historic course of art as a whole, the naive artist “lives and works

23 Gamulin, “Prema teoriji navine umjetnosti,” p. 531.
24 Cf. A. Jakovsky, La peinture naive du Douanier Rousseau a nos jours, Bruxelles
1958.
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in virgin detachment from the history of art, and thus, by his very existence,
achieves that spontaneity and originality to which a modern artist aspires,
usually in vain, and often through artificial means.” In order to explain this
isolation of the naive artist from the historical experience of art and culture
in general, Gamulin used the sociological formula of the “blockade” - a low
level of artistic and broader cultural awareness and knowledge, arising from
different formative circumstances, keep the naive artist permanently but ef-
fectively in cognitive isolation, basically imprisoned in positions that guaran-
tee authenticity and originality of his artistic impulse, so that even potential
influences from the current artistic milieu are “assimilated by the naive core,”
without dislodging it “from its naive relationship to the world.”?¢ Gamulin’s
high esteem of originality was, therefore, a typically modernist position; pre-
cisely at the moment when the distinctiveness or declination from academic
norms was recognised as the value of originality, naive art became part of the
historic course of art, building on it with its specific contribution. In addition
to an understandable determinedness by the discourse of the time, Gamulin’s
insistence on the ab ovo theory, or rather on the postulate of the zero level of
artistic experience and the absolute unconditionality of expression of a naive
artists, also reflected current divisions related to the issue of the genesis and
worth of naive art among Croatian critics and artists, as well as split opin-
ions on the understanding of modernism in general. Gamulin’s aspiration to
defend the absolute authenticity of the naive expression is a reflection of the
already mentioned restraint towards the issue of external, extrinsic artistic
influence in general, or rather the fundamental conviction about the necessity
of an ontological foundation of art in the immediate, subjective experience
of reality and the cultural experience of the social environment. In particu-
lar, behind the theory of the intactness of naive artistic expression stands the
current division of attitudes on the genesis of this art in the Croatian con-
text. Unlike the proponents of the naive artistic expression, part of the elite
led by Miroslav Krleza did not accept the theory on the authenticity of this
phenomenon, considering it an induced, even interest-motivated construct.
An argument for such a judgement was within easy reach, in the historical
fact of the role that Krsto Hegedus$i¢ played in stimulating peasant painting
in the interwar period, and in the context of socially engaged programme of
the Association of Artists Zemlja, in which that painting had such a clear
ideological mission. In relation to that historic moment, the new flourishing
of the naive was judged by its detractors as an aberration of once-progressive

25 Gamulin, “Prema teoriji navine umjetnosti,” p. 544 [italic - G. G.].
26 Tbidem, p. 546 [italic- G. G.].
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positions. From today’s perspective, the verdict is easy to reach: just like other
artistic phenomena, naive art also rested on active communication between
competing artistic concepts and organised institutional support, which does
not detract from the uniqueness of particular artistic oeuvres nor from artistic
credibility of the phenomenon as such. Nevertheless, within the paradigm
in which it was precisely the category of individual artistic genius that repre-
sented one of the basic categories that could secure competitive status for
naive artists on the market of artistic ideas, individuals were taking up firm,
radical positions, and Gamulin was no different. Although he did not abandon
the basic idea of the substantially asymmetrical relation of naive conscious-
ness and historical development of art, over time Gamulin would nonetheless
partly relativize his rigid attitudes on the possibility of extrinsic influences, as
will be demonstrated.

THE NAIVE CORE OF STYLE

The second problem that Gamulin had to tackle in his theorising is the
formation of style in naive artists; namely, how does a naive artist, whose
“historical experience is completely cut off, and the personal one unfolds
within a narrow register determined by the character of the blockade,” man-
ifests precisely that “characteristic which is common to modern art” - “the
absolute singularity of style”” — a crucial quality that distinguishes him
from the artist-amateur? Raising this issue, Gamulin again explicitly asked
how naive art had achieved its qualitative stylistic distinction while existing
outside the historical horizon of art. In answering this question, he imme-
diately rejected the reasoning advocated by some theoreticians, namely that
it is a matter of naive realism, meaning mere description.?® Gamulin again
offered a solution in line with his pronouncedly modernist understanding of
a work of art, which still ran along the line of theories formulated by Jakovsky
and La Motte.? Understandably, we cannot talk about realism in connection
with naive artists, because realism is also a stylistic concept determined by
historical development; with naive artists, on the contrary, it is a question
of constitutive failure of imitation, or rather a failure in depicting the world:

27 Ibidem, pp. 540-541 [italic- G. G.].

28 Tn this context, Gamulin singles out Jean Cassou and Werner Haftman.

2 Gamulin quotes A. Jakovsky and M. de la Motte: A. Jakovsky, “Cespeintres de la
semaine des sept dimanches,” in: Les peintres naifs, Knokke-le-Zoute 1958 [exhibition ca-
talogue]; M. de la Motte, “Naive Kunst?” in: Das naive Bild der Welt, Baden-Baden 1961
[exhibition catalogue].
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in an attempt to portray the world, naive artists instinctively impose their
own symbolical system, or rather their sign language, on the referent reality,
achieving an autonomy in relation to all aesthetic norms, including the real-
istic one, to which a modern artist can only aspire. “He paints as he exists, in
unity with his expression, but without a conscious (historical) relation to that
expression.”® A naive artist’s style is therefore a given of his limited gnoseo-
logical disposition, and not stylistic self-possession that can develop only as
a historically-relative value. Defending his basic postulate on the extrahisto-
ricity of naive artistic concept, Gamulin would, however, find himself faced
with several additional problems. First of all, how does the individualisation
of expression, as the basic assumption of art in the modern sense, even take
place within such absolute symbolisation? Secondly, how can one explain the
stylistic development of certain individual oeuvres which last in time? And
finally, how to explain the phenomenon of a school as stylistic interconnect-
edness within a group of naive artists? Gamulin solved the problem of the in-
dividualisation of expression with the already mentioned theory of the block-
ade - sociologically-conditioned isolation of a naive artistic subject from the
institutional world of art. Namely, the circumstances of the blockade differ
from one artist to another, which leads to differences in the imagination - it
is thus not a matter of conscious aspiration towards the individualisation of
expression in relation to the totality of artistic possibilities, but of a necessary
determinateness of contingent circumstances of existential isolation. In line
with such deliberations, Gamulin initially also espoused a theory of the “im-
mobility”?' of the once-attained expression, which he eventually abandoned
when faced with changes in style and subject matter in artists whose work he
continuously followed.3? Naturally, he interpreted the dynamic in the expres-
sion within individual oeuvres as a subjectively inherent process; although
naive artists develop an indisputable “painterly consciousness,” meaning
a meta-linguistic relationship towards their own system of forms, their stylis-
tic development is immune to the movements of the art world — “tangential
impulses and interventions” that may come from it would be completely as-

30 Gamulin, “Prema teoriji navine umjetnosti,” p. 541.

31 “The phenomenon which had, namely, been detected early on in connection to naive
art is the immobility of their painterly (or sculptorly) vision.” Ibidem, p. 545.

32 “Perhaps the concept of its general immobility will soon have to be revised, but its
dynamics is not in the genesis of contemporary expressions.” G. Gamulin, ,U ovom teoret-
skom trenutku,” Zivot umjetnosti 1970, 11-12, p. 24. Cf. also: V. Crnkovi¢, “Marginalije uz
Gamulinove tekstove o ‘naivnoj umjetnosti,” p. 93, 96.
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similated by the “naive core,”*® which is the underlying basis for the stylistic
genesis of naive artists.

The problem of the school as a consistent style formation is something
that Gamulin would consistently tackle and, in considering the topic, even-
tually go furthest in correcting his own starting point. At the very beginning
of his speculation, he explicitly raised the question of the famous Hlebine3*
or any other school: “Is that not a ‘contradiction in the substantive’? For, if
naive expression is, by its definition, isolated and individual, how is it possible
for the phenomenon of a ‘school’ to appear, or any other stylistic connection
between naive artists?”?* The answer he first offered was again based on the
concept of the blockade, which applied equally well to the level of the collec-
tive: without denying the factuality of mutual influences of artists who live
and work together, Gamulin claimed that it was a coherent style occurrence
that arose from the closedness of the environment. The point at issue was the
"multiplication of focal points within a homogeneous cultural and psycho-
logical environment, without external interventions,” which over time even
led to the “emergence of solidarity of an artistic region” and a deliberate “de-
fence of style.”?¢ In this context, Gamulin also debated with critical positions
which held that with the emergence of a “school,” art stopped being naive
and transformed into a manner that was open to the siren call of the world of
art and the market.?” Gamulin would return to the problem of the formation
and development of a school as a unique style formation in a comprehensive
monographic text on the Hlebine School, in which he systematically elabo-

3 G. Gamulin, “Prema teoriji navine umjetnosti,” p. 546. G. refers to O. Bihalji, who
writes about the visibility of different influences in the oeuvres of individual naive artist,
but who remained undeclared regarding the ab ovo theory. O. Bihalji-Merin, Das naive Bild
der Welt, Koln 1959 (Croatian edition: Naivni umjetnici svijeta, Zagreb 1972).

34 Hlebine School. The name that is used for several generations of painters from Po-
dravina, a region in northern Croatia. The name comes from the village of Hlebine, home
to the two painters from the first generation (Ivan Generali¢, Franjo Mraz), who were en-
couraged to paint by the academic painter K. Hegedusi¢ in the first half of the 1930s. As the
Ecole de Hlebine, it was first mentioned in 1955 at the Biennale in Sao Paolo, where it was
first introduced to the international public. The H. School includes the following: in the first
generation Ivan Generali¢, Franjo Mraz and Mirko Virius; in the second generation Franjo
Filipovi¢, Dragan Gazi, Josip Generali¢, Ivan Vec¢enaj, Mijo Kova¢i¢, Martin Mehkek, Ivan
Lackovi¢; several artists of the third generation appeared during the 1970s.

35 Gamulin, “Prema teoriji navine umjetnosti,” p. 552 [italic - G. G.].

3 G. Gamulin, “Pledoayer za Hlebine,” in: idem, Prema teoriji naivne umjetnosti.
Studije, eseiji, kritike, prikazi, poelmike 1961-1990, Zagreb 1999, p. 231, 233.

37 Gamulin primarily debates with painters Albert Dasnoy and Klaus Jiirgen-Fischer,
but also with Oto Bihalji.
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rated on the problem.3® First of all, Gamulin emphasised the criteria necessary
for talking about a “school”: first, that a recognisable style idiom functioned
in a more or less confined area as a precondition for interaction and influ-
ences; second, that a style idiom lasts in time, transferring a relatively consis-
tent linguistic, or rather morphological system from generation to generation;
and, third, that there was a formation of a “milieu of spiritual atmosphere,”
meaning a specific cultural environment. “Fundamental attribute is, there-
fore, the emergence and functioning of style, of the especially created expres-
sion, which was suggestive enough to activate the imagination and creative
energies of other potential self-taught artists in its surroundings, and whose
activities were durable enough to enable the suggestive radiation of a firm-
ly-formed expression to become prominent.”?® Undoubtedly, the formation
and existence of the school was primarily interpreted by Gamulin in an au-
togenetic manner: as a logical consequence of the effect of strong creative per-
sonalities - in the case of the Hlebine School it was Ivan Generali¢* - whose
work, through the “radiation of style,” encouraged talented individuals to cre-
ate their own expression. In this context, Gamulin also cast a careful, histo-
riographic eye on the influence of left-leaning Association of Artists Zemlja
and Krsto Hegedus$i¢ on the formation of the school in the interwar period;
he did not contest their contribution to the affirmation of naive artists, but
strongly defended the thesis on the fundamental disconnectedness of cultural
spheres that were brought into conjunction only by the ideological context,
and not by the world of art they shared. In this sense, stylistic interaction
cannot be fruitful either - influences that come from the academic sphere can
result only in a malaligned coalescence, and not creative assimilation. “By its

3 Gamulin, “Naivni slikari Hlebinske $kole.” The text was also published in the Ital-
ian (1974), French (1979) and German edition (1982), while the original Croatian text is
only now being readied for publication. I thank V. Crnkovi¢ for the access to the manuscript.

3 Gamulin, “Naivni slikari Hlebinske $kole” [manuscript], p. 10 [italic - G. G.].

40 Ivan Generali¢ (Hlebine, 1914 - Koprivnica, 1992), naive painter. The central figure
of the Hlebine School. In the interwar period, his w Naivni slikari Hlebinske §kole ork
was encouraged by the painter K. Hegedus$i¢, one of the founders of the artistic association
Zemlja, with which he had his first exhibition (1931-1935). While the period until WWII
was thematically related to social problems of the village, after the War he developed a spe-
cific bucolic imagery, which from late 1950s also included surreal, magic realistic elements,
and during the 1970s he made a turn towards existentialist, allegoric content. He had
a number of solo exhibitions in the country and abroad (Paris 1953, Brussels 1959, Mun-
ich 1965, Solothurn and Diisseldorf 1966, Ziirich 1967, Basel 1968, Florence and Geneva
1971, Offenbach 1972, Kéln 1976) and participated in numerous group exhibitions of Cro-
atian and other naive art. His paintings hang in Croatian and foreign museums and collec-
tions (France, Germany, Switzerland etc.).
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cultural sense, its emergence and, ultimately, its spiritual range as well, these
are two different phenomena that can arise in different strata of cultural exis-
tence. Mutual interferences can have the function of a catalyst, but cannot be
decisive for the creative range. They were not decisive in this case.”*!

THE FUNCTION OF THE “LOST CHILDHOOD”

The third line of Gamulin’s investigation of naive art appertains to a wider
social and cultural sense of this phenomenon. Namely, if naive art emerges
on the historical stage as an event of radical artistic discontinuity, and as such
plays a direct part in contemporaneity, or rather the culture of modernity; it
must be determined what its significance is in this context and which values
form the basis for its communication with its contemporaneity. Gamulin’s
answer is the following: naive art has the value of compensation. In the cul-
ture of modernity which, not even in the socialist version, can avert the sense
of alienation on the relation between the individual - collective, in which civi-
lizational weariness stirs a yearning for simple forms of existence, and art fol-
lows its autonomous path of development that leaves “unsatisfied the bright
aspirations and needs,”*> naive art necessarily populates the emptied places.
“Into those empty spaces — from its hidden shelters, from the edges of today
- came naive art, discovering the unmet needs of simple people, and even
jaded ones, the tired criticism and confused theory, and that is why it was ac-
cepted.”*? Gamulin was not alone in this interpretation of the naive as a thera-
peutic supplement; other distinguished writers involved with naive art, espe-
cially Mica BasSic¢evi¢,* were pushing for just such an interpretation, arguing
that naive art opened up the artistic experience to the pre-modern, primor-
dial, primal experiences. “Was it a desire of our times for the lost naiveté of art
..., and a desperate, hopeless hope that we can recover our lost childhood?,”

4 Tbidem, p. 12.

# G. Gamulin, “U ovom teoretskom trenutku,” Zivot umjetnosti 1970, 11-12, p. 19.

4 Ibidem.

4 Dimitrije (Mica) Bagi¢evié — Mangelos, art historian and conceptual artist (Sid, 1921
— Zagreb, 1987). Co-founder of the Gallery of Primitive Art in Zagreb, which he headed be-
tween 1960 and 1965.With the exhibitions he organised and the reviews and introductions
he wrote, Basi¢evi¢ made a critical contribution to the conceptualisation and evaluation of
naive art, as well as to its affirmation in Yugoslavia and abroad. His texts on naive art were
collected in: Mic¢a Basicevi¢, Studije i eseji, kritike i zapisi, 1952-1954, ed. V. Crnkovic,
Zagreb 1995; Mica Basicevi¢, Studije i eseji, kritike i zapisi, 1955-1963, ed. V. Crnkovic,
Zagreb 1995.
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asked Gamulin rhetorically.*® To be sure, the question implicitly contained
the answer: “naive art” was an ideal that had been lost in advance; the im-
mediacy between the existential experience and artistic consciousness that
Gamulin invoked did not even apply to naive art itself, which was proven by
his ramified theory. Naive creativity therefore tied in with values that have exi-
sted within modernism for a long time: the art of modernism and the culture
of modernity constitutively fostered a sensibility for everything that could be
described with a sign of the pre- or anti-modern, meaning everything that
could represent a dialectic antithesis to the dominant cultural paradigm. Still,
if one considers the fact that it was precisely during the period of the rise of
the naive that the artistic culture in Croatia and Yugoslavia was marked by
the definite adoption of an abstract visual art language in its high-modernist
conception, it is understandable that the relation of these, at least seemin-
gly opposed artistic phenomena within the same paradigm, impressed itself
on Gamulin and other witnesses of the time as an epistemological problem.
It was precisely from the position of a purportedly radical alterity that naive
creativity could become part of the historical course of art and the modernist
order; it was exactly as a compensation for an imaginary projection of “child-
hood” that the naive defended its values.

CONCLUSION

Gamulin’s theory of naive art is a monumental example of the moder-
nist understanding and evaluation of art. Wanting to explain and defend the
phenomenon of the naive as a relevant artistic occurrence, Gamulin reached
for the fundamental concepts of the modernist paradigm: through the ab ovo
thesis — a theory that naive art does not arise as a conditioned result of the
historical development of art, but as a self-grown phenomenon, indepen-
dent of artistic circumstances and based solely on the intrinsic motivation of
a creative subject, who sublimates their own existential situation into a cre-
ative expression — he granted naive art the value of authenticity, or originali-
ty; by rejecting the postulate on naive realism and emphasising the stylistic
self-consciousness of a naive creator, or rather an entire school which mana-
ged to build a consistent morphological and narrative universe, he ensured
the value of autonomy; and by interpreting the social significance of this cre-
ative endeavour as a declaration of suppressed, inhibited moods and aspira-

45 Gamulin, “Prema teoriji navine umjetnosti,” p. 52.8.
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tions, he ensured the value of otherness, or alterity, as the third value that is
constitutive of the culture of modernity.*®

Even though our contemporary perception of naive art differs from
Gamulin’s theoretic interpretation, it represents an unambiguous affirma-
tion of the historical and stylistic affiliation of this occurrence with the or-
der of high-modernism, which established itself in 1950s Yugoslavia as an
aesthetic and ideological norm of artistic production that Gamulin, after
abandoning the horizon of socialist realism, basically endorsed. With the
benefit of historical hindsight, today we understand this phenomenon as an
occurrence that started, functioned and came to an end within one era; the
intertextual permeation of naive art with stylistic patterns and artistic con-
cepts that it perforce shared with the academic artistic sphere, does not less-
en the appraisal of creativity of individual contributions, which makes the
problem of its genesis and position within the art world not substantially
different from any other modernist occurrence. However, Gamulin and his
contemporaries like BaSi¢evi¢, as informed witnesses of the cultural “open-
ing-up,” or the adoption of contemporary artistic tendencies, reached for the
here-expounded type of argumentation in order to legitimise this phenome-
non as a competitive contribution, opportunely recognising an artistic con-
cept through which Yugoslavia played a relevant role in the international
culture of modernism.
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TOWARDS THE THEORY OF THE NAIVE ART -
GRGO GAMULIN AND THE UNDERSTANDING OF MODERNISM

Summary

The article presents the theory of naive art of the Croatian art historian Grgo Gam-
ulin (1910-1997), which he developed in a number of texts written from early 1960s.
In his theory, Gamulin tried to explain the phenomenon of naive art on the basis of
the modernist paradigm by applying the type of argumentation that is characteristic
for the discourse of high-modernity. Gamulin’s postulates on the naive can be sum-
marised with a few basic lines of speculation. First of all, Gamulin claims that the
phenomenon of the naive was epistemologically possible only in the context of mod-
ernism, and that it should therefore be considered an equally valuable movement of
contemporary art. However, in order to defend its authenticity, he began adhering to
the ab ovo theory, the notion that naive art does not arise as a cumulative result of
the historical development of art, but that it ontologically precedes that development.
The naive artist, according to Gamulin, always starts from the beginning, independ-
ent of events in the art world, and immune to influences. A naive artist is therefore
necessarily authentic, or rather original: not having any role models, he develops an
individual style, independently building his own visual arts language. Gamulin fur-
ther posits that the visual arts language of the naive is not based on a naive imitation
of reality, or mimesis, but on an instinctive, spontaneous symbolisation of subjective
experience, and as such is completely autonomous in relation to the laws of reality; i.e.
it is ontologically grounded in the artist’s imagination. Finally, in an effort to explain
the social significance of naive art, Gamulin interprets the emergence of the naive in
the context of the culture of modernism as compensation - a supposedly naive attitude
to aesthetic norms, as well as an imaginarium that evokes “lost spaces of childhood,”
necessarily functions as a therapeutic substitute for the alienation of art and the mod-
ern life in general. As such, Gamulin’s theory vividly testifies to the character of naive
art as a phenomenon that is constitutive of the culture of modernism, but that also
reflects a number of contemporary polemics and split opinions, not only on the topic
of the naive but of modernism as a whole. The split of opinions on naive art, especially
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with regard to its genesis, partly reflects the positions of the so-called conflict on the
left, discussions that were taking place between the interwar period and early 1950s
with the aim of defining the relationship of leftist ideology to modernism, or rather
the relationship between the values of socially-critical engagement and aesthetic au-
tonomy. The discussion on the naive, however, experienced a certain changing of sides
- Grgo Gamulin, a one-time advocate for socialist realism, began supporting naive art
and thus rose to the defence of basically liberal understanding of modernism, while
former opponents of socialist realism denounced the phenomenon of the naive as ide-
ologically inconsistent and aesthetically doctored. In conclusion, Gamulin’s theory; as
well as the entire polemic around naive art that was taking place during the 1960s and
which the theory necessarily ties in with, demonstrates the complex contextual reality
of a seemingly integral modernist paradigm, illustrating the confrontation of positions
that is by no means peculiar to Yugoslav society.

Keywords:
Grgo Gamulin, Croatia, naive art, modernism, art theory, art historiography
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TOWARD A NEW CONCEPT OF PROGRESSIVE ART:
ART HISTORY IN THE SERVICE OF MODERNISATION
IN THE LATE SOCIALIST PERIOD. AN ESTONIAN CASE

I should begin by recalling a well-known incident from the Khrushchev
Thaw period in Soviet history, because of its remarkable illuminating capac-
ity: it reveals a paradox description of a cultural era when certain ideas and
things were simultaneously allowed and prohibited!. This event took place in
1962. A scandal erupted in the central Moscow exhibition space, the Manege.
Artworks that demonstrated movement away from the Stalinist artistic doc-
trine of Socialist Realism to Modernism were on display; these were works
by artists who had not been exhibited in the USSR for decades. The main
protagonist of the Manege exhibition, however, was a VIP, Nikita Khrushchev
himself, whose visit ended with him shouting at the modern art idiom and
lambasting modernist formalists as “pederasts”.? But there was nothing to
be done; Khrushchev himself had, in the mid-1950s, opened the door to the
modern world and he was no longer able to close it entirely. He might have
been disappointed, but the Thaw was already in action.

My paper deals with one of the fields of renewal back then - socialist art
history, which, according to the Soviet understanding, comprised part of the
“ideological field”?. T will discuss the modernisation of art history based on the
example of the Estonian Soviet Socialist Republic (Estonian SSR), where art
historians were forced to accept the Soviets’ centrally constructed Marxist-Len-

! The research for this article was supported by the state research grant of the Estonian
Republic “Historicizing art: Knowledge production in art history in Estonia amidst chang-
ing ideologies and disciplinary developments” (PUT788; 1.01.2015—-31.12.2018).

2 M. Bernstein, Vana kaev. Mdlestusteraamat [Old Well. Book of Memoires|, Tartu
2009, pp. 242-244.

3 A. lItamB0K, “IIpOTUB MAEAANCTMYECKOTO MCKTOAKOBAHIMS Pa3BUTHUs MCKyccTBa”
[A. Shtambok, Protiv idealistitsheskovo istolkovanija razvitija iskusstva / Against the ide-
alistic interpretation of the development of art], Mcxyccmeo [Iskusstvo] 1950, 5, p. 56.
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inist aesthetic and approach to art and art history. The promising post-Stalin-
ist rhetoric encouraged public discussion on the theoretical fundamentals of
art and art history in Moscow and Leningrad art history circles in particular,
centering on discussion of the nature and boundaries of Realism.* As a result,
Soviet art historians fell into two camps in interpreting Realism: the dogmatic
and revisionist, and the latter was embraced in Estonia. In the following, I will
delineate criticism of the Stalinist art history canon in the late 1950s and early
1960s, pointing out the key positions in regard to the changes in the discourse,
and examining how they were expressed in the rewriting of art history; based on
the Estonian example. It should be noted here that the art history revisionism
in both the USSR and the Estonian SSR was not characterised by radicalism.
On the contrary, it involved rather cautious criticism. Memories of the Stalinist
terror had not faded, thus, art history texts of the era are cryptic and camou-
flaged, with the progressive parts concealed in an otherwise orthodox flood of
rhetoric. The ambivalence that is evident in the texts leads us to the problems
of the ideological engagement of the interpretation of art and its history, which
both supported and undermined the political regime. From the standpoint of
discipline, this meant the beginning of the renewal of the socialist art history
discourse®, which, among other things, had a significant impact on modernisa-
tion and the public exhibition of contemporary art. In the art context, the idea
of progressiveness began to be reconsidered. In previous discourse, progress was
linked with the “realist” artistic method that sprang from a progressive social
order. Now, however, revisionist art historians found new arguments for ac-
cepting different cultures of form, both historical and contemporary, and often
these arguments were “discovered” in Marxism itself.

AN ART PRIMER, 1967

In 1967, a work was published by the accomplished artist Ott Kangilas-
ki and his nephew, the art historian Jaak Kangilaski (b. 1939):¢ the Kunsti

4 B. Bernstein, “Seoses vaidlustega realismi iile” [Regarding the disputes over realism, 1-2/,
Kunst 1966, 3, pp. 13-22, and 1961, 1, pp. 1-14; ]. Kangilaski, “Realismi m&iste metamorfoo-
sid ndukogude kunstiteoorias” [Metamorphoses of the notion of realism in Soviet art theory],
Kunstiteaduslikke Uurimusi / Studies on Art and Architecture 2003, 12(1-2), pp. 11-24.

5 K. Kodres, K. Joekalda, “Introduction to Socialist Art History: On Formulating the
Soviet Canon,” in: A Socialist Realist History? Writing Art History in the Post-War Decades,
eds. K. Kodres, K. Joekalda, M. Marek, Koln, Weimar, Wien 2019.

6 Jaak Kangilaski later became one of the most renowned art historians in Estonia. He
defended his candidate thesis (PhD) on the French artist group “Les Nabis” in 1969, su-
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kukeaabits - Basic Art Primer - subtitled “Fundamental Knowledge of Art
and Art History.”” The book, close to 350 pages in length and with a print
run of 10,000, explained the principles of art for “anyone interested in art”,
to facilitate the “true enjoyment of art”®. It was also the first art history text
published after the war for the Estonian general public and, despite the title,
it was a professional treatment of the field of art and its history. The most
recent survey book before it, the over 800-page-long “Uldine kunstiajalugu”
(General History of Art), had been published in 1937. In 1940, as the Soviet
occupation started in Estonia, this book was among the publications hacked
to bits during a book destruction campaign, due to its “bourgeois” approach
(along with the same author’s History of Estonian Art, 1939-40).° During the
Soviet era, the remaining public copies of Voldemar Vaga’s General History of
Artwere hidden away in special collections in libraries.

In its 200 pages, Jaak Kangilaski’s Primer laid out the art history of the
world. The text was chronologically structured, based on the concept of peri-
ods known from the discourse of historical materialism: art in pre-historical
times, art from the ages of slavery, feudalism, capitalism and imperialism,
and finally a chapter on “Soviet art and progressive art in foreign countries”:
A close reading of the Kangilaski text reveals the main antecedents for the
young author’s approach. The most important source was The Fundamentals
of Marxist-Leninist aesthetics, translated into Estonian in 1961, which had
been published in Moscow by the Academy of Sciences of the USSR’s Insti-
tute of Philosophy, the Art History Institute, the Gorky Institute of World
Literature and the research staff of the Soviet Academy of Sciences in 1960;
the article “The historic laws of the development of art” was written by Nina
Dmitrieva.'® Thus, it was a very fresh treatment. Another inspiration for Kan-
gilaski was the German Democratic Republic author Wolfgang Hiitt’s simi-

pervised by Prof. Vladimir E Levinson-Lessing, a leading specialist on Western art in State
Hermitage Museum in Leningrad. Kangilaski chaired the art history department in Esto-
nian State Academy of Arts between 1978 and 1987, was appointed a rector of the same
institution in 1989, and was professor of art history of Tartu University from 1995-2005.
Today he is prof. em. of Tartu University:.

7 Q. Kangilaski, J. Kangilaski, Kunsti kukeaabits. Algteadmisi kunstist ja kunstiaja-
Ioost [A Basic Art Primer. Fundamental Knowledge of Art and Art History|, Tallinn 1967.

8 Ibidem, p. 5.

® O. Esna, “Kuidas puhastati Eesti raamatukogusid” [How the Estonian libraries were
expurgated|, Pdrnu Postimees 2014, 27% February.

10" Ochosor mapicucmro-Aenumckoii acmemuiu [Osnovo marksistko-leninskoi estetiki,
Moscow 1960; in Estonian: Marksistlik-leninliku esteetika alused, Tallinn 1961.
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larly fresh Wir und die Kunst," published in 1959, from which the structure
of the Primer was largely borrowed. Particularly in regard to characterising
the architectural aspects of the various eras, Kangilaski relied on Vaga’s Gen-
eral History of Art, which, despite being a “forbidden” book, survived in many
home libraries.

MODERNISATION OF DISCOURSE

As stated, in the following, I will introduce the deviations and shifts in
Jaak Kangilaski’s approach from the existing socialist art history canon. They
were based on a departure from the fundamental theses of past Stalinist dis-
course.'? For example, in providing a theoretical introduction to the general
art history, Kangilaski did not write anything about the (Leninist) theory of
two cultures, which held that every class-ruled society also had two arts — pro-
gressive and reactionary - depending on which class a given work reflected.
According to the Marxist-Leninist view of history at that point, each class
likewise played a dual role: it was progressive in one phase of historical devel-
opment, then reactionary in another. In this view, the bourgeois culture that
rose to prominence from the Renaissance era was progressive (as it under-
mined the outdated feudal relations) and so was its art, but the bourgeois cul-
ture of the 19 century had become decadent and reactionary, as had its art.
While Jaak Kangilaski did mention the concept of progressive and reactionary
(“The superstructure reflects the progressive or reactionary nature of the sub-
structure”’?), he further elaborated on this, noting the defining element of art
was instead the “Zeitgeist,” the spirit of the era, which, as he wrote, “does not
mean anything mysterious or supernatural but is simply the sum of the social
views that objectively existed and exist in each phase of the development of
humankind.”** Thus, he openly united the “hostile classes” of the formations
and laid a foundation for the rise of common art characteristics, denoted by
the term “style”.'> As is later evidenced by various passages in the main text,
art transforms pursuant to the “will-to-art” (Kunstwollen) characteristic of
the entire human society.'¢

W, Hiitt, Wir und die Kunst. Eine Einfithrung in die Kunstbetrachtung und Kunst-
geschichte, Berlin 1959.

12 Kodres, Joekalda, “Introduction to Socialist Art History”.

13 Kangilaski, Primer..., p. 148.

4 Ibidem.

15 Ibidem, p. 149.

16 Tbidem, pp. 156, 209.
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What also stands apart from earlier writing is the interpretation of the
relationship between the Marxist-Leninist substructure (economic relations)
and the superstructure (culture). Stalinist art history required proving a corre-
spondence between the two (a distortion of Marxist theory). Jaak Kangilaski,
however, stated flatly that: “...art is relatively independent and its develop-
ment has its internal logic and continuity,” adding that “it seems that there is
much that is random in art; its development zigzags and fluctuates, but is ulti-
mately inevitable.”"” At the end of the introduction, Jaak Kangilaski also noted
that in general “the value of artworks is constant [in time - K. K.]”. However,
he argued the contrary elsewhere: “Art history assesses the art of the past from
the standpoint of its own era and compares it to previous assessments.”’® The
first half of this sentence is undoubtedly aligned with one of the main goals of
Marxist-Leninist art history: the didacticism of art history and its ability to
transform the present, which could take place by giving an “objective assess-
ment” to an artwork. These contradictory concepts and assessments are from
time to time striking while reading the text of the Primer.

THE PROBLEM OF REALISM AND THE REAPPRAISAL
OF ART HISTORY

Continuing from the ambivalences of the discourse to its applications in the
Primer, it becomes evident that the half-blind change in the underlying views
was also reflected in approaches to specific epochs in art history, expressed par-
ticularly in the general appraisals given to the styles of the periods. It should be
recalled, in this light, that alongside historical materialism and the theory of
reflection, the Stalinist art and art history theory was, of course, determined by
an aesthetic doctrine, the doctrine of Realism. Owing its aesthetic and ideolog-
ical content mainly to G. Lukacs and M. Lifshits,'® Realism was considered in
socialist art history to be the only method of depiction that adequately reflect-
ed world reality and thus was progressive: a method by which life’s truth was
manifested through artistic truth. While during the Stalin era Socialist Realist
art was defined by relatively specific characteristics of form, the revisionist art
historians of the Thaw period re-interpreted art’s association with a specific
depictive idiom, the mimetic-generalising method of depiction, without rhe-
torically abandoning the concept of Realism and Socialist Realism.

7 Ibidem, p. 149; ,Self-development” is also emphasized on p. 315.

18 Tbidem, p. 121.

1 See e.g.: G. Lukacs, Essays tiber Realismus, Berlin 1948; M. Audrumni, Bonpocu
uckycemea u gurocoduu [M. Lifshits, Voprosé iskusstva i filosofii], Moscow 1935.
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Various humanities disciplines in the USSR, including the Estonian SSR,
had raised the question of the boundaries of Realism as early as 1956, and
precisely this became the most disputed problem for dogmatists and revision-
ists. In 1963, the French communist Roger Garaudy’s “D’un realisme sans ri-
vages” was published, in which he set forth a thesis of Realism without limits;
this discussion merely poured fuel on the fire.?° Jaak Kangilaski also chimed
in, publishing an article entitled “Disputes in Marxist Aesthetics” in the lead-
ing Estonian SSR literary journal Looming (Creation) in 1965.2! In it, he quot-
ed the “revisionist” aestheticist Moissei Kagan from Leningrad, who warned
against treating art as one-dimensional: only as a reflection, only as an artist’s
self-expression, or only as a means of reshaping reality.?

In the Primer’s positions on art periods and artworks, it is significant that
Jaak Kangilaski expressed clear support for “Realism without boundaries.”??
As a specific example, Gothic art — known for its anti-Realist depiction and
feudal and religious content - received praise from Kangilaski. He wrote:
“Thus, medieval art was very different from ancient Greek art; it was practi-
cally its opposite, yet still enriched ... the world with invaluable accomplish-
ments.”?* In fact, here Kangilaski was rephrasing the opinion of the Moscow
art historian Nina Dmitrieva, expressed in Fundamentals of Marxist-Leninist
Aesthetics: “Foreign to Gothic Art was that fondness for the beauty of natural
and normal forms, the striving for verisimilitude, that is so typical of the art of
antiquity” and “...yet the realism of medieval art cannot be denied, as art re-
flects the real conflicts in reality.”?> A phrase in the Dmitrieva quotation — “ex-
panding the spectrum of feelings encompassed by the term ‘humanity’” — was
a clever rhetorical reference to the Realist tendency in Gothic art. A rather
similar idea can be found in the GDR author Wolfgang Hiitt’s book.2¢

In the canon of Socialist art history, Baroque Art, too, was a disparaged
style of art. It was reactionary, because it reflected absolutism and the degen-

20 Kangilaski, “Realismi moiste metamorfoosid,” pp. 11-2.8.

21 1. Kangilaski, “Vaidlustest marksistlikus esteetikas” [Disputes in Marxist aesthe-
tics], Looming 1965, 11, pp. 1707-1718.

2 Ibidem, p. 1717. See also: M. C. Karan, Jekuuu 10 MapkcucmcKo-AeHUHCKOLL Icmenuxe,
yacmov IT[M. S. Kagan, Lektsii po marksistsko-leninskoi estetikie], Leningrad 1964, p. 13.

23 He quotes not Garaudy but a Moscow art historian O. Larmin: “There is an array of
independent, Realist-type methods: Renaissance Realism, Age of Enlightenment Realism,
19 century Critical Realism, Socialist Realism.” - O. B. Aapmun, XydosxecmeeHHoiil Mermod
u cmuav [O. V. Larmin, Hudozhestvennoi metod i stilj|, Moscow 1964, p. 69.

24 Kangilaski, Primer, p. 22.1.

25 Marksistlik-leninliku esteetika alused, p. 230.

26 Hiitt, Wir und die Kunst, p. 26.
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erate noble class and distorted Renaissance-style Realism, using an inflated,
exaggerated, “empty” artistic idiom pursuant to its content.?’ Jaak Kangilaski,
however, wrote: “Yet Baroque art is no less valuable than [the realistic art of -
K. K.] Classicism.”?8

Using the same interpretative pattern, Kangilaski also considered Impres-
sionistic art, which was deplored in Stalinist art histories, but had been al-
lowed in exhibition halls in the late 1950s due to its “profoundly humanistic
content”.? Kangilaski had to resort to significantly greater rhetorical manoeu-
vring, however, in interpreting all of the “bourgeois” art movements of the
20t century, such as Abstractionism, Expressionism and Surrealism, which
had for long decades been synonymous with the formalist bourgeois art of
the imperialist social formation. He praised the non-Realist Matisse, who, as
he said, albeit erroneously, been previously been considered anti-humanist.3°
Actually, Kangilaski wrote, Matisse’s work was “national” [yet another posi-
tive banner concept from the canon of Socialist art history — K. K.].3! It also
represented a logical continuation of the earlier development of art and owed
a great deal to the Realists and Impressionists.*?

Jaak Kangilaski also imbued Abstractionism with a positive meaning,
saying that this mode of depiction “is not some monopoly of deliberately re-
actionary forces: it is supported by many Western artists and art aficionados
with progressive views.”?* Of course, Kangilaski also praised Picasso (whom
Nina Dmitrieva went so far as to lionise®**), who, above all, as a “progressive”
persona, had already been more or less rehabilitated in Soviet art history by
this time, with an exhibition having taken place in Moscow.** Moreover, Kan-

27 See K. Kodres, “Scientific Baroque - for Everyone. Constructing and Conveying an
Art Epoch during the Stalinist Period in the Soviet Union and in Soviet Estonia,” in: Ba-
roque for a Wide Public: Popular Media and Their Constructions of the Epoch on Both Sides
of the Iron Curtain, eds. M. Marek, E. Pluhafova-Grigienéené, Journal of Art Historiogra-
phy. Special Issue 2016, 15 [https://arthistoriography.wordpress.com/15-decl6/], pp. 1-25.

28 Kangilaski, Primer, p. 240.

29 Ibidem, p. 276.

30 Tbidem, p. 297.

31 See Viike esteetika leksikon [Small Lexicon of Aesthetics], Tallinn 1965, pp. 184-
186; Kodres, Joekalda, “A Socialist Realist History?”

3 Kangilaski, Primer, p. 296.

33 Ibidem, p. 314.

3 Ocnogvr mapkcucmro-renunckoii scmemuxu [Osnovo marksistko-leninskoi estetiki],
p. 267.

35 M. Dmitreva, “The Riddle of Modernism in the Art Historical Discourse of the
Thaw,” in: A Socialist Realist History? Writing Art History in the Post-War Decades, eds.
K. Kodres, K. Joekalda, M. Marek, K6ln, Weimar, Wien 2019, pp. 143-169.
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gilaski linked Surrealism?® — the bete noire for Socialist Realist critics of the
day?®” — with Picasso, obviously in order to legitimise the style. To sum up
20%-century Western art, Kangilaski again wrote of the internal logic of the
development of art, due to which, he said, it was natural that “quite similar
means of expression can serve significantly different ideologies ... Thus, the
assertions that every non-figurative work taken separately was a direct expres-
sion of imperialistic or anti-humanist ideology are not borne out.”3$

*

Summing up, the Basic Art Primer, as well as shorter Estonian art his-
tory treatments of the 1960s, used textual strategies that made it possible to
forswear the appraisals of Stalinist art history, which, among other things,
meant moving toward a revised definition of the progressive in art.

The Small Lexicon of Aesthetics published by the Political Literature Insti-
tute in Moscow in 1963, which appeared in Estonian two years later, contains
a two-page article under the title “Progress in art.”* It defines the essence of
the term as follows: “Progress in art is the development of art along an upward
trajectory, the development from lower to higher, from simple to complicat-
ed, from less perfect to more perfect, which ultimately is the outcome of all
social progress, and its reflection in the distinctive form of many kinds of art
genres. In this sense, the progress of art is similar to innovation. Progress in
art can be viewed from different perspectives: as progress throughout world
art starting from its dawn to the present day, as the progress of a socio-eco-
nomic formation or the art of a single country, or as progress in the oeuvre of
a given artist.” The article goes on to describe how progress manifests itself in
different periods. In principle, this was not a renunciation of the Leninist idea
of two antagonistic cultures; however, progress was no longer linked directly
with realistic form, but rather signified innovation, e.g. the Gothic period led
to the inception of a hitherto unprecedented polyphonic music, and the cap-

36 Kangilaski, Primer, p. 310.

37 Viike esteetika leksikon, pp. 216-17; T. Heaomusus, “MapKcucTCKO-A€HIHCKAsL
TeOopusl MICKyCCTBA U 3aa4it GOpbObI ¢ BYprKya3HON SCTETUKON U peBusnoHnsMom” [G.
Nedoshivin, Marksistsko-leninskaja teorija iskusstva i zadatshi borbd s burhuasznoi es-
tetikoi i revisionizmom / Marxist-Leninist art theory and the tasks in fighting bourgeois
aesthetics and revisionism)|, in: [Tpomus pesusuorusma 6 uckyccmee u uckyccmeosnaruu [Pro-
tiv revisionizma v iskusstve i iskusstvoznanii / Against revisionism in art and art history],
Mocksa [Moskva] 1959 (Borpocst acretuxu [Voprosy estetiki] 2), eds. FO. Kasausnkos,
I'. Heaomusun [J. Kalashnikov, G. Nedoshivin], Moscow 1959, pp. 9-35.

38 Kangilaski, Primer, p. 315.

3 Viike esteetika leksikon, pp. 178-179.
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italist era saw the “development of cinema in connection with technological
and scientific achievements ....”** The watchword “innovation” found in the
Lexicon also emphasised that “it does not insist on the renunciation of past
aesthetic and artistic experiences as the ideologues of the proletkult did, but
rather on the critical embrace of these experiences ...” And yet “Innovation
must not be confused with pseudo-innovation, which is limited only to for-
mal searches and isolates art’s form from its content ... (e.g. the ‘innovation’
in various streams of modernism).”*! Morevoer, Nina Dmitrieva’s approach,
cited above a number of times, does not abandon the thesis of “two cultures,”
but asserts that during the capitalist era, “any sort of high art has intrinsically
become anti-capitalist” (the emphasis is Dmitrieva’s). Picasso is seen as em-
bodying “high art,” being “one of the contemporary era’s most outstanding
and controversial artists.”*? In spite of the typically verbose quality of the text,
and the lionisation of all of the virtues of socialism’s progressivism, Dmi-
trieva’s generalisations demonstrate a desire to break with realism-based art
history and the art theory platform. Undoubtedly, this also was the aim of
Jaak Kangilaski.*?

Certainly, authors in the Estonian SSR took advantage of the potential of
positions and narratives that had institutionally been declared legitimate in
Moscow. In Tallinn, the strategy of writing also involved insinuating revisionist
statements into “correct” pronouncements, concepts and assessments. Specif-
ically; in the case of the Primer, it is clear that under the conditions of a fragile
discursive pluralism, quite symbolic concepts and values from formalist West-
ern art history were “smuggled in”: concepts and values that the professional
reader certainly recognised, although no names of “bourgeois” authors were
mentioned. For example, Jaak Kangilaski relied on assistance in interpretation
from two grand masters of the Vienna school of art history: Alois Riegl’s term
Kunstwollen and the Zeitgeist concept from Max Dvotak (Zeitgeist, Geistes-
geschichte). In particular, the declaration of art’s linear, teleological “self-devel-
opment” can be considered to be an inspiration from the two. But Kangilaski’s
reading list obviously also included Principles of Art History by the giant of Ger-
man art history, Heinrich Wolfflin,** who was declared an exemplary formalist

40 Tbidem, p. 178.

41 Ibidem, pp. 166-167.

2 Ocnosvr maprcucmro-renunckoii acmemuxu [Osnovo marksistko-leninskoi estetiki],
pp. 266-267.

4 The interview with Jaak Kangilaski and the author of this paper see in the cultural
weekly Sirp: “Kunstiteaduse(lase) piirid ja voimalused” [Alternatives and limits of art his-
tory(historian)], Sirp 2017, 10.02.

4 H. Wolfflin, Kunstgeschichtliche Grundbegriffe (1915).
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art historian in earlier official Soviet historiography. The influence of Wolfflin’s
discourse on Kangilaski is immediately obvious from the latter’s use of the con-
cept “linear-painterly” (linear-malerisch)* in interpreting artworks.

On the other hand, and this was a problem for all revisionist Soviet art
history, the Thaw-era discursive cocktail in art historiography led to logical
contradictions. For example, something that is apparent from the general nar-
rative in the Primer is that Jaak Kangilaski concurred with the assessment of
a long-time pariah in Soviet art history, non-realistic Mannerism, declaring
that it is “in conflict with true art and is fated to remain barren.”*¢ The Prim-
er also contains contradictions due to the automatic transposition of Volde-
mar Vaga’s 1930s-era appraisals of architecture, which of course lacked any
connection at all to Marxist-Leninist discourse; instead, they reflected sty-
listic-historical assessments that had developed in the 19 century in which
the stylistic unity of an architectural object ended up being valued and “eclec-
ticism” disparaged.*” Jaak Kangilaski’s sometimes romantic attitude toward
the figure of the artist and the artist’s creative activity also smacked of the
19®-century discourse of the artist as a genius.

Still, in spite of it all, the Primer was an attempt to modernise the Sta-
linist approach to art history. The most conspicuous aspect of this can be
seen in the illustrations; 150 of the 279 plates are reproductions of Modernist
avant-garde works from the early 20 century on. As such, they undoubtedly
embraced the new progressive movements in art.

Moving on to the more general level, there is no doubt that the engage-
ment with the social-political reality of the day of the author of the Primer
was deliberate. It apparently was supposed to function in two directions. To
publish anything at all, the approach had to be ideologically “endurable”: this
was the price to be paid to revise past assessments regarding both the histor-
ical and, in particular, the 20®"-century and contemporary avant-garde. Obvi-
ously, there is no need to mention here that none of this could have been made
public without the permission of the state censorship office of GLAVLIT, the
Main Directorate for Literary and Publishing Affairs. Thus, there was a need
to repeat at least some of the “classical” sentences from the Marxist-Leninist
discourse. Here it would be appropriate to recall an idea from the well-known
Soviet culture scholar Andrei Yurtchak. Yurtchak has defined the new discur-
sive regime in the USSR starting in the 1960s as “pragmatic.” He argues thatin
the Late Socialist era, the form of ideological text was retained and became au-

45 Kangilaski, Primer, p. 244.
46 Tbidem, p. 238.
47 Ibidem, pp. 263-264.
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tomated but, in parallel, values were re-interpreted based on a society that was
headed toward modernisation, and was starting to look beyond its borders.*®
This change revealed the growing ambivalence of Soviet culture, and thus,
forces us to abandon, or at least to attach a new angle to the long established
dichotomous model for viewing the entire Soviet era in terms of an official
culture and its opposite, a culture of resistance. As I have hopefully succeeded
in demonstrating, art history writing in the Estonian SSR was deeply engaged
with the ambivalent aims of Late Socialist Soviet politics, politics that was
feared and despised but that, beginning in the late 1950s, had nevertheless
shown the desire to move on and change. In the Primer, the litmus test of the
engagement with change was the new narrative of 20*-century art history and
the illustrative material that depicted “formalist bourgeois” artworks.
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TOWARD A NEW CONCEPT OF PROGRESSIVE ART:
ART HISTORY IN THE SERVICE OF MODERNISATION
IN THE LATE SOCIALIST PERIOD. AN ESTONIAN CASE

Summary

The paper deals with renewal of socialist art history in the Post-Stalinist period in So-
viet Union. The modernisation of art history is discussed based on the example of the
Estonian Soviet Socialist Republic (Estonian SSR), where art historians were forced to
accept the Soviets’ centrally constructed Marxist-Leninist aesthetic and approach to art
and art history. In the art context, the idea of progressiveness began to be reconsidered.
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In previous discourse, progress was linked with the “realist” artistic method that sprang
from a progressive social order. Now, however, art historians found new arguments for
accepting different cultures of form, both historical and contemporary, and often these
arguments were “discovered” in Marxism itself. As a result, from the middle of 1950’s
Soviet art historians fell into two camps in interpreting Realism: the dogmatic and re-
visionist, and the latter was embraced in Estonia. In 1967, a work was published by the
accomplished artist Ott Kangilaski and his nephew; the art historian Jaak Kangilaski:
the Kunsti kukeaabits — Basic Art Primer — subtitled “Fundamental Knowledge of Art
and Art History” In its 200 pages, Jaak Kangilaski’s Primer laid out the art history of
the world. Kangilaski also chimed in, publishing an article in 1965 entitled “Disputes in
Marxist Aesthetics” in the leading Estonian SSR literary journal Looming (Creation). In
this paper the Art Primer is under scrutiny and the deviations and shifts in Kangilaski’s
approach from the existing socialist art history canon are introduced. For Kangilaski
the defining element of art was not the economic base but the “Zeitgeist,” the spirit of
the era, which, as he wrote, “does not mean anything mysterious or supernatural but is
simply the sum of the social views that objectively existed and exist in each phase of the
development of humankind.” Thus, he openly united the “hostile classes” of the social
formations and laid a foundation for the rise of common art characteristics, denoted by
the term “style.” As is evidenced by various passages in the text, art transforms pursuant
to the “will-to-art” (Kunstwollen) characteristic of the entire human society. Thus, un-
der conditions of a fragile discursive pluralism in Soviet Union, quite symbolic concepts
and values from formalist Western art history were “smuggled in”: concepts and values
that the professional reader certainly recognised, although no names of “bourgeois” au-
thors were mentioned. Kangilaski relied on assistance in interpretation from two grand
masters of the Vienna school of art history: Alois Riegl’s term Kunstwollen and the
Zeitgeist concept from Max Dvorak (Zeitgeist, Geistesgeschichte). In particular, the
declaration of art’s linear, teleological “self-development” can be considered to be inspi-
ration from the two. But Kangilaski’s reading list obviously also included Principles of
Art History by Heinrich Wolfflin, who was declared an exemplary formalist art historian
in earlier official Soviet historiography. Thaw-era discursive cocktail in art historiogra-
phy sometimes led Kangilaski to logical contradictions. In spite of it, the Primer was an
attempt to modernise the Stalinist approach to art history. In the Primer, the litmus test
of the engagement with change was the new narrative of 20 century art history and the
illustrative material that depicted “formalist bourgeois” artworks; 150 of the 279 plates
are reproductions of Modernist avant-garde works from the early 20 century on. Put
into the wider context, one can claim that art history writing in the Estonian SSR was
deeply engaged with the ambivalent aims of Late Socialist Soviet politics, politics that
was feared and despised but that, beginning in the late 1950s, nevertheless had shown
the desire to move on and change.

Keywords:
Socialist art history and historiography, Soviet studies, Thaw era and modernisation,
centre (Moscow| and periphery (Estonian SSR) relations, art and ideology, progressive-
ness in art






MiLENA BARTLOVA

1968: IN SEARCH OF “SOCIALISM WITH HUMAN FACE”
IN CZECH ART HISTORY

The half a century that passed last year since the occupation of Czecho-
slovakia by the Warsaw Pact troops in August 1968 provides the basic prereq-
uisite for historicising the event: many of those involved have already passed
away and the archive collections are now accessible. Yet the number of histor-
ical publications evaluating the events is growing slowly. Apart from biogra-
phies, only one historical analytical monograph was published in the jubilee
year, and that was a translation from German'. The reason for this caution
or diffidence is the uncertainty of how Czech society perceives the historical
moment when Czech (and Czechoslovak) history reached something of a cli-
max, although it was only one landmark moment in the long period of four-
decade-long Communist Party dictatorship and authoritarian rule. Despite
the rhetoric of the Communist victors of the conflict, political liberalization,
which was forcibly suppressed by the troops led by the Soviet Union and by
Czechoslovak “conservative” forces, did not seek to abolish a dictatorship, but
to strive rather for its economic, cultural and social transformation, a process
that was dubbed “socialism with a human face” by those whose attempts were
thwarted. In the following text, I will look at the subject from the benefit of
historical distance, and referring to Jasper’s famous philosophical view on
the attitude to the totalitarian regime, I will not, however, deal with moral
criticism of individual people.

I specify the object of my study as a scientific discipline in the sense of
a self-defining epistemic community whose members work in the institu-
tional complex of universities, the Academy of Science and museums, and
as experts on the preservation of monuments, restoration-conservation, and
the art market.? Its boundaries distinguish the discipline from historiography,

I M. Schulze Wessel, PraZské jaro. Pritlom do nového svéta, Praha 2018.
2 An epistemic community is a community of people, defined by shared epistemic
perspectives and objectives; expert work of a scientific discipline is the sphere where the
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philosophy, aesthetics and sociology on the one hand, and from contemporary
art on the other. The latter, however, is partially related to the discipline in the
area of art criticism, writing about contemporary and recent art, and exhibi-
tion making. After briefly outlining the cultural and political environment,
I will deal with two specific instances of the short period leading to the year
1968, namely with the project of so-called “imaginative art” in researching
the art of the first half of the 20th century, which caused a unique conflict
with the political regime, and with the so-called “Prague School of Marxist
Iconology” that prevailed in the research of old art. My questions will be: In
what ways did Czech art history participate in the culminating politicization
of culture? Did they specifically reflect “humanist Marxism” as the main dis-
cursive topic of the liberalization period? What remained of the Czech art his-
tory of the “Reformist period” after its defeat?

The beginning of the period of interest in Czechoslovakia, particularly
in the Czech part of the country, dates back to five years before 1968.° The
post-Stalinist “thaw” in 1955-1958 was ended by the increased back-pressure
of the state power controlled by the Communist Party in 1959 and the new
constitution issued the following year. The constitution codified the funda-
mental changes concerning property rights, economic and social system and
the installation of the state power identified with the party system that took
place in the Czechoslovak society after the Communist Party seized power
in February 1948. The successful construction of socialism was solemnly de-
creed. The newly confirmed confidence of the party dictatorship was accom-
panied by an important shift: after the Cuban Missile Crisis, the proclamation
of the “intensification of the class struggle” was replaced with the declaration
of the “peaceful coexistence of socialism and capitalism” and competition
between them. At that time, Czechoslovakia still benefitted economically
from its developed industrial traditions and from the fact that its economy
had been relatively little affected by World War II. It was clear, however, that
a significant role in the Cold War rivalry, transferred from the military sphere
to a symbolic and value level, will have to be played by culture and education.
Therefore, from 1963, the ruling regime did not directly prevent the onset of

discipline interferes with practical operation (according to historians Michal Kope¢ek and
Vitézslav Sommer, whom I thank for consultation). A broader context and further relations
will be elaborated in the final publication of the research project “The History of Czech Art
History of Second Half of the 20% Century I. 1945-1970” supported by the GACR (Czech
Science Foundation) grant Nr 17-20229S, of which this study is an intermediate result.

3 J. Rakosnik, M. Spurny, J. Staif, Milniky modernich ceskych déjin. Krize konsenzu
a legitimity v letech 1848-1989, Praha 2018, pp. 211-250; P. Kolat, Der Poststalinismus.
Ideologie und Utopie einer Epoche, Koln-Weimar-Wien 2016.
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“revisionism,” and the limits of what was possible, set by the Central Com-
mittee of the Czechoslovak Communist Party (CCP) in 1959, were being pro-
gressively blurred, despite the continuous attempts of the “conservatives” to
reverse the trend.* As for visual arts, a key gain in the ensuing confrontation
was the undisputed international success of the Czechoslovak exposition at
Expo 58 in Brussels.” The advantages of the political system of “people’s de-
mocracy” ruled by the Communist Party were presented rather through the
aesthetics of modernism than through social realist visual propaganda.
Despite the aggressive-defensive rhetoric used by the conservative forces
of the ruling power to express their feeling of danger, in the mid-1960s, the he-
gemonic drive was not represented by resistance against the socialist system
and the policies of the CCP, but by the efforts to “humanize” the system from
the inside. Dominant actors were still members of the Communist Party; and
although liberalization also meant more opportunities for non-Communist
intellectuals, journalists and artists such as writer Josef Skvorecky, playwright
Véclav Havel and painter Mikuld§ Medek, they remained marginal.® Even
relatively “progressive” forces within the Communist Party used methods of
covert control to exercise the power they had. After the third Congress of the
Czechoslovak Writers’ Union in 1963, which significantly contributed to the
liberalization of the broad intellectual and cultural environment, the second
Congress of the Union of Czechoslovak Fine Artists in December 1964 played
a similar role in fine art.” Although it was not controlled by the apparatus of
the Central Committee of the CCP its freedom (“spontaneity” in the period
terminology) was limited to the election of the committee bureau members,
and remained within the limits defined by the Party; compliance was ensured
by the art historian Jifi Kotalik on the suggestion committee.® Together with
Vaclav Formanek, Kotalik prepared materials for the congress, defended them

4 M. Kopecek, Hleddni ztraceného smyslu revoluce. Zrod a pocdtky marxistického re-
vizionismu ve stiedni Evropé 1953-1960, Praha 2009.

5 M. Bartlova, J. Viybiral et al., Building a State. The Representation of Czechoslovakia
in Art, Architecture and Design, Prague 2015, pp. 92-105, 115-118 (further bibliography).

¢ 1. Mervart, Nadé&je a iluze. Cesti spisovatelé v reformnim hnutf Sedesdtych let, Brno
2010, esp. pp. 342-348.

7 Ibidem, pp. 125-140; A. Binarova, Svaz vytvarnych umélcti v éeskych zemich
1956-1972, Olomouc 2017; J. Lomova, K. Sima, “Sjezd SCSVU v roce 1964. Pozndmky
k tispé&snosti performance,” in: Uméni a revoluce. Pro Milenu Bartlovou, eds. J. Lomov4,
J. Vybiral, Praha 2018, pp. 512-544.

§ For further information on persons mentioned in this article, see the encyclopaedic
dictionary L. Slavi¢ek et al., Slovnik historikti uméni, vytvarnych kritikd, teoretikti a publi-
cisti1 v Ceskych zemich, Praha 2016.
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against the conservatives in the cultural commission of the Central Commit-
tee of the CCP led by the leading Party conservative, literary historian Ladislav
Stoll, and assured that the congress session was accepted almost unchanged.’
Thus, the Union of Fine Artists actually made it impossible to support the
Writers’ Union in the current political situation several years later.

Stoll, Kotalik and Formanek were influential men who used different
ways to constitute the Stalinist cultural system after 1949; Kotalik was a key
member and president of the College of Arts at the Czechoslovak Academy of
Science since the early 1960s, and also the rector of the Academy of Fine Arts
since 1960. The engagement of Kotalik and Formének in this case demon-
strates the range of actions available to art historians in the period examined.
Both of them held a Prague university degree and a doctorate in art history,
they worked for art and historical institutions and engaged in the activities
of the Union of Fine Artists. Such Unions, as collective actors from the late
1950s to their dissolution in 1969, enabled actual interventions that not only
affected the role of art in society, but also enabled effective political influ-
ence. ' By contrast, humanities, including art history in the modern scientific
classification system and its institutional operation, lacked similar options.
However, the related professions that could use the synergy of active artists,
namely the history and theory of fine art, theatre, music and, in particular,
literature, were able to compensate their marginalization and practical impo-
tence. Art history was a “minor” and therefore less controlled scholarly dis-
cipline in the Soviet Bloc countries, especially in comparison with historiog-
raphy or philosophy. Moreover, art history in the economic system of state
socialism lost its central sphere of expert influence, i.e. the art market." It
could only deal with monument conservation, an area shared with architec-
ture and seen as a marginal subject of research, although it did have a great
influence on the general public. The close coexistence of art historians and
contemporary fine artists was also supported by a specific practice, which was
a relic of the Stalinist system of the early 1950s: many art historians were
members of the theoretical section of the Union of Czechoslovak Fine Artists,

® The National Archives Prague, collection 1261/10/5 Central Committee of the
Czechoslovak Communist Party 1945-1989, the Ideological Commission 1958-1968,
vol. 12, archival unit 48: Minutes and resolution of the 7% meeting of the ideological com-
mission of the Central Committee of the CCP, May 18", 1964; Binarova, Svaz vytvarnych
umélcd..., pp. 169-187; Lomova, Sima, “Sjezd SCSVU...,” p. 542.

10 See: Mervart, Nadéje ailuze....

' The systematic repression of private collectors has been described by M. Rusinko,
Snad nesbirdte obrazy? Cesty soukromého sbératelstvi moderniho uméni v ceskych
zemich v letech 1948-1965, Brno 2018.
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often just because it provided a platform for permitted and subsidized tours to
the otherwise inaccessible “West.”

Art history was involved in the following important case from 1963-
1964 in its own proper role of historicizing the recent past. Frantisek Sme-
jkal, a young graduate of art history, together with Véra Linhartov4, his col-
league, a poet and curator, prepared an exhibition titled “Imaginative Art
1930-1950” for the regional Ale$§ South Bohemian Gallery in Hluboka nad
Vltavou.!? It presented a significant episode in Czech surrealism during the
pre-war and war periods, today internationally known mainly thanks to
Toyen and Karel Teige."® The exhibition was conceived not only as one in
a line of efforts to rehabilitate the art that was forbidden in the 1950s (Teige
died as a victim of political baiting in 1951 and Toyen emigrated to France
in 1948), but also as legitimization of the emerging trend of contemporary
non-realistic and non-figurative art through showing its continuity with
a period that has already become history. The idea that a regional gallery
could hold an exhibition that would be otherwise impossible in the centre
of action, which was under more intense censorship, proved to be wrong.'*
The reverse was the case: the exhibition, which radically exceeded his edu-
cational horizons, caught the attention of Jan Trojan, the chief secretary of
the regional committee of the CCP in Ceské Budéjovice, and, after his warn-
ing, the attention of the first secretary of the Central Committee and Pres-
ident Antonin Novotny." In early March, the exhibition was banned and
cancelled; a year later, Frantisek Smejkal and Véra Linhartova, together with
their colleague Jan K¥iz, became suspects watched by the StB (State Security,

12 E Smejkal, V. Linhartova, Imaginativni malifstvi 1930-1950. Exh. cat. Alsova ji-
hoceska galerie Hluboka nad Vlavou, 1964. Smejkal died in 1988, and after the fall of the
dictatorship of the CCP, the exhibition was reenacted by his widow in the Rudolfinum ex-
hibition hall; see Ceské imaginativnf uméni, ed. J. Smejkalova, Praha 1996. The stylistic
concept of “imaginative art” was refused again.

13 See: Karel Teige, eds. E. Dluhosh, R. Svicha, Cambridge-London 1999; K. Srp, Toy-
en, Praha 2000.

14 For the specific practice of the censorship of art prints and exhibitions, see J. Lomov4,
“Co je politického v psani o uméni. Cenzura vytvarnych dasopist v Ceskoslovensku 60. let
20. stoleti,” in: Umenie — politika — estetika. Sbornik konferencie Slovenskej asocidcie pre
estetiku, eds. P Breziian, M. Pastékov4, Bratislava 2019, pp. 118-125.

15 The case is explained in texts by Jaroslav Hes, the head of the ideological depart-
ment of the Central Committee of the CCP, and by Frantiek Smejkal himself published in
Vytvarnd prdce 1968, 16(10), p. 12 and 16(15), p. 10; Binarov4, Svaz vytvarnych umeélcii. ..,
pp. 162-164.
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i.e. secret political police), the only ones thus pursued for their professional
activity during this period.'®

The attempt to publish a catalogue and install the exhibition was not the
only sign of liberalization; the important thing was what followed afterthe ban.
Jaroslav Hes, who worked at the ideological department of the Central Com-
mittee of the CCP together with Jifi Kotalik and Jaromir Neumann, a pro-
fessor at Charles University and director of the Institute of the Theory and
History of Arts at the Czechoslovak Academy of Sciences, allowed a “study”
rerun of the exhibition in Prague in September 1964. It was held during the
summer holidays, could not be written about or otherwise promoted, and was
conceptually reduced so that it did not include the legitimizing line extending
to the present.”” At the end of the exhibition, a colloquium was held and the
papers presented there were published in the academic journal Uméni, which
was the normative platform of Czech art history.’® Some of the most erudite
texts were written by foremost scholars of the young and middle generation,
such as Jindfich Chalupecky, Ludék Novik, Eva Petrova, Vratislav Effenberg-
er, the authors of the exhibition, and Jifi Kotalik. The texts fundamentally
challenged the analytical functionality of Smejkal’s specific concept of “imag-
inative art.” Smejkal borrowed the term from Teige, but he was able to legiti-
mize it only because it became part of the normative post-Stalinist discourse.
In 1964, however, the term proved to be “too weak” and unacceptable.'” The
concept of “creative imagination” as a key category that could become a link
between the former dogmatism of socialist realism and its post-Stalinist form
was coined by Jaromir Neumann in 1958. Being the director of the Institute
of the Theory and History of Arts at the Czechoslovak Academy of Science,
he patronized the conference and wrapped it up with his paper, which was

16 The Archives of the Security Forces of the Czech Republic, reg. no. 9394 cover name
FRANTA, later CESTOVATEL.

7 The National Archives Prague, collection 1261/10/5 Central Committee of the
Czechoslovak Communist Party 1945-1989, the Ideological Commission 1958-1968:
Minutes and resolution of the 7% meeting of the ideological commission of the Central
Committee of the CCP vol. 13, archival unit 50: The opinion of the ideological department
of the Central Committee of the CCP on the exhibition of imaginative art. Annex II to the
minutes of the 15 meeting of the Ideological Committe of the Central Committee of the
CCP on May 27%, 1964; J. Hes, “Jesté ke k¥ivdologii,” Vytvarnd prdce 1968, 16(10), p. 12.

18 The thematical block “K problematice uméni tficatych let”, Uméni 1965, 13(5),
pp. 433-539.

19 . Neumann, “K dne$nim metodologickym otizkidm dé&jepisu uméni. Poznamky
o vytvarné predstavivosti”, Uméni 1958, 6(2), pp. 178-187; for context see M. Bartlova,
“’Neni mozno se vzdat svobody mysleni.” Vincenc Kramaf a marxismus 1945-1960,”
Uméni 2018, 66(4), pp. 246-263.
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not eventually published: as an art historian, he dealt with the interpretation
of mannerist and baroque paintings in the Picture Gallery of Prague Castle
and ceased to interfere in the discussions on contemporary and modern art.
At the same time, the conference papers dealt with the historicising of the
exhibition theme, i.e. the definition of a clear normative boundary between
the contemporary art and the art that was in the competence of art history.
In terms of expanding opportunities for contemporary art which did not fol-
low the doctrine of socialist realism, this was a kind of “betrayal” on the part
of art history. At least that is how Smejkal understood the situation at the
moment, although he tried to promote his concept of imaginative art in the
next decade, only to drop the key term “imagination” in the 1980s. In terms
of art history, however, it was a major step that opened the discipline up to the
need to create new conceptual and discursive tools to study the art of the “last
generation” (most artists represented at the “Imaginative Art” exhibition were
still alive and active, and some of them in political exile).

The case of “imaginative art” showed that art history did play a role in the
dynamics of the political change. However, it professed the dominant intel-
lectual discourse of the times in a different and specific way. Not surprisingly,
these two aspects can be seen in Jaromir Neumann, a key figure in the Czech
art history of the 1950s and 1960s. Four years after the above-mentioned
article on the art and historical concept of artistic imagination was written,
Neumann published an extensive study, inaugurating the concept of “Marxist
iconology,” in the same magazine, Umeéni. In 1966, a leading representative
of Marxist iconology, Karel Stejskal, when reviewing a book written by the
co-founder of this school, Rudolf Chadraba, wrote that “we can legitimately
talk about a distinct Prague school of iconology.”? In this concept, iconolo-
gy claimed to refer to the basic principles of Erwin Panofsky and Aby War-
burg, but in reality, it was much more based on the reception of Max Dvoiak’s
late texts, mediated by unacknowledged reading of Hans Sedlmayr. Marxist
iconology did not compare images with the texts of that time, but rather “fo-
cused on” and “empathized with” hidden clues and meanings of the images
revealed according to Gestalt psychology and without demanding intermedia
interpretations. Czech iconologists of the 1960s mainly searched for ways in
which non-Christian cosmological meanings were expressed through images
in “the era of feudalism,” regardless of the control mechanisms provided by
general and cultural history. Chadraba and Stejskal provided a coherent and

20 K. Stejskal, “Novy vyklad Diirerovy Apokalypsy,” Uméni 1966, 14(1), pp. 1-60, cit.
p. 18; R. Chadraba, Diirers Apokalypse — eine ikonologische Deutung, Praha 1964.
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strikingly original re-phrasing of Warburgian iconology that wanted to give
voice to the illiterate medieval classes.”!

The key text of the Czech intellectual milieu of the 1960s was Dialekti-
ka konkrétniho (Dialectics of the Concrete) by the philosopher Karel Kosik,
which had a timely and extensive impact abroad as well, and was translated
into many languages; its local impact was strengthened by Kosik’s engage-
ment as a citizen and journalist.?? His integration of impulses from (Western)
Marxism and Heideggerian existential phenomenology can be seen as a car-
dinal formulation of the “humanistic Marxist” discourse. Chadraba’s review
of Kosik’s book, published in Umeéni, proved that Kosik was indeed read by
Czech art historians.?® In his reading, however, Chadraba was selective and
ignored any suggestions that would seem too critical, if not revolutionary, as
far as the discourse tradition of art history was concerned, and noted only the
ideas that could be used for critical refutation both of the “vulgar Marxism”
of the Stalinist period (Chadraba borrowed Kosik’s term “sociologism”) and
of the surviving “positivist” tradition. Yet Chadraba was not an uninformed
reader and he used extensive citations of the Economic and Philosophic Man-
uscripts of the “young Marx” (unfortunately, without specific references) to
make clear that he was well versed in the current intellectual trends. The rea-
sons for his selective understanding of Kosik’s suggestions lie in the need for
a dominant discourse to be firmly rooted in the local art historical tradition.
The post-Stalinist opening of the methodological horizons of Czech art histo-
ry was based on recalling the authority of Max Dvofik (Rudolf Chadraba ba-
sically adored this great personality of the Viennese school of art history until
the 1980s), who was a “bourgeois idealist,” rehabilitated by an instrumental
claim that he used the dialectical method.?* Despite — or perhaps rather be-

21 The concept of Marxist iconology has been derided and refused by I. Gerat, “Mar-
xism and Iconology in Czechoslovakia during the Cold War,” in: A Socialist Realist History?
Writing Art History in the Post-War Decades, eds. K. Kodres, K. Joekalda, M. Marek, Wien—
Koln-Weimar, pp. 100-117. His text, unfortunately, does not analyze its object in a histo-
rical way but is based on ideological criticism and an idea of a single “true” iconology. For
more detail, cf. my “The Prague School of Marxist Iconology” presented at the international
conference “Iconologies. Global Unity and Local Diversities in Art History” held in Krakéw
in May 2019 (to be published).

22 K. Kosik, Dialektika konkrétniho. Studie k problematice ¢lovéka a svéta, Prague
1963, esp. pp. 81-103; Mervart, Nadéje a iluze...., pp. 93-94; idem, “Dialektika konkrét-
niho v zrcadle sport mezi aparatem UV KSC a kulturni obci,” in: M. Hrubec et al., Myslitel
Karel Kosik, Praha 2011, pp. 55-78.

23 R. Chadraba, “Dvé knihy o smyslu véci,” Uméni 1964, 12(3), pp. 214-215.

24 Tematicky blok k vyro¢i Maxe Dvordka, Umeéni 1961, 9(2), pp. 165-185, 9(6),
pp. 525-640.
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cause of - this fact, the discourse of Czech art and history of the 1960s was
not willing to accept Kosik’s outline of the real, even rigorous, application of
materialist dialectics to the concept of art and to the interpretation method of
art history.

On a practical level, the cultural liberalization of the second half of the
1960s did not only bring more publishing options for art historians, but it
also eased the fairly strict blockade of communication with other countries,
opened up more possibilities to travel outside the Soviet bloc and to cooperate
with foreign experts. Besides Vienna, art historians collaborated with their
colleagues in Munich, and medievalists participated in the summer schools
at Poitiers. Viktor Kotrba even lectured at the University of Bonn in 1964 and
for the whole summer semester in 1967.2° His important contact was Gotz
Fehr, German architectural historian, native of Czechoslovakia and post-war
forced exile.?¢ The Czechoslovaks were helped to sustain contacts with the
world outside the Soviet bloc also by other Czech Germans. The restriction of
travel, so typical for most of the four decades of the Communist dictatorship,
was a much harsher blow for art historians than for other humanities. For art
historians, learning about art and architecture through personal experience,
or “autopsy,” is methodologically crucial and absolutely indispensable. Vari-
ous institutional bureaus repeatedly pointed this fact out from the mid-1950s
on, but more possibilities did not occur until the mid-1960s, culminating in
1968-1969.

The new radical restriction of travels to “the West” after 1970 and the
enforced weakening of foreign professional contacts had a great impact. Like
the entire Czechoslovak intellectual environment, Czech art history was
also affected by political and employee purges at the turn of 1969 and 1970
that sealed the final victory of the Soviet-backed “conservatives” over “reform
Communism” with its “humanist Marxism.” In the case of art history, the re-
sult more concerned individual researchers and did not mean the elimination
of entire departments, as was the case in other humanities. Yet it is obvious
that the achievements of Czech art history of the 1960s, the genesis of which

25 Institute for the History of Art, Czech Academy of Science, Dept. of Documen-
tation, collection Viktor Kotrba, vol. 23 (newspaper clippings) and volume Correspon-
dence 1 (Kurt Bauch, G6tz Fehr); Masaryk Institute and the Archives of the Academy of
Sciences in Prague, collection CSAV — UTDU, vol. 17, inv. no. 314, sig. 602: Report for
the Foreign Dept. of the Presidium of the Czechoslovak Academy of Sciences, November
29, 1966.

26 For G. Fehr see M. Winzeler, “Go6tz Fehr: Poznamky k ¢esko-némeckému historikovi
uméni a staviteli kulturnich mostt v tézkych ¢asech,” in: Umeéni a revoluce. Pro Milenu
Bartlovou, eds. J. Lomovd4, J. Vybiral, Praha 2018, pp. 596-618.
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I have tried to sketch in a broader social context, contributed significantly to
the definition of the discursive horizon of the discipline in the coming period
of the so-called “consolidation” and “normalization.” Such demarcation not
only meant to keep up the intellectual level achieved in the previous decade
and to defend it against the ideological pressure of the CCP and the state;
it also comprised attempts to overcome the methodologies of the 1960s, al-
though this fact was not explicitly talked about due to the political situation.
Selective historicizing of the interwar avant-garde remained a sensitive, but
existing research topic. In the 1970s, Marxist iconology finally persuaded
even more traditional and reserved researchers like Jaroslav PeSina about its
advantages. At the same time, however, Jaromir Neumann in his texts on the
Baroque art, and also Lubomir Koneény and others from the younger gener-
ation, returned to Panofsky’s original methodology, when the interpretation
process of iconology was to be checked against contemporary texts. Other
representatives of the younger generation, who managed to attend university
lectures by Jan Patocka in 1967-1969, examined other possible uses of phe-
nomenology than those offered by Kosik’s integration of Marxist dialectic and
materialism.?

The short period between 1963 and 1969 in Czech art history, as well as in
other scientific disciplines and cultural fields in Czechoslovakia, was the time
of an extraordinary release of intellectual and creative energy. Art historians
not only profited from the generally more liberal situation that allowed them
more travel and foreign contacts, but were also able to create their own orig-
inal concepts of “humanist Marxism.” They did it in their own field-specific
ways and not through participating directly in the hegemonic discourse. The
process of self-assertion was, however, still arduous and complicated, and it
demanded active political participation of art historians themselves, at least
some of them. Nor should we forget that the the most original art historian of
the period, the Roman Catholic priest Josef Zvéfina, was only released from
political jail in 1960, while his older colleague RtiZena Vackova was detained
until 1966.

While the ruling power did see the sixties as a lasting threat until the fall
of the Communist dictatorship, the generation of new students of art history
in the seventies and eighties, including myself, looked to the texts published
in the sixties as a basic reference to form our intellectual horizons. Despite
the personal engagement of major art historians both at universities and

27 Véclav Richter’s phenomenological art history remained outside the mainstream
of the 1960s and its impact in the following decades was felt only among his students in
Brno.
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in the National Gallery in Prague, as well as a covert intellectual life in the
“underground,” Czech art history in the period of “normalization” was most
weakened by the stifling of internal theoretical debate, which has not properly
evolved even since 1989.
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IN CZECH ART HISTORY

Summary

The five or eight years leading up to the failed “Prague Spring” represent the most im-
portant period of Czech humanities tradition during the Communist Party dictator-
ship. Art history did not directly participate in either of the most prominent period dis-
courses, but it was able to develop its own specific methodologies following the Czech
continuation of the Vienna School legacy. The contribution analyzes the discourse of
Marxist Iconology, developed by J. Neumann and R. Chadraba, and presents the case
of E Smejkal and his concept of Imaginative Art, which was, interestingly; the sole case
during the whole 40 years of the Communist Party rule when the highest Party offi-
cials became directly involved in Czech art historical practice. From the point of view
of art historical practice, the most important feature of the brief period 1963-1969
was the new possibility of contacts with foreign art historians and of traveling abroad.
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MARIA POPRZECKA

ENTER THE DRAGON

The significance of the “Poznan art history” in Polish art history since
1970 must be an object of comprehensive and many-sided research. To be-
gin with, I will focus on just one moment in its already long history. Taking
a strictly private perspective, I will return to the situation when I encountered
the “Poznan art history” for the first time - let me called it “enter the dragon.”
This catchy title, borrowed from pop culture, is not supposed to put into doubt
the quality of scholarship, but to convey the impetus with which a group of
young art historians from Poznan succeeded in entering the occupied, conser-
vative arena of Polish art history.

In 1970, by accident and unexpectedly, I started working in the Institute
of Art History at the University of Warsaw. Just next year, in 1970, quite “by
chance,” as my academic advisor Professor Jan Biatostocki put it, I success-
fully defended my Ph.D. dissertation. My position was indeed most favorable
- a university job, the youngest doctor in the field, and, above all, a sense of
satisfaction and safety since as a young art historian I found myself in possi-
bly the best place in the country. Perhaps not quite fully, but still I was aware
that the Polish art history of the 1960s, when I was a student, was tradition-
al, with its roots reaching the nineteenth century positivism, focused on the
matter-of-fact studies and stock-taking of Polish art, and rather uncritically
adapting the concepts, methods, and classifications proposed by the “West-
ern” art history, including also the history of the twentieth-century art, par-
ticularly that of the avant-gardes. On the other hand, what made my situ-
ation comfortable was the presence of Jan Biatostocki who already at that
time was a scholar of high international reputation. Traveling a lot, knowing
many foreign scholars personally, a member of international organizations,
and a close friend of Erwin Panofsky but at the same time easy-going and
modest with his Polish colleagues, Biatostocki created an illusion that the
wide world of conferences and first-rate periodicals and presses was close at
hand. Even though his position did not result in any privileges or favors for
us (he did not have his “court,” “train” or “school”), his very presence in the
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Institute effectively protected us against a devastating sense of Poland-cen-
tered parochialism.

Still, graduating and then beginning my academic work, I knew not a sin-
gle art historian from Cracow or Poznan, not to mention other, smaller re-
search centers. They were at best known as names on secondary literature
lists, with their publications sometimes obligatory to read. Some of them
were characters in anecdotes or briefly appeared in the media (e.g., Professor
Zdzistaw Kepinski who made a risky attribution of some minor altarpiece to
Veit Stoss). In the first place, I mean senior faculty members who, remem-
bered from today’s point of view, on memorial photos looked like a bunch of
“men in black,” personifying mandatory reading. Their elitism was, however,
not a consequence of intended isolation. Communication among cities, both
among universities and research groups, was almost non-existent. So it was,
including various stereotypes and prejudices.

As along-term chairman of the Board of the Association of Art Historians
(SHS), Professor Biatostocki was doing his best to break that isolation (some-
times combined with recalcitrance) of Polish academic centers of art history:.
One of the ways to bring about that effect was publishing the proceedings of
national art history conferences which, even though they were organized al-
ready in the 1950s, never resulted in integrated publications. Particular papers
were published separately so that a chance to bring together the participants
was at least in part lost. The first volume, P6Zny gotyk. Studia nad sztukg
przetomu Sredniowiecza i czaséw nowych [Late Gothic Style. Studies on the
Art of the Late Middle Ages and Early Modern Times|, was an aftermath of
the conference held in the town hall of Wroctaw in 1962. It was dedicated to
the memory of the Rev. Professor Szczesny Dettloff. In fact, volumes from
that series, still continued today, always both focused on a specific theme and
many-sided, provide valuable material for the study of Polish art history of the
last seventy years - its scholarly, intellectual, and spiritual condition.

It was during one of those annual conferences of the Association of Art
Historians - the 1974 conference at the National Museum in Warsaw on “Re-
flection on Art” [Mysl o sztuce| — when a situation took place, which I want to
remember, in terms of emotions rather than reflection. I am aware that such
retrospection is always risky, still I will try since what I want to recall is not
so much facts, but the aura of the event. The conference was opened by aged
Professor Wiadystaw Tatarkiewicz and closed by Professor Biatostocki who
summed up forty years of the Association’s activity. The program included
more than twenty papers, e.g., Andrzej Rottermund talked about Durand’s
theories of architecture, Jacek Wozniakowski on English art critics, Elzbie-
ta Grabska on the Goncourt brothers, and Maria Rzepinska on the theo-
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ries of Polish colorism. According to the conference topic, some other pre-
sentations focused on Polish art historians: Atanazy Raczynski, Wiadystaw
Euszcezkiewicz, Zygmunt Batowski, Oskar Sosnowski, and Wtadystaw Pod-
lacha. No doubt, the conference was interesting, the choice of topics wide,
and the presenters excellent — all in all, the quality was high, which was not
always the case at the SHS sessions. Still, that was not the reason why my first
reaction made me refer to the conference as “Enter the Dragon.”

The event which prompted me that phrase was an unusually stormy,
both in form and in its critical fervor, polemic of young art historians from
Poznan with a paper by Zofia Ostrowska-Kebtowska, “The Problem of His-
toricism in the Study of the Nineteenth-Century Architecture” [Problem
historyzmu w badaniach nad architektura wieku XIX]. A record of that de-
bate published in the proceedings volume does not match its reality. Above
all, it does not covey the emotions of the participants. Significantly, the dis-
cussion was provoked by a text which was not just good, but excellent both
as regards the scope of research and the methodological self-consciousness
which surpassed most other presentations. From the opponents’ tactical
point of view, it was the right choice of target because its quality guaranteed
a high level of the debate. Their approach was a public debut of the “polemi-
cal” and “critical” art history which emerged with anarchic energy at the 12
Congress of Art History in Cologne in April 1970. “Never before and never
after it did any debate of a group of art historians in Germany receive so
much public attention.”! In short, in Cologne art history as an academic dis-
cipline was subjected to devastating criticism inspired by various currents of
neo-Marxism and put under revision as one of the crucial components of the
ideology of the ruling class/power, in Germany additionally stigmatized by
collaboration with the Nazi regime. The aim of the revision was to challenge
the paradigms of the discipline: in the first place, to question the idea of
Art, which was the foundation of art history as a field of research in its own
right. What followed was demythologization of its constituent discourses on
beauty, the autonomy of Art, artistic genius, etc. Analysis of the discourse of
art history was intended to reveal its ideological premises, assumptions, and
received ways of thinking,

Did the young art historians from Poznan hope to obtain a similar re-
action and provoke comparable repercussions? Clearly, they did not mean
only a polemic with Zofia Ostrowska-Kebtowska’s paper, which the record
implies. Their criticism was aimed at Polish academic institutions, main-

! M. Bryl, Suwerennos$¢ dyscypliny. Polemiczna historia historii sztuki od 1970 roku,
Poznan 2008, 173ff. [trans. M. W/].
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ly at the Association of Art Historians, as well as programs of conferences,
the academia’s petrification, empty scholarly rituals, etc. Could the Poznan
demonstration become similar as the succés de scandale to Martin Warnke's
workshop in Cologne?

It should be noted that the Poznan participants in the Warsaw confer-
ence dispute did not officially take part in that or any other of the previous
SHS conferences, with the exception of Andrzej Turowski’s presentation
on Wiadystaw Strzeminski during the 1969 conference on “Art in the 20
Century.”> That gave them a critical thrust and sense of independence, but
on the other hand, they could be perceived as “aliens,” with all the negative
connotations of this word. Their collective demonstration was not includ-
ed in the official conference program, but still it must have been prepro-
grammed. The art historians from Poznan were perfectly well prepared for
their public coming out. A year before, in November 1973, in the Rogalin
palace-turned-into museum near Poznan, they had an unprecedented dis-
cussion meeting with Warnke about Das Kunstwerk zwischen Wissenschaft
und Weltanschauung,® a collection of essays edited by the German schol-
ar. Analyzing the papers from “Warnke’s workshop,” Polish art historians
shared their polemical bias against the traditional art history based on the
paradigm of stylistic-iconographic analysis. For obvious reasons, the Pol-
ish-German debate for the most part ignored the context of Nazism and
the relation between art history and capitalism in favor of methodological
problems, which allowed for stressing the polemical self-consciousness of
the art history of that period. The proceedings of the Rogalin meeting were
published after a few years (1976),* which was quite characteristic of Poland
at that time. However, the Rogalin meeting, closed and hermetic, for many
years continued to be a point of reference for other debates - interpreted and
analyzed by Piotr Piotrowski, Mariusz Bryl,® and others. I had to mention
it as a necessary element of my reconstruction of the debate in Warsaw in
1974 as its background. The opponents were well prepared, while most of

2 The previous SHS conferences had the following topics: “The Function of the Work
of Art” (1970), “Art of the Second Half of the 19* Century” (1971), “Art around 1600”
(1972), and “Renaissance” (1973). The proceedings volume of the last one included also
papers delivered at the conference of the Polish Academy of Sciences in Cracow.

3 Das Kunstwerk zwischen Wissenschaft und Weltanschauung, ed. M. Warnke, Giiter-
sloh 1970.

4 Interpretacja dzieta sztuki. Studia i dyskusje, ed. ]. Bialostocki, Warszawa-Poznan
1976.

5 See Bryl, esp. Chapter III, pp. 196-201.
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the audience they were addressing was not prepared at all. Hence the effect
of shock and abstruse provocation that many “common” art historians ex-
perienced.

To return to my private perspective and memories: I heard about the
Rogalin meeting from Professor Biatostocki who was its only invited Polish
participant not from Poznan. Due to a number of circumstances, I found the
German Ideologiekritik completely unacceptable. Still, perhaps thanks to
its methodological “purification” in the Polish context, the first stormy en-
counter with the “Poznan art history” became an emancipatory experience
for me as well. Maybe for the first time in my career, I appreciated the value
(and perhaps also the charm) of rebellion and opposition. Perhaps even the
temptation of patricide. A neatly ordered field over which we were supposed
to have dominion, as our professors taught us, was subverted and since
then nothing could be taken for granted. Art history revealed itself to me
as a rough, unpredictable, and independent realm of liberty: the freedom to
choose the ways of its understanding, exploration, and emotional response.
The point was not to replace iconology with structuralism, abandon Ernst
Gombrich in favor of John Berger or renounce scholarly meticulousness
with passionate engagement. The gist was the awareness of options and the
possibility of choice. Perhaps it was a paradox that “Warnke’s workshop,”
ideologically dogmatic, exemplified the spirit of revolt, i.e., that of freedom.
I realize that after almost fifty years my memory may be faulty - crippled
by wishful thinking, compensation, and a tendency to mythologize. Still,
there is no need to persuade art historians who often think in anthropolog-
ical terns about the value of mythologization. Thus, the conference of the
Association of Art Historians on “Reflection on Art,” during which I pre-
sented my only study based exclusively on archives, to my surprise turned
out liberating and provided a stimulus to practice critical thinking that pro-
tected me against intellectual captivity. Causing a blessed turmoil, it made
me believe once and for all that when dealing with art, one can never feel
sure and safe.
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The paper is a reminiscence of my first meeting with the colleagues from the Institute
of Art History of Adam Mickiewicz University, which took place at an annual confer-
ence of the Association of Art Historians in 1974, titled “Reflection on Art.” Choos-
ing an unusual title, I wanted to convey the impetus with which a group of young art
historians from Poznan entered the decent and somewhat stagnant stage of Polish art
history. The critique they presented was directed against Polish academic institutions,
the problematic of the conference, the empty rituals of academic life, etc. Even though
I did not accept all their objections, the heated debate suddenly turned out for me to
be a liberating factor, stimulating continuous critical thinking which is an antidote for
spiritual and intellectual captivity.
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L'IMAGINATION AU POUVOIR:
ART HISTORY IN THE TIMES OF CRISIS, 1960S-1970S

The present paper on art history practiced at the University of Poznan in
the context of changing theoretical and research tendencies is rather personal
and not very academic, and I have no intention to make any far-reaching gen-
eralizations. My scope is quite narrow: about fifteen years, from 1965 till the
end of the 1970s, which is just a fragment of the century-long history of the
Poznan Institute of Art History. What follows, are mostly my recollections,
but they will also refer to my present reflection on art history, rooted in my ex-
perience in the 1960s, and somehow - perhaps obliquely - touching upon the
general turn in the humanities, largely caused by the social crisis and cultural
revolution of 1968, which resulted in introducing imagination into positive
knowledge and critical thought. I will address an apparently simple question:
how did it happen?

Among items found during archaeological excavations in my private ar-
chive, both private and typical for my generation, I find a veritable bric-a-brac:
the 1956 issues of Wspétczesnosé, with the title provocatively beginning with
a small “w;,” Bonjour, tristesse by Francoise Sagan, films of the Italian neoreal-
ism, watched in student clubs that were popular after the Thaw, Grotowski’s
performances in the Theater of 13 Rows in Opole, William Gibson’s “Two for
the Seesaw;” starring Cybulski and Kepinska, in the Warsaw Ateneum The-
ater, Komeda and Ptaszyn Wroblewski's jazz basement somewhere in Poznan
(maybe in Wilda), also Poznan poetry festivals with the rebel poet Andrzej
Bursa from Cracow, the first exhibition of Vedova’s abstraction, organized by
Professor Zdzistaw Kepinski, a surprising show of Henry Moore’s sculpture
at the National Museum. Besides, continuous hitchhiking all over Poland
with books, mostly translations of contemporary world literature: Sartre and
Camus; Steinbeck, Faulkner, Hemingway, and Capote; the French “Nouveau
Roman”: Michel Butor and Alain Robbe-Grillet, also Beckett, and the Polish
writer Marek Htasko who was a genuine star. But first of all, Sartre’s essay
Marxism and Existentialism, written especially for the Polish reader.
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Then studying at the university: first law, then art history. I passed an
examination in world art history with Piotr Skubiszewski just a week after
passing another one in international law with his brother, Krzysztof Skubisze-
wski. The former exam took place at the Department of Art History on the
top floor of a building on Fredry Street: a long, dark corridor with Zbyszek
Czarnecki’s photo studio at the end, on both sides offices of junior and senior
faculty, a seminar and lecture room with a huge projector to show illustra-
tions, and benches in the corridor, on which we were spending long hours
sitting. We made friends with students of the Academy of Fine Arts, sharing
intellectual fascinations with colleagues who also studied art history. When
I started teaching as an assistant lecturer, Adam Labuda was just about to
graduate. We were both reading Foucault’s Order of Things on the Hel Pen-
insula beach, soon to discover Derrida’s “différance” which we did not quite
understand. Janos Brendel, a senior and a refugee from Hungary, was telling
us about the Budapest uprising. The year 1968 was at hand and I just visited
Paris for the first time, fascinated with structuralism, watching the famous
debate between Raymond Picard and Roland Barthes on the “new criticism
and new imposture” (1965), and then the revolutionary and semiological dis-
putes within the “Tel Quel” group. It was hard to make all that a coherent
whole. We were traversing a shaky terrain where everything could easily ex-
plode and disappear into thin air. Such was the atmosphere in which we were
asking our first questions about art and scholarship, culture and knowledge,
history and methodology, politics and responsibility:.

At that time we also realized that the choice of a specific rationality makes
our scholarship coherent and rigorous. Normative theories, which determined
the framework of our research in advance, were convenient and logically clear.
Those strategies which grew out of the historical material under consider-
ation proved more difficult and potentially ambiguous. Still, we found such
theories, relativizing the process of knowledge acquisition in respect to what
remains unknown, much more interesting and stimulating. Imagination,
chance, emotions, and even fantasy which allow for creative uncertainty give
the scholar an experience of knowledge that is “in-complete,” i.e., free of the
hegemony of rational doctrine and the institutional power of the academia.

The directions concerning ways of reasoning and the falsification of the
material under consideration are not “neutral.” I knew about it only at that
time. Today, stressing such a position of the scholar among the ideologi-
cal, political, and academic discourses, I do not adhere to the reductionist
(or metaphysical) ideological determinism in the humanities, but put in the
foreground the role of “ideosis” as a context, milieu or network to which we
belong as academics.
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At each stage of knowledge acquisition, we must remember about the
placement of our research in some specific episteme including socio-symbol-
ic fields and institutions, legal and political orders, psychological and emo-
tional phenomena, desires and traumas, traditions and visions, affects and
myths which naturally belong to our scholarly competence, making irreduc-
ible elements of the art historian’s consciousness as well as the unconscious.
However, the problem is that with the crisis of modernism the great meta-
narratives which attempted to structure and rationalize the episteme failed,
too. As a result, every description of that episteme is fragmentary, each order
accidental, and a chance to achieve an interdisciplinary universal synthesis
quite doubtful. What we are facing, as a popular saying goes, is liquid reality.
The essential truth of academic knowledge has been degraded to the status
of partial truth while the integrity and stability of knowledge has been chal-
lenged when it turned out that no ultimate meaning or definite identity can
be established.

The meanings that emerge from the remains and rifts, instead of wholes,
have been moved to the domain of pragmatic experience and the acquired
(produced) knowledge has become performative. Thus, the scholar’s respon-
sibility for the results of research has increased, which is now definitely an
important feature of his/her condition. In other words, the problem of the
social engagement of the scholar and the intellectual has been redefined.
Scholarship is facing the challenges of today’s world, connecting in a new
way the metaphysics of crisis, absence, and memory with reality in which
there is more poverty than justice, more wars than happiness, more violence
than communication, and more hatred and exclusion that peace and bonding,
while democracy as a social order of life and a project of the political and cul-
tural community is facing the peril of populism. Science is confronted with
the egoistic anthropocentrism of humanity which is destroying both human
and non-human eco- and biosphere on an unprecedented scale and with in-
difference that suggests a suicidal drive.

It has been often emphasized today that the limitations and duties of the
humanities are ethical, not just “purely” theoretical. The idea of the freedom
of research and publication (liberalism), related to the scholar’s ethical sense
of responsibility for the world, refers to the question of methods only via the
concept of alternative experience which implies the necessity to reconstruct
everything, including the methodological foundation of knowledge. We live in
a period of transition from one world-system to another, which is particularly
unpredictable, claims Immanuel Wallerstein, the founder of utopistics: “If we
want to use our chance, we must first understand it. This requires a transfor-
mation of the frames of knowledge to make us understand the nature of the
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present structural crisis, and by the same token, our historical choices for the
21t century.”! Far from my present awareness of the problem, I was confronted
with a similar perspective in 1968, at the beginning of my academic career.

Certainly, what is crucial is the direction and character of that reconstruc-
tion, particularly if we realize the modernist failure of the idea of progress
with all the ensuing real dangers without accepting ethical conservatism
which in the 20 century developed socially dangerous symbolism and did
tremendous damage with its political practice. Under the circumstances, it
does not make sense to expect the emergence of any schema of scholarly ac-
tivity subject to one method and integrated with social progress. Leaving open
an agonistic (debatable) area where academic disputes may be conducted, i.e.,
allowing for the coexistence of different truths, just as different cultures, with-
in a common democratic space is an attempt to bring together contradictory
methods and keep their distinctness in the imaginable orders of the past and
future. It is obvious, wrote Paul K. Feyerabend, the founder of epistemological
anarchism, that

It is clear, then, that the idea of a fixed method, or of a fixed theory of rationality,
rests on too naive a view of man and his social surroundings. To those who look
at the rich material provided by history, and who are not intent on impoverishing
it in order to please their lower instincts, their craving for intellectual security in
the form of clarity, precision, ‘objectivity’, ‘truth’, it will become clear that there is
only one principle that can be defended under all circumstances and in all stages
of human development. It is the principle: anything goes.?

This principle does not mean that “everything can be said about every-
thing.” It does not express a nihilistic belief that there is no goal and all means
can be used. It is not cynical opportunism which rejects social values in favor
of individual benefits, but a kind of epistemic relativism which, fully aware of
its limitations as regards conveying the truth, is open to critical thought that
challenges academic habits, received ideas, and petrified knowledge. In my
opinion, methodological anarchism has been a critical contribution to posi-
tive knowledge and the gist of the alternative ways of knowing. In this case,
methodological meta-reflection “goes astray” to fill the empty spaces of igno-
rance, asking questions about the facticity of what we get to know without
determining either our fields of study or objects of reflection once and for all.
It makes us change our points of view and be more attentive and critical, chal-

U 1. Wallerstein, Utopistics: Or Historical Choices for the Twenty-First Century, New
York 1998, p. 90.
2 PK. Feyerabend, Against Method, London and New York 1993, pp. 18-19.
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lenging the historical and disciplinary integrity of scholarship. Such a meth-
od, questioning methodological boundaries, subverts the order of knowledge
and opens it to the intrusion of imagination.

In this sense, losing its “hard” object of reference, art history turns into
a kind of literary practice or an intellectual narrative which attempts to pene-
trate the margins beyond scholarly control, grasp the blurred origins, and in-
clude in the field of research the ideas that are too weak to confront “hard”
knowledge. It legitimizes the desire to take into account a range of affects and
emotions which have evaded unambiguous description, and acknowledges
the potential of remains and vestiges. What follows is an incomplete identity
of art history which, by creating literary fictions and intellectual constructs,
reaches the ineffable and the formless, entering the domain of memory and
the related experience of trauma, silence, and melancholy. I do not mean
a historical nostalgia for the nonexistent totality, but a situation when the
effects of research materializes, instead of blurring, complex emotional and
imaginary interactions between the evasive object of art history and the art
historian who deals with the “living archive” of the present.

It is quite obvious that in this sense, no matter how we define it, methodol-
ogy brings us close to history, being a process of incessant reading and rereading
of the whole past and present of our discipline, reinterpreting its methodologi-
cal aspirations and operational achievements. One cannot expect all this to be
a disinterested activity, which was why I considered it a strategy of the legiti-
mation of art history among various social practices and subjects of power. As
a discourse, it was both mythical and critical. On the one hand, it allowed art
history to construct academic strongholds with distinct boundaries (univer-
sities and museums), on the other, it challenged those institutions by trans-
forming them and transgressing their limitations. Thus, methodology defined
the core conflict of the political in art history, turning it into a public practice.
Understood in such terms, it is only an aspect of research, published texts, and
academic lectures and seminars, simultaneously becoming the core of social re-
lations and contact with students, scholars, and artists. In place of the alienated
knowledge with a doubtful identity, which favored a specific model of art his-
tory, during my academic career dating back to the Poznan years I have always
preferred a transversal and engaged mode of reflection related to the profession-
al research practice involved in an endless debate about method (rationality),
object (art), and ideology (history). Writes Feyerabend:

Without ‘chaos’, no knowledge. Without a frequent dismissal of reason, no pro-
gress. Ideas which today form the very basis of science exist only because there
were such things as prejudice, conceit, passion; because these things opposed
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reason; and because they were permitted to have their way. We have to conclu-
de, then, that even within science reason cannot and should not be allowed to be
comprehensive and that it must often be overruled, or eliminated, in favour of
other agencies. There is not a single rule that remains valid under all circumstan-
ces and not a single agency to which appeal can always be made.?

Such problems largely determined my academic career in Poland and then
in France, but definitely first in Poznan already in the mid-1960s. It was then
that I became aware of the changes in the theory and practice of art history,
including a profound revaluation of the received ideas and approaches. The
most important in that respect were four questions. First, it was the role and
significance of contemporary art in teaching and research. A chronological
approach - from antiquity to the present — was replaced by a tendency to ap-
proach the entire history of art from the point of view of modernity, initiated
in the 1960s. The history of modern art (of the 19% and 20 century) became
more and more prominent in the research projects and teaching of the Poznan
scholars. It did not mean simple turning the order upside down, but a belief
that the scholar’s position is historically determined by the present events
and institutions which influence his/her concepts and interpretational proce-
dures applied in different ways to every fragment of the past. Consequently, an
attitude based upon the theoretical consciousness and ideological responsibil-
ity conditioned by the present became a historical foundation of art history in
practice and a source of verification of all judgments. A crucial contribution
to the origin of that attitude was a debate with a group of young German art
historians on the work of art “between scholarship and worldview” in 1973.4

Conclusions drawn from that meeting brought us to another important
question: the necessity to combine critical methodological reflection and de-
tailed historical research. The idea of knowledge could no longer imply an
ideological enclave. In that sense, methodology was no longer a kind of knowl-
edge (meta-knowledge or theory) that is external in reference to its object,
but was related to the latter, as we would say, dialectically. In teaching and
research it meant more emphasis on the history of art history as a changing
discipline than on the traditional philological and philosophical analysis of

3 Feyerabend, Against Method, p. 158.

* A conference titled Dziefa sztuki miedzy naukq a $wiatopoglgdem [Works of Art
between Scholarship and Worldview| took place on November 14, 1973 in Rogalin. The
proceedings were published in a collection called Interpretacje dzieta sztuki, edited by Ja-
nusz Kebtowski (Poznan 1976). See also: A.S. Labuda, “Polska i niemiecka historia sztuki
w polemicznym dyskursie - sympozjum w Rogalinie w roku 1973,” Artium Quaestiones
2017, 28, p. 227.
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artistic doctrines (aesthetics). The results of such a line of reasoning were far
reaching and the third question appeared, signalizing an ever deeper change
of approach to art history. The historical relativization and contextualization
of the object of study went along with questioning its generic boundaries and
modes of existence. In this respect, particularly seminal was the study of con-
temporary art, and above all the interest in the strategies of the avant-garde
(collage, montage, ready-mades, conceptual art) which successfully disrupted
the ontological status of the work of art. An impulse coming from the theo-
ry of the aleatory character of the modern artwork (Eco, Barthes) resulted in
opening up the artistic structure and abandoning the idea of its unity based
on a transhistorical principle and single meaning. On the one hand, the work
of art was losing its conceptual, formal, and aesthetic identity, while on the
other, it became iconically, genetically, and functionally diversified. All in all,
art history was revising its descriptive vocabulary and concepts — losing its
autonomy, it found a new place among specific problems of the general study
of culture.

The boundaries of the discipline, so far guaranteed by its separate object
of study and methods, were challenged, and the epistemological indepen-
dence of the new knowledge of art with its methods of interpretation had to
be reestablished in a debate. The point was not to integrate it with a “general
theory” of symbolism or iconology, which was preferred in the early 1970s by
the scholars who favored the trends dominant in Poland, but conversely, to
allow for the historical and social diversification of art in the contexts of struc-
tural anthropology (myths), semiotics-semiology (sign, communication), and
anthropological sociology (artistic life and milieu, social reception). In other
words, at stake was a transdisciplinary theory, later to be called “cultural stud-
ies.” Behind it stood a critical idea which did not absolutize or institutionalize
history and knowledge, but rather ideologized history and sociologized the
artwork. In the Polish art history of those times, it was a revisionist perspec-
tive that came into being in the post-1968 atmosphere of rebellion, quickly
and correctly recognized as a coup directed against art history practiced in
museums and universities as a scholarly discipline separated from ideologies
and social conditions.

Already in the early 1970s, quite many Polish scholars were familiar
with the concepts which came from what is called today “French Theory”>
as well as the Marxism of the Frankfurt School, in particular Walter Benja-

5 P. Piotrowski, “’Francuskie teorie’, amerykanska mediacja. Pro domo sua i/lub huma-
nistyka po dekonstrukeji,” in: French Theory w Polsce, eds. E. Domanska, M. Loba, Poznan
2010, pp. 105-111.



250 ANDRZE] TUROWSKI

min.¢ Their critique of the bourgeois culture was interesting due to its poten-
tial of critical engagement with the present interpreted in historical terms.
Still, it could hardly be applied to the situation of Poland. Important was also
the role assigned to modern art with its idea of autonomy (Adorno), which
allowed scholars to reveal the dangerous power of social ideologies and the
manipulations of the authorities (Althusser). A significant evolution of the
“new art history” from the history of ideas through structuralism and the so-
ciology of discourses took place against that background which also inspired
a new choice of problems and terminology of description and interpretation
transferred to art history. The paradigmatic problem of the avant-garde in the
study of the twentieth-century art gave rise to historicism in respect to the
19% century. What connected those two contexts was research on the exter-
nal and internal tensions generated by works of art, and the social dynamic
which determined not so much their origin but their functioning. An exam-
ple was the question of style, whose origin was found first of all in the ideolog-
ical and technological production of form (historicism), not in the history of
shapes and the aesthetics of beauty. As regards the avant-garde, a similar role
was played by the concept of utopia, which allowed scholars to abandon the
ideological and formal dualism of rationalized or expressive form, still popu-
lar in all the surveys of the twentieth-century art. The principal concepts in
thinking about art and explaining artistic processes became the definitions of
structure and power, related to a long series of interconnected terms, such as
revolution and transgression, critique and exclusion, utopia and ideology, au-
tonomy and engagement, historicism and dialectic, text and discourse, func-
tion and myth, innovation and stereotype, diachrony and synchrony, center
and periphery, the signifier and the signified, etc.

In the late 1970s and early 1980s, art history, dissolved in interdisciplin-
ary projects, needed a new consolidation. Political tensions and passions
gave rise to a new and significant orientation in research, which became the
fourth step that provided a closure to the changes in the art history practiced
in Poznan. Not only was it the time of strikes, but also of solidarity debates
on identity. The problems of feminism and creative subjectivity rooted in the
unconscious, long ignored and repressed by the communist ideology, emerged
with much subversive energy. Another question was the artistic identification
of East Central Europe in the context of common destiny of the countries

¢ A Benjamin seminar was held in March 20-21, 1981, and a detailed report from it
was published in Artium Quaestiones 1983, 2, pp. 190-192. The same issue of the journal
included Wojciech Suchocki’s translation of Wolfgang Kemp’s paper “Walter Benjamin and
Aby Warburg,” pp. 145-172.
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marked by the “colonial” dependence on the Soviet Union, including the need
to draw a new artistic geography which would allow promoting the history
of the art of that region as a legitimate field of research. That particular task
was set for the first time in the fall of 1980 at an international conference on
the relations between the Central European avant-garde movements and the
art of the West. A crucial paper of a Swiss scholar specializing in the Polish
avant-garde was titled “Who’s Afraid of the Periphery?””

Addressing an old question about the cultural borders of Central Europe
and within such a space the margins and farthest ends of the avant-garde art,
the discussion focused on three fundamental problems. The first referred to
the lives of artists and their artistic careers as foundations of their cultural
identity. The second was geography — spatial, synchronic, and horizontal dif-
ferentiation, with all the complex and changing historical and cultural, eco-
nomic and political, and philosophical and ideological relations. Finally, the
third was about artistic processes in history, including such questions as the
rise of stylistic trends, ideological options, the ideas of history and visions of
the future, as well as the structure of the work of art, its integrity and fragmen-
tariness, and its autonomy and disintegration.

Presented above in a nutshell, this research perspective, which resulted in
changing the position of modern art and incorporating Central Europe in the
field under scrutiny, provided opportunities for an interesting research exper-
iment that became more and more common in many academic institutions
both in Europe and in the United States. In the 1980s and 1990s, the studies
on the avant-garde in Central Europe resulted in introducing a number of de-
scriptive terms which are used also today to deal with modern history. In my
case, such was the book that summed up the Poznan stage of my academic
career, published in 1986 in France under the title Is There Art in Eastern
Europe?

To understand better the art of the 1980s, in the first place I decided to
use such terms as “crisis,” “margin,” and “rupture” as a new field of critical
reflection which challenged the integrity of artistic biographies, homogene-
ity of the avant-garde artworks, and the coherence of programs and trends.

7 The conference was held in Gotuchéw in December, 1980. Its title was Les relations
du constructivisme d’Europe de I'Est et d’Europe Centrale avec I'avant-garde des deux
premiers décénnies du XX siécle. A report was published in Artium Quaestiones 1983, 2,
pp. 188-190. The proceeding were published only in French many years later in Ligeia 1989,
5-6, pp. 31-131. See there, next to the preface, A. Turowski, « L’avant-garde en Europe de
IEst : problémes et orientations de la recherche » (pp. 31-34), a key text by A. Baudin, « Qui
a peur de la périphérie? », Ligeia 1989, 5-6, pp. 124-131. The aftermath of the conference
included also my book: A. Turowski, Existe-t-il un art de I'Europe de I'Est?, Paris 1986.
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Moreover, I questioned the model of art history based on binary oppositions,
paying attention to ambiguities (differences) instead of opposites. The point
was not to acknowledge a dialectic, which is always bipolar, but a kind of
knot. As a foundation of the study of contemporary art, I proposed a model of
multi-level discursive texture, complex enough but with no single principle
of order, and covering many fragments of the artistic life of a given area and
specific time period, subject to continuous social and psychological pressure.
That kind of texture I described in Budowniczowie swiata, using the concept
of “ideosis.” I was referring to different levels of culture and heterogeneous
discourses. Ideosis did not structure the field, but allowed me to describe it
as an unstable space. What integrated artistic and social phenomena were
interactions instead of casual and genetic relations. In this texture specific
works, trends, programs, criticism, and the like constituted in a somewhat
fluid manner overlapping circles with a varying but always complex degree of
internal organization. The border circles were not distinct, ties were weaker
there, and the discourses of margins started proliferating chaotically. The re-
sult was the state of instability.

Conducted from such a viewpoint, the study of the avant-garde was not in-
tended to disclose rifts and mistakes or, as some critics like to say, the “fraud-
ulence of the avant-garde art” (statements of this kind usually conceal oppor-
tunism or conservative ideologies), but to let art history overcome a deeply
ingrained model of modernist thinking. No wonder then that already in the
early 1970s I was interested in the discourses of those artists and theorists
who, moving into the area of the modern, not quite mapped, challenged more
or less codified works and theories of modernist art, allowing for critical ap-
proaches to them. A critique of the avant-garde was made possible by its own
discursive texture. Particularly helpful in this respect was Tadeusz Kantor and
the experience of the Foksal Gallery. That seemingly “other” history, unfold-
ing in artists’ studios, could not be separated from the academic art history
practiced in Poznan.

Thinking about the concepts that would possibly match the world in cri-
sis in the 1960s and 1970s, with which I could approach contemporary art
in its complex network including the artist’s studio, the curator’s practice,
the scholar’s library, and the university seminar, as well as the East and the
West, I turned in that decade toward two art historians: Aby Warburg and
Max Dvofédk. For them the Great War, the key event in their history of mo-
dernity and the ensuing crisis, was the crucial experience which made them
change their epistemological orientation in anthropology and philosophy of
history. For Warburg, who belonged to Western culture, it was predominantly
the problem of visual memory; its fluctuations, crossings, transformations,
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and returns. Their history was complicated, multi-leveled, tangentially con-
necting different cultures. For Dvofak, who came from Central Europe, it was
abandoning the formalism of linear history in favor of approaching art his-
tory as a domain of discontinuity, breaks, ruptures, and hybrids, such as, for
instance, mannerism and expressionism. Both founded their visions of the
history of art on the concept of rupture. Interested in different artists and ep-
ochs, they agreed that early modern art could not be interpreted only in terms
of the heritage of classicism.

Art history according to Warburg, and in a sense also according to Dvorak,
critically referred to the origin of the discipline, when not only its name, but
also the object of study and method were defining their meaning and limita-
tions. Their model of art history challenged each of those elements which, de-
termining its autonomy, gave it the status of a field of academic study. Taking
into consideration that essential change, during the Poznan discussions I fully
realized that the first art history, based on the model shaped by the Enlighten-
ment, rooted in the excavations in Pompeii and Herculaneum and articulated
by Winckelmann, with Warburg gave way to another model, born in psychiat-
ric clinics and the excavations in memory, whose key achievement was Mne-
mosyne. That other art history was brought to surface from the depth of the
unconscious, from phobias and passions, in the shock of danger and the dis-
eases caused by trauma. One must remember that Michel Foucault’s History
of Madness, published in 1961, was a polemic with the Enlightenment dis-
course of rationalism. While the first art history, that of Winckelmann, came
into being under the sign of Sun, the other one, that of Warburg, emerged un-
der the sign of Saturn. In its center was the idea of man in danger - it was the
history of art evolving in the times of permanent crisis.

What interested me years ago in Warburg, and despite all the differences
between them, also in Dvofak, was the fact that in their studies the object of
art history was breaking out of crisis. If crisis was a permanent condition, the
knowledge that it made possible was close to what cannot be grasped in re-
search — incomplete, fragmentary, changing, and always critical.* Why can we
not then adopt the concepts of crisis and non-positive affirmation, i.e., con-
testation as the gist of the research practice in art history, such as it has been
since 19682 In other words: the gist of critical political practice, challenging
methodology of scholarship, and radical art.

§ All the participants of the SHS (Association of Art Historians) conference in 1985,
in which I did not take part because I was already in France, were of a different opinion. See
Kryzysy w sztuce. Materialy z sesji Stowarzyszenia Historykéw Sztuki, Lublin, grudzien
1985, ed. E. Karwowska, Warszawa 1988.
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In the past, the equivalent of the word “outrage” was “contestation.” Mi-
chel Foucault wrote in his “Preface to Transgression”:

Perhaps when contemporary philosophy discovered the possibility of nonpositi-
ve affirmation it began a process of reorientation ... and opened the way for the
advance of critical thought and the principle of contestation. ... Rather than being
a process of thought for denying existences or values, contestation is the act that
carries them all to their limits and, from there, to the Limit where an ontological
decision achieves its end: to contest is to proceed until one reaches the empty core
where being achieves it limit and when the limit defines being.”

Foucault, similarly to Nietzsche, placed the contesting and anarchistic
“yes” in the center of the conflict (agon) that stimulates society, where “yes”
means disagreement, an expression of protest, a revelation of difference, an
emphasis on otherness, the essence of hiatus, a result of anger, a symptom of
indignation, a form of rebellion, the need for revolt, the (im)penetrability of
the limit.

Even though the artist’s position in today’s democracy has been defined
many times by artists themselves, it still requires continuous reformulation.
This is a problem that is both artistic and political, which means that it per-
tains to art history. Whenever I start thinking about it, what comes to my
mind is the Polish March 1968 in Poznan, which back then was my present.
The present always calls for being alert, just like Emile Zola was alert when
he pronounced his famous “J'accuse!.” He did it in a public letter addressed
to the President of the Republic in relation to the anti-Semitic trial of Drey-
fus, which included sharp criticism of the French government and its frauds.
Fully aware of the consequences, Zola was ready to face a libel lawsuit that
indeed ended with a sentence and his emigration. He wrote that his letter, like
a revolution, was intended to foster an “explosion of truth” — with passion, in
the name of suffering humanity, it was supposed to remember the public that
“people are entitled to happiness”; as an act of indignant protest, it was a “cry
of his heart.”1

The Poznan art historians learned their lesson of imagination and engage-
ment in March and May of 1968, and I practiced art history throughout the
1970s accordingly until I made a difficult decision to leave for Paris and take
an academic job in France.

® M. Foucault, ,Preface to Transgression,” trans. D. E Bouchard and S. Simon, in:
idem, Aesthetics and Methodology, Essential Works of Foucault, vol. 2, ed. J. E Faubion,
New York 1998, pp. 74-75. English translation slightly modified - M. W.

0 E Zola, “I’accuse!,” L’Aurore, January 13, 1898. English translation by Wikisource.
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L'IMAGINATION AU POUVOIR:
ART HISTORY IN THE TIMES OF CRISIS, 1960S-1970S

Summary

The present paper is reminiscence and an attempt to reconstruct the intellectual her-
itage of art history as it was practiced at the University of Poznan in the late 1960s
and throughout the 1970s in the context of new developments in cultural theory and
changing research interests. Besides, it includes the author’s account of his own aca-
demic work in that period, began in the 1960s and inspired in particular by the year
1968 that brought a social crisis and a cultural revolution, as well as introduced the
element of imagination into academic knowledge and critical thought. The author
draws a wide panorama of intellectual stimuli which contributed to an epistemic and
methodological turn, first in his own scholarly work and then in the work of some
other art historians in Poznan. Those turns opened art history at the University of
Poznan to critical reading of artistic practices approached in relation to other social
practices and subjects of power. As a result, four key problems were addressed: (1) the
position of contemporary art in research and teaching, (2) the necessity to combine
detailed historical studies with critical theoretical reflection, (3) the questioning of
genre boundaries and ontological statuses of the objects of study and the semantic
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frames of the work of art, and finally, in connection to the rise of an interdisciplinary
perspective, (4) the subversion of the boundaries and identity of art history as an ac-
ademic discipline. Then the author reconstructs the theoretical background of the
“new art history” that emerged some time later, drawing from the writings of Walter
Benjamin, the French structuralism, Theodor Adorno’s aesthetic theory, and Louis
Althusser’s interpretation of the concept of ideology. Another important problematic
was the avant-garde art of Poland and other East-Central European countries, studied
in terms of artistic geography and the relations between the center and periphery. The
conclusion of the paper presents a framework marked with the names of Aby Warburg
and Max Dvoidk, which connected the tradition of art history with new developments,
took under consideration the seminal element of crisis, and allowed art historians to
address a complex network of relations among the artist’s studio, the curator’s prac-
tice, the scholar’s study, and the university seminar, as well as the West, the Center,
and the East. At last, the author remembers the revolutionary, rebellious spirit and
the lesson of imagination that the Poznan art history took from March and May, 1968.

Keywords:
art history in Poznan, art history, theory and methodology, avant-garde, 1968, contes-
tation



WojciecH WEODARCZYK

1989. ON THE CONCEPT OF MODERNISM

In art history, the importance of divisions based on calendar and specif-
ic dates has been clearly decreasing,! which is why, making 1989 my central
point of reference, I must take a more inclusive look at my topic, i.e., the
concept of modernism and changes of its meaning. The concept problema-
tizes, the term puts in order. The meaning of a concept is determined by the
changing proximate words on the mental map, therefore, writes Mieke Bal, it
is a theory in miniature which points, argues Reinhart Koselleck, at a histori-
co-philosophical horizon, and finally; is closely associated with the artistic or
exhibition practice of a given scholar.? When we choose concepts, the emo-
tional aura of the word also plays a crucial role.

In my opinion, the evolution of the concept of modernism reveals the gist
of changes in the Polish art of the last dozen years of the 20% century and
the beginning of the present one, confirming also a well-grounded scheme ac-
cording to which Polish art history has been putting it in order. Even though
statistics show that over the last few decades the concept of modernism did
not appear in published texts too often — the “avant-garde” did, and “art of
resistance/critical art” as well - still, it proved to have the most explanatory
power. I will begin with setting temporal limits.

In 1976, Wiestaw Juszczak published an anthology titled Teksty o mala-
rzach. Antologia polskiej krytyki artystycznej 1890-1918 [Texts about Paint-
ers. Anthology of Polish Art Criticism, 1890-1918], and a year later a study

! This is what I believe myself - I have been questioning the choice of 1945 as a thresh-
old date in art. History even though it has been commonly accepted. See my essay “Pie¢
lat,” in: Zaraz po wojnie, eds. J. Kordjak, A. Szewczyk, Warszawa 2015, pp. 32-44. The
same refers to 1989. See my essay “Kiedy zaczeto sie ‘dzisiaj’? O zrédiach sztuki polskiej
lat dziewiecdziesiatych,” in: Sztuka dzisiaj, ed. M. Poprzecka, Warszawa 2002, pp. 27-39.

2 See M. Bal, Traveling Concepts in the Humanities. A Rough Guide, Toronto 2002;
R. Koselleck, Begriffsgeschichten. Studien zur Semantik und Pragmatik der politischen
und sozialen Sprache, Berlin 2011. Both studies are very different from Wtadystaw Tatar-
kiewicz’s approach.
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called Malarstwo polskie: modernizm [Polish Painting: Modernism)]. In fact,
however, both books must be approached as a whole.® A quarter of century lat-
er, two studies with the word “modernism” in their titles came out: in 1999,
Znaczenia modernizmu. W strone historii sztuki polskiej po 1945 roku [The
Meanings of Modernism: Toward a History of Polish Art after 1945] by Piotr
Piotrowski, and in 2000, Budowniczowie $wiata. Z dziejéw radykalnego mo-
dernizmu w sztuce polskiej [Builders of the World. From the History of Rad-
ical Modernism in Polish Art] by Andrzej Turowski. Certainly, “modernism”
in Piotrowski’s book means something else than in Turowski’s one, while
both authors (close to each other due to their similar approaches to the con-
cept’s origin) differ from Juszczak who never accepted their understanding of
the term.

A strong point of Juszczak’s approach to modernism has been his analysis
of paintings: thick description and grounded theory confirmed by the anal-
ysis of the idiom of criticism, to mention only luminism and intensivism.
Moreover, Juszczak placed in the tradition of both reflection on history and on
art the heritage of Jan Matejko and the Cracow conservatism of the late 19®
century, as interpreted by Marcin Krél. Elzbieta Grabska, a major scholar spe-
cializing in modern art, to whose work I will be referring below, distinguished
among three meanings of the term “modernism.” First, it was, just like for
Juszczak, a synonym of the Young Poland (Mtoda Polska). Second, it was the
art of Vienna around 1910, according to Andrzej Olszewski.* Third, “mod-
ernism” was close to the idea of modernity, at that time anachronistic and
unclear, perhaps with the exception of “modernist architecture,” also called
so by Olszewski. Juszczak’s approach did not undermine those distinctions
but resulted in a rare, and maybe the first of its kind, deeply rooted in works of
art and theoretically justified, interpretation of a current in modern Polish art.

A rejection, or perhaps reduction, of the semantic field of Juszczak’s con-
cept of modernism took place around 1989 in consequence of an invasion of
postmodernism, which was first documented by literary scholars.® In 1987,
the Polish translation of Postmodernist Architecture by Charles Jencks was
published, and next year Marcin Gizycki published his influential antholo-

3 Even though there ar emany studies on Polish modernism in plastic arts, they are
incomparable to studies of literary scholars on literary modernism. Both books by Juszczak
are far superior to other texts that deal with art at the turn of the 20% century.

+ A. Olszewski, Nowa forma w architekturze polskiej 1900-1925. Teoria i praktyka,
Wroctaw 1967.

5 See Odkrywanie modernizmu, ed. R. Nycz, Krakéw 1998. An overview of the rela-
tions between the avant-garde and modernism can be found in J. Orska, Przetom awangar-
dowy w dudziestowiecznym modernizmie w Polsce, Krakéw 2004.
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gy of classic postmodernist theory, titled Postmodernizm — kultura wyczer-
pania? (Postmodernism - Culture of Exhaustion?). Gizycki introduced into
Polish art history the Anglo-American perspective and made Polish scholars
take into consideration a number of terms that ordered the panorama of con-
temporary art anew.

The appearance of postmodernism, which made us realize that we are not
“within” but “without” modernity/modernism, had many consequences, not
all of them surprising. One of the papers delivered during the annual session
of the Association of Art Historians in 1984 was entitled “Nowoczesno$¢ i jej
granice” [Modernity and Its Boundaries].® Postmodernism determined a new;,
for linguistic reasons quite obvious, interpretation of the word “modernism.”
Saving the word “modernity,” which apparently started referring to the gen-
eral worldview of the Enlightenment, Polish scholars began interpreting the
concept of modernism according to Clement Greenberg as a specific artistic
articulation of modernity. As a result, the problem of the autonomy of art be-
came most prominent, which at the moment of a major political change in
1989 that continued in the 1990s, acquired political significance. A political
qualification of, e.g., abstract art as autonomous and hence acceptable by the
authorities, was proposed also earlier, for instance by Piotrowski, but in the
final decade of the 20 century it acquired a radically negative meaning. Con-
trary to the years following the period of martial law, when the evaluation of
the art of the communist Poland was balanced - as for example at the 1984
conference - the next decade did not have any scruples in that respect.

Even this short and by no means complete list of topics determined by
a new point of view on contemporary art (the consequences of the prefix “post-”)
reveals the problem’s complexity. Does it really make sense to talk about
postmodernity or rather, late modernity; as this is a key distinction in respect
to the set of values concerning art? Is it legitimate to insist, particularly af-
ter the publication of the English translation of Peter Buirger’s Theory of the
Avant-Garde, that the idea of the autonomy of art clearly denied its subver-
sive or at least provocative character? Finally, what are the meanings of com-
monly used term “modernity” and the renewed “modernism,” with the latter
becoming more and more influential also in Poland? And the most important
question: what is the relation between modernism and avant-garde? All those
questions were asked about thirty years ago and now answers to them are var-

¢ Another presentation, by Wojciech Lipowicz, which opened the proceedings volume,
referred to the popular dichotomy of center vs margin, evidently favoring the latter. See
“Nadgsani I zadumani,” in: Sztuka polska po 1945 roku. Materiaty Sesji Stowarzyszenia
Historykéw Sztuki, Warszawa, listopad 1984, ed. T. Hrankowska, Warszawa 1987, pp. 9-17.
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ious, supported by different arguments and theories, but back then they were
a serious challenge which few scholars were ready to realize.

The most important attempt to put the modified lexicon in a new order
and to draw new dividing lines on the map of Polish art in the 20% centu-
ry was Piotr Piotrowski’s study Znaczenia modernizmu. W strone historii
sztuki polskiej po 1945 roku, originally announced under the title Dialektyka
modernizmu [Dialectic of Modernism]|. Piotrowski made three crucial de-
cisions. First, following Peter Biirger, he defined modernism as autonomous
art, in fact including in his definition the whole range of meanings charac-
teristic of modernity.” Consequently, modernism was identified with modern
art in general (hence Juszczak’s objection), autonomous in terms proposed
by Greenberg. Piotrowski aptly remarked that Greenberg’s well-known essay
should be titled “Modernism and Kitsch.” Second, all the art so far referred to
as the avant-garde was placed under the label “modernism” as well. Piotrow-
ski’s argument was that the idea of the avant-garde changed its meaning un-
der the influence of politically radical art called critical.® A claim that the criti-
cal art determined a new order in the lexicon of Polish art history was Piotrow-
ski’s third resolution. As a result, the idea of the avant-garde became histor-
ical and lost its significance in favor of the critical art which in the 1990s
had its heyday. That established a new ranking of radicalism, for Piotrowski
identical with the general hierarchy of value - the critical art got ahead of the
avant-garde and left modernism far behind.

Therefore, such artists as Wtadystaw Strzeminski and Henryk Stazew-
ski, traditionally classified by Polish art historians as avant-gardists, turned
into modernists in the new sense of the term proposed in Znaczenia mo-
dernizmu.’ Piotrowski’s terminological innovations coincided with his cu-
ratorial experience with Zofia Kulik’s exhibition organized in 1997 in the
National Museum in Poznan, as well as the inspiration of Hal Foster, whose
texts were widely read in Poland in the 1990s. (Foster’s essay, “For a Con-
cept of the Political in Art,” was translated into Polish in 1994.1) In a sense,
Mariusz Bryl’s extraordinary book Suwerennosé dyscypliny. Polemiczna
historia historii sztuki od 1970 roku [Sovereignty of the Discipline. Polem-
ical Art History since 1970], published in 2008, supported and confirmed

7 P Piotrowski, Znaczenia modernizmu. W strone historii sztuki polskiej po 1945
roku, Poznan 1999, p. 80.

8 Ibidemi, p. 10.

o Ibidem, pp. 117-146.

10 Magazyn Sztuki 1994, 4. Foster’s essay was translated by Ewa Mikina, an expert on
English language literature on contemporary art.
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a new dichotomy: In his “Conclusion,” Bryl, whose theoretical expertise was
unprecedented in Poland, placed the new opposition in a binary frame of
criticism and modernist essentialism.

Even though it reaches beyond my chronological framework, further evo-
lution of the terms “modernism” and “avant-garde” in Piotrowski’s writing
seems worth following on the present occasion. His next book, Awangarda
w cieniu Jatty [ Avant-Garde in the Shadow of Yalta], published in 2005, both
announced and illustrated his next project, presented in more detail in his
essay “O horyzontalnej historii sztuki” [On the Horizontal Art History].!!
The two text are incomparable in length, but are important for my argument
since they refer to the representations of the avant-garde and modernist art
drawn from other methodological experience and research traditions. The
use of the term “avant-garde” in the title was determined by the necessity to
take into consideration the perspectives of both Western and Eastern Euro-
pean scholars. A horizontal approach, opposing the dominant vertical and
Western view of modern art, in Piotrowski’s texts still referred to the “verti-
cal” order of the avant-garde, though it also encompassed all Eastern Europe.
His local point of view did not affect the adopted paradigm of critical values:
innovation (progress) vs resistance. Piotrowski might have needed a new;,
unambiguous qualification of the term “modernism” as understood in 1999
more to depreciate traditional painting (painting on canvas, he claimed
elsewhere, “supports the political status quo”) and boost the radicalism of
the critical art, than to make the concept of the avant-garde somewhat less
general. That approach was apparently confirmed in his posthumously pub-
lished book, Globalne ujecie sztuki Europy Wschodniej [A Global Approach
to the Art of Eastern Europe]. In this book, focused on geoartistic relations
and postcolonial revisions, the concept of the avant-garde is equaled with
that of modernity: the term “modernism” sometimes means “avant-garde”
and on other occasions just “modernization.” The argument is not too pe-
dantic, as usual in terminological disputes, but the study does not place ter-
minology in the foreground, either.

The changes of the meaning of modernism must not be considered apart
from the changing concept of the avant-garde since they are closely interre-
lated. To begin with, a short, historical introduction seems indispensable.
The concept of the avant-garde as a phenomenon characteristic of modern
Polish art was introduced in 1949 by Mieczystaw Porebski in his essay “Dwa
programy” [Two Programs|, published at the climax of a fierce artistic-po-

I Artium Quaestiones 2009, 20, pp. 59-73.
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litical conflict.!?> The author established an unshakable binary paradigm in
which broadly understood avant-garde that had different variants depending
on a given period always occupied a crucial position. In 1949, Porebski iden-
tified it with modernity defined as critical judgment of reality, and made its
meaning clear by opposing it to colorism. That retroactive aspect of “mo-
dernity,” connected to the prewar “Grupa Krakowska” [Cracow Group|, was
effectively eliminated in Poland in the late 1950s. Since then, with a few mi-
nor exceptions, the avant-garde always owed its significance to the contrast
with its opponents: after colorism, those were formalism, realism, some-
times pictural abstraction, etc. In the mid-1970s, when the neo-avant-garde
was in decline, the official periodical Sztuka made the avant-garde equal in
rights to realism.!?

To generalize, Piotrowski considered engaged criticism with a political
bias the main point of reference for most terms he used. In his opinion, pub-
lic engagement should match and be a supplement of the academic activity.
It seems that the political aspect, instead of transgression or utopianism, was
for him the most important as an element of his definition of the avant-garde.
This particular point of view makes Piotrowski’s approach different from that
of Turowski who, like no other scholar but Porebski, favored the avant-garde
as the leading narrative of Polish art. Turowski did not use the concept of
modernism in Piotrowski’s sense: in his Konstruktywizm polski. Préba re-
konstrukcji nurtu (1921-1934) [Polish Constructivism. A Tentative Recon-
struction, 1921-1934]|, written in 1969-1971 and published in 1981, he ap-
proached constructivism as a component of the avant-garde., which was quite
obvious, in tune with the secondary literature of those times.

During the decade between the completion of the book and its publication,
Turowski changed his opinion. First, when for some time he was connected
to the Foksal Gallery in Warsaw;, he located the constructivist tradition in the
French leftist context of May 1968, which, as he put it, “rejected form in favor

12 Porebski’s presentation, delivered during ,Popisy szkot artystycznych” in 1949 in Po-
znan, was published in Materiaty do Studiéw i Dyskusji z Zakresu Teorii 1 Historii Sztuki,
Krytyki Artystycznej oraz Metodologii Badan nad Sztukg, vol. 1. Warszawa 1950, pp. 51-76.

13 See also M. Spychalski, “Na strazy awangardy,” Odra 2014, 4; W. Wodarczyk, “Arty-
sta nowoczesny jako t.w.,” Miejsce. Studia nad sztukq i architekturg XX i XXI wieku 2015, 1,
pp. 89-108. In my opinion, Andrzej Turowski was forced to change the title of his book
from Rewolucja konstruktywistyczna [The Constructivist Revolution| to W kregu kon-
struktywizmu, Warszawa 1979, because at that moment in the history of communist Po-
land censorship did not approve of the term “revolution,” not because constructivism was
of the avant-garde character.
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of action.”** Second, he was inspired by structuralism - Janusz Stawinski’s
seminal study of the poetic idiom of the Cracow avant-garde was published
in 1965. Third, another influence on Turowski were the exhibitions orga-
nized in the Museum of Art in £6dz, whose director since 1966 was Ryszard
Stanistawski. (Particularly significant were the exhibitions titled “Konstrukty-
wizm polski,” showed in Otterlo and Essen in 1973.%) Stanistawski’s connec-
tion of the work of Wtadystaw Strzeminski with that of Katarzyna Kobro, with
all the due responsibility and authority of the museum, cannot be overrated
and must not be ignored whenever the concept of the avant-garde is exam-
ined next to others in use at that time. Stanistawski’s strategy significantly
endorsed Porebski’s statement made in his “Dwa programy” essay. Wiestaw
Borowski’s essay “Pseudoawangarda” (1975), which Turowski highly appre-
ciated, just as Piotrowski in his book Dekada [Decade], should be consid-
ered in this neo-avant-garde perspective of canonizing the Polish avant-garde
between the world wars and institutionalizing Polish constructivism in an
international context. !¢

In the 1980s and 1990s, many publications on the avant-garde appeared
in Poland. At first, they were related to the decline of the neo-avant-garde,
then they were dealing with postmodernism.” Most of Turowski’s texts from
the final years of the 20® century dealt with the avant-garde. Also he changed
his critical opinion about the so-called pseudo-avant-garde,'® since under the
circumstances they were hard to adhere to. Still, he chose for his second ma-
jor work, Budowniczowie $wiata, the subtitle “radical modernism.” In that
book, Turowski elaborated on an idea included in “Granice awangardy” [The
Limits of the Avant-Garde|, published in 1990 as a chapter of Wielka uto-
pia awangardy. Artystyczne i spoteczne utopie w sztuce rosyjskiej 1910-1930
[The Great Utopia of the Avant-Garde. Artistic and Social Utopias in Rus-
sian Art, 1910-193]. In Budowniczowie $wiata he rejected his earlier idea of
constructivism-as-avant-garde, inspired by structuralism, museums, and the
academic tradition, later modified with utopia, in favor of the postmodern-
ist poetics of the fall and death. That turn in Turowski’s thinking, from the

4 A. Turowski, Konstruktywizm polski. Préba rekonstrukcji nurtu (1921-1934), Wro-
ctaw 1981, p. 233.

15 Tbidem, pp. 240-241.

16 W, Borowski, “Pseudoawangarda,” Kultura 1975, 12.

17 Particularly important in this context are essays by Stefan Morawski, e.g, his “O sta-
bosciach praxis neoawangardowej i niedostatkach teorii awangardy,” in: Wybory i ryzyka
awangardy. Studia z teorii awangardy, eds. U. Czartoryska, R. W. Kluszczynski, Warszawa—
E6dz 1985, pp. 7-26.

18 A. Turowski, Awangardowe marginesy, Warszawa 1998, p. 172.
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diverse but still academic approaches to the avant-garde to postmodernist li-
cense and a comeback of the obsolete, historical meaning of the term due to
ambiguous playing with it, was later confirmed in his other book, Parowéz
dziejéw [The Locomotive of History] from 2012.%

However, it seems that after the 1990s, when the term “avant-garde” was
ubiquitous, supplementing the title of Budowniczowie §wiata with “modern-
ism” was not surprising. On the one hand, postmodernism and the critical
art, and on the other, its proximity or even identification with the socialist
realism, often discussed in scholarly studies, did not make the concept of the
avant-garde attractive and useful in research, while “radical modernism” was
also historically justified.?° In the 1920s, such concepts as modernism, radi-
cal modernism, new art, and, rarely, the avant-garde, were used interchange-
ably and the examination of their relations brings today surprising and often
subversive results.

At the beginning of the 21% century, with continuing ambiguities and
terminological shifts related to a number of “turns” in the humanities, an-
other important Polish publication, almost unnoticed by the academic audi-
ence, was “Moderne” i straz przednia. Apollinaire wsréd krytykéw i artystow
1900-1918 [“Moderne” and the Avant-Garde. Apollinaire among Critics and
Artists, 1900-1918] by Elzbieta Grabska. Its subject matter was the identity
of two attitudes: the modernist and the avant-garde one, with the focus on
France and Italy, where the idea of the avant-garde came into being also in the
linguistic sense. The book provided an extra argument that the origin of the
concept of the avant-garde and today’s understanding of its historical context
are of primary importance. It should be noted that the apparently “avant-gar-
de” artist and theorist Mieczystaw Szczuka in the final stage of his career
criticized in the journal DZwignia small, minimalistic apartments and the
socially engaged leftist architects from the Praesens group. In the late 1960s
and early 1970s, during a neo-avant-garde offensive, avant-gardism became
part of the official policy of the authorities, confirmed by the aforementioned
essay published in Sztuka, but not only. Finally, the Polish Parliament issued

19 A. Turowski, Parowéz dziejow, Warszawa 2012..

20 For critical remarks on the relations of the avant-garde with the socialist realism,
see S. Morawski, Na zakrecie od sztuki do po-sztuki, Krakow 1985, p. 272. On the relations
of the avant-garde and the socialist realism, see W. Wtodarczyk, Socrealizm. Sztuka pol-
ska w latach 1950-1954, Paris 1986; B. Groys, Gesamtkunstwerk Stalin, Miinchen 2008.
Ryszard Kluszezynski, who was probably the first to use the term “critical art,” interpret-
ed the avant-garde in terms of Russian formalism, see R. Kluszczynski, Awangarda — roz-
wazania teoretyczne, £6dz 1997.



1989. On the Concept of Modernism 265

in 2017 a resolution to commemorate “100 years of the avant-garde,” about
which many contemporary art historians were quite skeptical.?!

Thus, an important decision made by Piotrowski in his Znaczenia mo-
dernizmu to promote lexical and conceptual shifts and assign new terms
to some referents shows the defects of contemporary art history in Poland,
caused by its ungrounded and arbitrary choice of research objects, termino-
logical chaos, and disregard for the deeper meaning of the terms used, whose
only function is to bring some kind of superficial order. To return to Juszczak’s
Malarstwo polskie: modernizm: the scholar’s protest was not provoked by
simple appropriation of “modernism,” but by the basic meaning of the term
that he connected with the turn of the 20 century. For Juszczak, modernism
was a grand finale of the epoch of Matejko and History. Polish identity was
formed by the complex of the lost statehood, and it keeps coping with this
problem today also. In 1803, Bishop Jan Pawet Woronicz called their language
the proper motherland of Poles and we are still dealing with the consequenc-
es of that fact, which has been demonstrated by Maria Janion or Agata Biel-
ik-Robson.?> Language as well as all the other cultural media, as the domain
of political identity determined in the first half of the 19% century and the
myth of History from its second half, contributed to a mental model of the
artist-intellectual, which was put to an end by the revolution of 1905. The
concept of modernism from Juszczak’s book refers to that state of intellectu-
al inadequacy and helplessness before the pressing social forces, indicating
a gradual collapse of the nineteenth-century cultural project.

Are we now, almost twenty years into the 21° century, distanced enough
to see the previous age in terms of similar, general and ordering, rules of the
cultural code and ask why the avant-garde or modernist, also in the revised
sense, narratives are dominant in the studies of contemporary Polish art?
Znaczenia modernizmu by Piotrowski did not change but supported the fif-
ty-year old dichotomy introduced by Porebski, now as an opposition of mod-
ernism and the critical art. I will start from the end. The second half of the
20% century - the era of the communist Poland - brought about accelerated
modernization which was socially traumatic and stigmatizing for its oppo-
nents as well as economically catastrophic and socially controversial. It was
then, in the 1960s - a decade of reflection on history, a dream of modernity

21 Resolution of the Parliament of the Republic of Poland of December 14, 2017 ,on
the celebration of Polish avant-garde on the centennial of its inauguration.” Doubts were
provoked primarily by the arguments used and the list of artists.

22 See also R. Przybylski, Klasycyzm, czyli prawdziwy koniec Krolestwa Polskiego,
Warszawa 1983.
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and order exemplified by progress and structuralism - that the avant-garde
key to a simplified model of the Polish condition became prevalent as a projec-
tion of longing, but also of the failure of modernization as a specific “historical
policy” of the communist Poland.?® The same model was proposed for the per-
ception of the first half of the century; i.e., the times of regained independence
and restored statehood.?* It was highly selective, evidently based on a partic-
ular axiological pattern of temporality. Answers to the question about it, only
in part conditioned by politics, make the key to the ambiguity of Poland under
communism since referring to the decade when the avant-garde was born, we
may easily realize that it was not dominant or the most attractive for the com-
mon public and intellectuals. Jozef Czajkowski’s social project of the “new
art” (Szczuka gave his art the same name) included housing, urban planning,
interior design, and applied art, i.e., the aspect of practical application, which
Szczuka ignored.?® Another exemplary figure was the painter Jan Cybis, co-
operating with the futurists and Strzeminski, who struggled to liberate art
from the sense of social and political mission, so characteristic of the Young
Poland. His radical idea of the autonomy of painting was a unique variant of
the modernist art in the sense preferred by Piotrowski. Today no book is avail-
able either on Czajkowski or Cybis, while both of them pointed at the border
conditions of contemporary Polish art.

Still, there is another model key related to the concept of realism as it
was presented by Grabska who interpreted the approaches of Andrzej Wro-
blewski and Marek Oberlidnder at the conference of the Association of Art
Historians in 1984, remembering also Juliusz Starzynski and Michat Walicki,
who had similar opinions about realism in Polish art. 2¢ Their realism was
quite different from that connected with the avant-garde in the op-ed in Sztu-
ka from 1975. The gist of that model can be reduced to Grabska’s quote from

23 The key moment came in 1966, with the climax of the authorities’ conflict with the
Roman Catholic Church, riots in downtown Warsaw, and putting a copy of the painting
of Holy Mary of Czestochowa under arrest. That iconoclastic arrest resembled an act of
conceptual art. In 1966, the authorities also gave their consent to hold “Sympozjum Pu-
lawskie,” open the Foksal Gallery, and appoint a new director of Museum of Art in £6dz.

24 This is how I interpret texts by Andrzej Szczerski, engaged in the celebration of the
,Centennial of the Avant-Garde,” who stressed the patriotic bias of the innovators from the
interwar period, with a suggestion that the present authorities of Poland should adopt such
a point of view.

25 Czajkowski referred to the English Arts and Crafts Movement which also contribut-
ed to the origin of the avant-garde, although Polish scholars tend to ignore it.

26 E. Grabska, “Puisque réalisme il y a,’ czyli o tym co w sztuce powojennego dziesie-
ciolecia nie moglo sie wydarzy¢,” in: Sztuka polska po 1945 roku, pp. 375-384.
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Michelet: “C’est par vous que le peuple pourra parler au peuple.”*” In com-
parison to the ordering narration of the nineteenth-century art and the twen-
tieth-century narration of writing about art, this perspective in quite unique
in Polish art history since, as Grabska would put it, it took into consideration
“the artist’s contact with his own time.” Besides, it also takes into account so-
cial stratification which has been confirmed today by the results of democratic
elections - a privilege that was rare in Poland in the past centuries, always
a troublesome challenge to artists.

An urgent postulate to make a new lexicon of concepts for the history of Pol-
ish art or a generalized panorama of the Polish art of the past century; including
various narratives, can be easily challenged by today’s new humanities. Many
case studies, Clifford Geertz’s thick description, grounded theory, a network of
neologisms, and new theories developed on that combined foundation are now
a new research standard.?® But also this local, “insular” strategy, which is not
yet the continental mainland, may actually affect the a priori model of ordering
Polish history of the most recent art in terms of “development,” “emancipa-
tion,” and the “avant-garde.” I believe that an alternative could be provided by
a sequel to Anna Markowska’s book Definiowanie sztuki — obja$nianie swia-
ta. O pojmowaniu sztuki w PRL-u [Defining Art — Explaining the World. On
Understanding Art in Communist Poland],? and such a sequel may be Piotr
Juszkiewicz's forthcoming study of the national element in Polish experimen-
tal art of the early 20t century. Panoramic views also give us a chance to locate
the positions of particular members of the debate and define leading research
strategies, since the attention that we pay to concepts, which I stressed at the
beginning of the present essay after Bal, turns out more significant than the
scholarly standard — art historians in Poland have their institutional limita-
tions and represent, fortunately, various political opinions.

In the final quarter of the 20™ century, the concepts of the avant-garde
and modernism were differently articulated in Warsaw (Juszczak, Grabska),
Poznan (Turowski, Piotrowski), £6dz (Stanistawski, Turowski), and Cra-
cow (Porebski). The differences were not focused on encyclopedic definitions
but on culture. The Institute of Art History at Adam Mickiewicz Universi-
ty in Poznan was the main point of reference for the debate, yet geography
must not make us ignore generational differences. The younger generation
of scholars presents a variety of positions: Tomasz Zatuski from Ed6dz has

27 Sztuka polska po 1945 roku, p. 380.

28 See E. Domanska, “Jakiej metodologii potrzebuje wspétczesna humanistyka?,”
Teksty Drugie 2010, 1-2, pp. 45-55.

29 A. Markowska, Definiowanie sztuki — objasnianie $§wiata. O pojmowaniu sztuki
w PRL-u, Katowice 2003.
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been challenging the opposition of the avant-garde and modernism, included
in Piotrowski’s Znaczenia modernizmu; Wiktoria Koziot from Cracow has
been questioning the critical quality of the art of resistance; Jakub Banasiak
from Warsaw has been distancing himself from Piotrowski. Even if Piotr Stod-
kowski and Luiza Nader share the assumptions of the author of Znaczenia
modernizmu, the results of their meticulously conducted research based on
records and archives are quite different. Thus, the postulate to make a new
lexicon of concepts and write new overviews should be supplemented with
another one - to come up, possibly soon, with a history of Polish art history in
the 20% and 21 centuries, particularly that the Poznan Institute will figure in
such a history quite prominently.
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1989. ON THE CONCEPT OF MODERNISM
Summary

The author argues that the significance of the year 1989 for Polish art was not deter-
mined by political changes, but by the rise of postmodernism. Until that moment,
the term “modernism” usually referred in academic art history to Polish art at the
turn of the 20t century. The concept of postmodernism brought to the Polish language
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a new meaning of modernism as simply modern art, and more precisely, as modern
art defined by Clement Greenberg. That change made it necessary to draw a new map
of concepts referring to modern Polish art, most often defined before by the concept
of the avant-garde. In Mieczystaw Porebski’s essay “Two Programs” [Dwa programy]
(1949), and then, since the late 1960s, in Andrzej Turowski’s publications, the con-
cept of the avant-garde was acknowledged as basic for understanding twentieth-centu-
ry Polish art. The significance of the concept of the avant-garde in reference to the art
of the past century in Poland changed after the publication of Piotr Piotrowski’s book
of 1999, Meanings of Modernism [Znaczenia modernizmu]. Piotrowski challenged in
it the key role of that concept - e.g., Wtadystaw Strzeminski and Henryk Stazewski,
usually called avant-gardists before, were considered by him modernists - in favor of
a new term, “critical art,” referring to the developments in the 1990. In fact, critical art
continued the political heritage of the avant-garde as the radical art of resistance. The
author believes that such a set of terms and their meanings imposes on the concept
of the avant-garde some limits, as well as suggests that scholars and critics use them
rather inconsistently. He argues that concepts should not be treated as just label terms,
but they must refer to deeper significance of tendencies in art. He mentions Elzbieta
Grabska’s term “realism,” also present in the tradition of studies on modern Polish
art, and concludes with a postulate of urgent revision of the relevant vocabulary of
Polish art history.

Keywords:
history of Polish art, vocabulary, modernism, postmodernism, avant-garde
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REMARKS ON THE MARGIN
OF WOJCIECH WEODARCZYK’S ARTICLE
“1989. ON THE CONCEPT OF MODERNISM”

The problematic of modernism, which appeared in Poland more or less
in 1989, of which Wojciech Wtodarczyk writes in his paper, had two aspects.
One, artistic, put forward the question of modernism in the context of a debate
on postmodernism; the other, political, inspired by the change of a political
system, was related to the failure of the projects of “modernization” proposed
by the communist regime (visions of the future). Social modernism was large-
ly replaced by new conservatism (Leszek Kotakowski asked a question “how
to be a conservative-liberal socialist”). The avant-garde utopia was compared
to the utopia of the “new man” in the socialist ideology. I understand this po-
sition particularly well in respect to Wojciech Wtodarczyk since it was him,
who in the late 1970s called “modern” a group of artists who were neither
“realists,” nor “abstractionists” (adopting the tradition of the avant-garde), but
who in 1956 chose modernity, identifying it with liberty. Then Wtodarczyk
pointed at the history of that line of reasoning, dating back to the 1930s and
overlapping with a debate about the national art. It was a fundamentally dif-
ferent tradition, even though somehow related to modernism, at least of the
kind referred to in 1959 by Wyka and Juszczak. Also, it had little to do with
the history of the avant-garde that I analyzed (as related to modernism as
well, but in a polemical way) in the context of constructivism. Wtodarczyk’s
interesting terminological suggestion required clear distinctions among var-
ious artistic phenomena, such as modernism and avant-garde vs modernity,
which makes it understandable why he calls for terminological precision on
the meta-theoretical level. I can address his objections only with a claim that
my liberty in using the concept of the avant-garde stemmed from a conscious
methodological decision determined by my general worldview. On the oth-
er hand, defending the opinions of Piotr Piotrowski, I am sure that he made
a clear distinction between the concept of modernism, which he always re-
lated to the idea of the autonomy of art in the sense given to it by Clement
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Greenberg, and that of the avant-garde, which in Piotrowski’s opinion was
close to politics and society in terms of Peter Biirger. That was particularly
clear in Piotrowski’s Dekada, a book published in 1991, in which a critique
of the “autonomous” approach characteristic of the conceptual modernism
of the 1970s was combined with a praise of the avant-garde “engaged” in po-
litical processes. I wrote about in an essay published in Szum, called “Kryty-
czne instrumentarium etycznej historii sztuki Piotra Piotrowskiego” [The
critical apparatus of Piotr Piotrowski’s ethical art history|, which Wlodarczyk
has most likely read. The problem is, however, much more general, which
he probably hardly realized. I mean a fundamental change that took place in
the Poznan art history in the 1990s thanks to a younger generation of schol-
ars. It was not just a generational or ideological change, but rather a result of
a different political contextualization and a new point of view which became
common in Europe after the fall of the Berlin wall and the end of the post-Yal-
ta division of the world. Contrary to what was being said at that time, it was
then, under the conditions of the freedom of choice, that the political left and
right acquired their proper meanings, while the semi-official intellectual and
social communities fell apart. Still, I believe that after 1989 in Poznan the
approach to art and art history was continued as regards the concepts I wrote
about, but together with a new polarization of political choices, more radical
both on the right, and on the left. The question of autonomy, so important
in the avant-garde way of thinking, to return to Wtodarczyk’s categories, be-
came an important component of the hermeneutics and phenomenology of
the picture, successfully practiced by the Poznan scholars. The problematic
of the discipline’s self-consciousness brought a number of insightful publica-
tions on the history and theory of art. Quite penetrating were also reflections
on the social life of art, once rooted in semiology but today resulting in many
interesting studies of the significance of cultural phenomena and artistic bi-
ographies. Finally, another aspect of that Poznan reorientation was the rise
of the feminist art history, in the 1980s and later connected with reading the
books and essays by Maria Janion. It is too bad that all those problems, defi-
nitely worth discussing, have not been considered in more detail yet. This is,
however, not the topic I want to write about since it deserves a separate paper.
Among the papers and in the record of our discussion published in Artium
Quaestiones as the aftermath of the centennial conference I miss a more per-
ceptive analysis of the role played in the 1990s by my friend and scholarly op-
ponent Piotr Piotrowski, who in the hectic year 1980 began his academic ca-
reer in the Institute of Art History of the University of Poznan. It was then, in
the atmosphere of revisions made possible by the rise of Solidarnos¢, that he
realized the dangers related to the mythologized concepts of the avant-garde
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autonomy and the purity of scholarship. At that time he came up with a pos-
tulate of the “ethical art history.” He argued that in the era of more and more
common violence and intolerance mythologized scholarship was unable to
show humanity the right way. To do that, a fundamental change was needed.
The scholarly foundation of that line of reasoning was presented in Piotrows-
ki’s book, Artysta miedzy rewolucjq a reakcjg [ The Artist between Revolution
and Reaction], published in 1993. I have been stressing that fact many times.
In the book, Piotrowski asked questions about the causes of the contemporary
artist’s involvement in the ideology of political power, and considered the art-
ist’s complicity in creating false pictures of reality. Choosing by no accident as
his object of study a “tragic” history, he seemed to address and warn his own
times. Attempting to reconstruct the ideologization of pure form, he wanted
to understand the artist “living in a destitute time” and in consequence point
at his or her moral involvement. Since then, Piotrowski treated art as a kind
of public activity which is by its nature ethical and political, while politics he
defined as a democratic debate. His project, rooted in his scholarly approach,
was not about determined moral norms, but about historically examined eth-
ical behavior. The goal was a new humanism. As a result, Piotrowski believed
not so much in the primacy of the social choices over the aesthetic ones, but
in the indispensability of each artist and art historian’s awareness that both
history and art have their ethical aspect. He defined history as dialectical and
materialist, pluralist and operative, where art and humans have their place,
their rights, and their impact. That, I think, was the meaning of the “post-Soli-
darno$¢” turn in the Poznan art history which combined high standards of
knowledge with ideological pluralism, perhaps contrary to the expected sin-
gle-mindedness of the faculty, assumed all too promptly and naively. We must
reconsider Piotr Piotrowski’s role in that completely different art history of
the 21°t century, which began almost half a century earlier.
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REMARKS ON THE “MARGIN”

The topic of my text was a change of meanings of basic concepts used
in the study of contemporary Polish art. If in that context I paid attention to
the key role of Piotr Piotrowski’s book Znaczenia modernizmu [Meanings
of Modernism|, it was because in his previous book of 1993, Artysta miedzy
rewolucjg a reakcja [The Artist between Revolution and Reaction]|, which
Andrzej Turowski has found missing in my considerations, I did not find any
change of that kind. The distinction between the “metaphysical” and the “ma-
terialist” extreme of the Russian avant-garde still remains within the seman-
tic field of the latter, while the term “modernism” appears there only in pass-
ing, related to Piotrowski’s polemic with Buchloh, most likely for the sake of
referring to the argument of the author of the article published in October.
Certainly, the present reader will impose on the concept of the “metaphysi-
cal” avant-garde the term “modernism.” Even though we interpret them now
slightly differently, the concepts used in Artysta miedzy rewolucjq a reakcjqg
by no means make it hard to understand Piotrowski’s intention. The gist of
my argument was not the reference of the terms which we would replace with
others today, but the fact that the concept of modernism in its present sense
appeared in his writings in 1999, i.e., in relation to a radically new artistic sit-
uation in Poland, determined by the evolution of the “critical art.” If Turowski
charges me in respect to this with the “polemical fervor,” arguing that since
the early 1990s “the right and the left, under the conditions of the freedom
of choice, acquired their proper meanings” and “we were facing a totally dif-
ferent political contextualization,” I will gladly agree with him, because it is
an obvious, supporting argument in favor of my understanding of the field
of art of that period. Is it true, however, that the question of autonomy and,
according to Turowski, the turn toward hermeneutics and phenomenology,
were connected with those changes? T do not think so. One may take a close
look at the translations published in Artium Quaestiones or a fundamental
study by Mariusz Bryl in terms of their allegedly covert political background
but in my opinion that would be an oversimplification.
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There is, however, another problem - and this is how I understand
Turowski’s doubts — namely the validity of the terms we are using today in
reference to the present. In an indirect sense, this problem is also related to
the ordering capacity of those terms in the art history what we are practicing,
Surely, the terms about which I wrote in my text will be in use — the public
discourse is subject to inertia — but the question is whether the horizon of val-
ues to which they belong keeps sufficient operative power. Are “avant-garde,”
“modernity,” and “modernism,” so prominent in the vocabulary of Polish his-
torians of modern art, still useful, not only due to the pressure of the new hu-
manities, but above all because of the “conditions of the freedom of [political]
choice”? In such a perspective, the book Artysta miedzy rewolucjq a reakcjq is
definitely worth reconsidering.

Piotrowski’s postulate of the ethical art history, which is placed in the
book’s subtitle and comes up on its closing pages, connects the “tragedy” of
the Russian avant-gardists with a clue addressed to today’s scholars. The au-
thor makes an attempt to find an excuse for the avant-garde in the innocent
and “pure” motivation of the artists’ rebellion that preceded their toxic and
manipulating relation with the Soviet regime. This is, of course, too little to
recognize the doubtless artistic value of the avant-garde works as decisive
and derive from it an ethical excuse. Therefore Piotrowski writes with a bit
of theatricality about “tragedy” and points at the duty to understand reality
as the ultimate criterion in the evaluation of the artist’s choices and actions
as a citizen. Thus, we find ourselves at the very heart of the mythology of the
Enlightenment and the avant-garde project which was derived from it. It is
the mythologized figure of the artist who has a mission of changing the world
and showing the way to that goal and the obstacles on that way. It is also a my-
thologized, universal picture of the authority which is evil by nature, as the
example of Russia was supposed to confirm. Finally; it is also a simplified and
selectively interpreted view of the “social reality and political praxis,” which
Anthony Giddens connects to the “separation of experience” characteristic of
modernity.

Let us begin with “reality” A suggestion to build a bridge connecting the
situation in Russia at the beginning of the 20 century and the present puts
in the center of such comparisons the problem of democracy which in the
Soviet Union was missing. Do today’s free elections in Poland resolve the di-
lemma of the “tragic” decisions of the artist? According to Turowski, as well
as Piotrowski, which was confirmed by his later texts, not at all since the po-
lemical democracy has not been put into practice and the status of the au-
thorities is by nature stable. However, let me add that Hamlet’s alternative
of the avant-garde artist under the totalitarian regime has been replaced by
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a figure which is similar to the Bermuda triangle determined by the artist, the
authorities, and the public opinion. The problem of today’s artist is the public
opinion, an equal partner in a democratic field, who does not have to accept
the emancipatory (in the Giddensian sense, as a project of the Enlightenment
politics) character of the artist’s activity. At critical moments, artists use the
argument of the cultural immunity of museums and galleries. Still, decisions
are usually taken by the public opinion, and it is also the public opinion which
most often influences the decisions of the authorities who want to receive
democratic legitimation again, and not the artist. I am not passing judgment,
just remembering.

Piotrowski’s book is an attempt to save the reputation of the avant-garde
from disparaging, one-sided judgments provoked by its political engagement.
The main argument is rebellion, which implies the problem of the social con-
text of avant-garde art, and in the specific Polish context of the two decades
between the world wars, the “new art.” That was what I had in mind when
pointing at the utopian ideas of Szczuka and the socially desirable projects of
Syrkus and Czajkowski, which were put into practice. But Piotrowski wanted
to protect the position of the artist as rebel and utopist from the verifying
rules of reality. In the avant-garde perspective, rebellion is the first step toward
making a utopia come true, and a particular mode of this utopia is imagina-
tion. Thus, a reaction to inadequately recognized reality may indeed be, as
Piotrowski wanted it, Zola’s “J'accuse!” Is it true, however, that both rebellion
and imagination, in his opinion the cornerstones of the avant-garde and its
tradition, have the status of principles of value? What is the origin of their cru-
cial role? Is it constituted by the universality of the individual’s autonomy or
the elementary principles of social relations? Let me quote Professor Dorota
Glowacka, a noted Holocaust scholar: “Still, I do not think that artists have
absolute immunity that allows them to do anything they like, to stick their
noses everywhere, including gas chambers, because of the power of imagina-
tion. Imagination is not so free and aesthetic experience so disinterested, ei-
ther. ... A belief in the unlimited power of imagination may turn out its great-
est weakness, since going incessantly ahead and transgressing more and more
borders, it does not reflect on that which perhaps limits it in a hardly grasp-
able way. To believe in the absolute power of imagination may be misleading
and even dangerous, since in consequence one may stop thinking about the
conceptual frames of the social, historical, and cultural conditions...”

To sum up, the reality beyond art, which we try to grasp with our concepts,
is much more complex than its picture obtained thanks to those concepts.
That was why I chose the topic of my paper. The limitations originated in the
Enlightenment assumptions make it difficult for some of us to come up with
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a correct diagnosis and apply new strategies of research, which explains the
postulates formulated in the concluding part of my text. It is good to be as sure
as a current publication of another museum of modern art reads: “Only sub-
jects independent in their thinking, which have overcome the state of intel-
lectual immaturity, can take full responsibility for themselves and the world.”
I am not so sure about it, but I understand Andrzej Turowski’s protest — our
ideas of the subject are different.
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VOM BERLINER SCHLOSS ZUM HUMBOLDT FORUM:
EIN PARADIGMA DEUTSCHER KONFLIKTGESCHICHTE

Sehr geehrte Damen und Herren,

aus Anlass des 100. Jubiliums des Posener kunsthistorischen Institutes zu
sprechen, ist mir eine grofse Ehre. Der Begriinder dieses Institutes, Szczesny
Dettloff, gehort zu den herausragenden Gelehrten der Kunstgeschichte des
letzten Jahrhunderts. Stark an der italienischen Renaissance und der regio-
nalen Kunstgeschichte als der unmittelbaren Basis orientiert, ist er in der
deutschsprachigen Kunstgeschichte als Fachmann fiir das Mittelalter und die
nordliche Renaissance, und hier insbesondere fiir Veit Stofs, eine markante
Gestalt geblieben. Er hat auch bei Heinrich Wolfflin, wohl noch in dessen
Berliner Jahren, studiert. Die unselige Zeit, in der die Universitit Posen 1941
in die deutsche Reichsuniversitit umgewandelt wurde, hat zumindest einen
versOhnlichen Punkt darin, dass Dettloff durch die Intervention von Karl-
Heinz Clasen im Jahr 1939 aus dem Internierungslager befreit wurde. Durch
seine Bindung an die Wiener Schule, und insbesondere an Max Dvofék, hatte
Dettloff eine starke ideengeschichtliche Pragung, die sich im Posener Institut
bis heute fortgesetzt hat. Aus dem Riickblick hochst bemerkenswert sind die
Versuche des Posener Institutes, die zeitgenossische franzosische Philosophie
wie auch die Reformbewegung der westdeutschen Kunstgeschichte zu reflek-
tieren. Die Einladung an meinen akademischen Lehrer Martin Warnke an
das Posener Institut im Jahr 1973, mitten im Kalten Krieg, war ein Ereignis,
dessen Protokoll ein Teil der Wissenschaftsgeschichte geworden ist. Seither
war ich lose mit Adam Labuda bekannt, und es war ein gliicklicher Zufall,
dass wir im selben Jahr 1992 an das Wissenschaftskolleg zu Berlin berufen
wurden - und dort eine sehr starke Tischtennismannschaft bildeten. Dies
hat uns bis heute verbunden.

Adam Labuda hat in einem seiner Artikel zur Wissenschaftsgeschichte
bedauernd darauf verwiesen, dass sich manche Begabungen der Kunstge-
schichte vornehmlich nach Stiden und Westen gewendet hitten, und damit
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war auch ich gemeint. Ich kann mir aber zusprechen, dass ich, als ich 1993
Direktor am kunstgeschichtlichen Institut der Humboldt-Universitdt wurde,
alles daran gesetzt habe, gegen teils grofden Widerstand die Professur fiir mit-
tel- und osteuropdische Kunstgeschichte zu bewahren. Es war ein Gliick, dass
es gelang, Adam Labuda mit der Ausfiillung dieser Professur an der Hum-
boldt-Universitit begriifsen zu konnen. Hierdurch gab es enge Kontakte nach
Posen, weitere Kollegen gestirkt wurden, und insbesondere durch den viel
zu frith verstorbenen Piotr Piotrowski, der mehrere Semester an der Hum-
boldt-Universitit gelehrt hat, und den die Kollegen und auch die Studenten
in seiner mitreifsenden Art sehr geschitzt haben. In Rahmen der bewidhrten
Kontakte zwischen dem Posener und dem Berliner Institut hat mich Piotr

A i

1. Frank Stella, Modell des Berliner Schlosses/Humboldt Forums
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Korduba gebeten, heute zu Thnen zu sprechen. Es war sein Wunsch, dass ich
meinen Vortrag iiber das Berliner Schloss und jenes Humboldt Forum halte,
das ich als einer der Griindungsintendanz fiir drei Jahre aufzubauen versucht
habe.

Das Humboldt Forum hat bereits vor seiner Eroffnung eine Diskussion
ausgelost, die weit iiber Berlin, iiber die Bundesrepublik Deutschland und
auch iiber Europa hinaus gegangen ist (Abb. 1 A-B). Dieses Projekt wird im
guten wie im negativen Sinn als ein Spezialfall genommen, in dem sich allge-
meine Bewertungen der Geschichte mit Fragen der Gestaltung von Zukunft
biindeln. Es ist nicht ausgemacht, ob es sich als ein Modell oder ein Unfall
der Geschichte erweisen wird, und diese Frage wird moglicherweise aus Threr
Geschichtserfahrung anders eingeschitzt werden als sie sich mir darbietet.
Aber ich hoffe, die nétige Distanz aufzubringen, um IThnen einen Begriff von
der Problematik, welche moglicherweise nicht allein Berlin betrifft, zu geben.
Ich werde in insgesamt 10 Schritten vorgehen. Der erste lautet: die romische
Perspektive.

1. DIE ROMISCHE PERSPEKTIVE

Mit seiner Mischung aus Formen der Spitgotik und der Renaissance
hitte das Berliner Schloss um 1670 kaum ein tiberregionales Aufsehen er-
regen konnen. Seine Eigentiimer, die Hohenzollern, verfiigten iiber das Kur-
fiirstentum Brandenburg-Preufien, das zwar einen gewissen Einfluss besaf3,
mit den europiischen Konigreichen aber nicht zu vergleichen war. Getrieben
vom Ehrgeiz, auch Preuflen die Konigswiirde zu verleihen, vollzog Kurfiirst
Friedrich III. den Kronungsakt aufserhalb des preuflischen Staatsgebietes in
Konigsberg aus eigener Hand, um die AnmafSung dieses Schrittes gegeniiber
den europiischen Potentaten zu mindern. Angesichts des beschriebenen De-
fizits seiner Legitimation setzte er als Konig Friedrich I. alles daran, durch ein
erneuertes Stadtschloss mit dem Anspruchsniveau der europiischen Grofs-
maichte gleichzuziehen. Er bezog sich auf Rom, um von der politischen Iko-
nologie der caput mundi profitieren zu konnen. Sein personliches Interesse
war keineswegs aufgesetzt; vielmehr gehorte er zum Kreis der Gelehrten, wel-
che die Antike mit betrichtlichem persénlichen und finanziellen Einsatz zu
erforschen suchten. Er stellte grofdziigige Mittel fiir den Ankauf von Miinzen
und Medaillen sowie Publikationen zur Verfiigung,

Der Akteur der Umwandlung des Schlosses von einem spatgotischen in
einen zeitgenossischen barocken Bau war der um 1660 wohl in Danzig ge-
borene Andreas Schliiter (Abb. 2). Ausbildung und erste Werke in seiner Ge-
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2. Das Berliner Stadtschloss, Kupferstich, 1696-1701

burtsstadt sind zunichst iiber seine Skulpturen fassbar, die allerdings bislang
allein durch Zuschreibungen identifiziert werden konnten. Hierzu gehoren
die Stuckarbeiten der Erdteile, hier der afrikanische Kontinent, im Haus
Langer Markt 7/8 (zerstort), der durch den spielerischen Versuch von Putten
charakterisiert ist, einen Lowen zu bandigen. Zugeschrieben sind auch jene
Putten, die im Schloss Konig Jans III. Sobieski in Wilanéw die vier Elemente,
hier das Wasser, symbolisieren. Dokumentarisch belegt ist dann Schliiters
Beteiligung an der Ausschmiickung des Warschauer Palais Krasinski im Jahr
1689 mit seinen Szenen aus der republikanischen Zeit Roms. Gesichert sind
die Grabmiler fiir den Vater und den Onkel des Konigs in Zétkiew in den
Jahren 1692-94, gefertigt aus schwarzem Marmor und den Assistenzfiguren
vermutlich der Stirke, Gerechtigkeit sowie Tugend und Wahrheit und jeweils
der Fama iiber der Urne. Diese Grabmailer geh6rten neben vermutlich weite-
ren Werken zu den Ausweisen, die ihm im Jahr 1694 in Berlin die Anstellung
als Schlossbaudirektor fand. Bei allem, was jetzt folgt, ist immer zu beden-
ken, dass es in Gestalt von Andreas Schliiter ein polnischer Hofkiinstler war,
der das Berliner Schloss erreichtet hat.

Bevor Schliiter sein Projekt begann, verbrachte er mehrere Monate in Ita-
lien, und so auch in Rom, um sich den nétigen Horizont zu verschaffen, der
Berlin aus der regionalen Formenwelt herausheben sollte. Das unmittelbare
Vorbild fiir den Entwurf des Berliner Schlosses stellte Paolo Marucellis r6mi-
scher, nahe der Piazza Navona gelegene Palazzo Madama dar (Abb. 3, 4). Es ist,
als hitte Schliiter diesen dreieinhalb Stockwerke aufweisenden Palast in Berlin
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3. Das Berliner Stadtschloss, Fassadenausschnitt

4. Paolo Marucelli, Palazzo Madama, Rom, 1637-1642

schlicht weitergebaut. Selbst die Fensterformen sind bis auf den Unterschied
der Kreissegmentformen im ersten Stockwerk identisch. Auch die ungew6hn-
liche Durchstofsung des Gesimses mittels der Mezzaninfenster, die ein plasti-
sches Element in die Strenge der Architektur bringt, ist itbernommen. Ein ein-
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ziger motivischer Unterschied liegt darin, dass in den zwischen den Fenstern
iiber dem Gesims angebrachten Figurenfeldern in Berlin im Gegensatz zum
Palazzo Madama nicht etwa spielende Putti, sondern Adler angebracht sind,
die sowohl auf Jupiter wie auch Preuflen verweisen. Die michtigen Siulen des
groflen Treppenhauses tragen iiber den Kimpfern und dem ausladenden Ge-
sims nichts aufder den Figuren des Obergeschosses. Sie diirften von den Peri-
stylsdulen des Nervaforums inspiriert sein. Im Risalit des Grofeen Treppen-
hauses tibernehmen diese antiken romischen Elemente eine eigene Funktion
als autonome Darstellung ihrer selbst: Symbole ihrer Eigenform.

Die durch Schliiters Nachfolger Eosander von 1708 an vollzogene Er-
weiterung des Schliiterschen Baues nach Westen hat dem Berliner Schloss
die abschlieffende Gestalt vermittelt (Abb. 5). Das vielleicht markanteste

5. Johann Friedrich Fosander, Berliner Stadtschloss, Hoffassade von Portal III,
1708-1716
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Motiv zitierte in Form des nach Westen gerichteten Portals III erneut die
romische Antike nach Berlin. Aufien- wie Innenseite variieren mit dem
Konstantins- und im Jahr 203 errichteten Septimius-Severus-Bogen zwei
Triumphbogen des Forum Romanum (Abb. 6). Ein Vergleich des Innenpor-
tals von Eosander mit dem Septimius-Severus-Bogens vom romischen Fo-
rum Romanum kann verdeutlichen, wie getreu auch hier Rom nach Berlin
transferiert wurde. Der Eindruck ist iiberwiltigend, aber auch eindimensio-
nal cdsarisch. Schliiters Formen zogen dagegen cine eigenwillige Summe
der Bau- und Bildgeschichte Roms von der Antike iiber die Renaissance bis
zum zeitgenossischen Barock. Sie fiigen die Anregungen nicht etwa kom-
pilatorisch zusammen, sondern dramatisieren sie, um die Kraftlinien der
Architektur starker herauszuarbeiten und einen eigenen, plastischen Stil zu
entwickeln: ein mediterranes Theater der Plastizitit und der inneren Span-
nung und Lebendigkeit.
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6. Septimius-Severus-Bogen, Rom, 203 n. Chr., Radierung von 1694-1699
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2. DIE KUNSTKAMMER ALS AKADEMISCHES MUSEUM

So rigoros das Aufdere des Schlosses verwandelt wurde, so stark blieb es
der Kontinuitit seiner inneren Bestimmung verpflichtet, Residenz des Ko-
nigshauses zu sein, nicht minder aber eine 6ffentliche Bestimmung zu haben:
durch Gerichte, Finanzamter, Banken, Verkaufszeilen, eine Bibliothek und
eine Kunstkammer, die zumindest den Spezialisten und den interessierten
Laien offen stand. Uber Generationen angewachsen, ging sie im DreiRigjihri-
gen Krieg unter, wurde danach aber so erfolgreich neu aufgebaut, dass sie eine
der Anregungen fiir Gottfried Wilhelm Leibniz bot, die Berliner Akademie
der Wissenschaften, die er im Jahr 1700 zu begriinden half, als ein , Theater
der Natur und Kunst” zu begreifen. Die Kunstkammer sollte der Forschung
zur Verfiigung stehen. Als ein Weltmuseum umfasste sie sowohl Objekte der
Natur wie auch Instrumente der Forschung und schliefllich Kunstwerke. Die
Betreuung dieser Sammlung schwankte zwischen Sorgfalt und Nachlissig-
keit, aber ihr umfassender Anspruch machte sie Hundert Jahre spiter, um
1800, in besonderer Weise interessant. Denn zu dieser Zeit wurde die Kunst-
kammer der Akademie der Wissenschaften unterstellt, und es waren insbe-
sondere Alexander und Wilhelm von Humboldt, die sich fiir diese einsetzen.
Es war ein Sonderfall der Museumsgeschichte, dass zu einem Zeitpunkt, zu
dem sich iiberall in Europa die Sammlungen spezialisierten und sowohl in
Gemildegalerien und Kunstmuseen sowie technische Museen und Museen
der Naturkunde aufgeteilt wurden, Berlin an jenem Mikrokosmos der ge-
samten Welt festhielt, den die Kunstkammer darstellte. Hiervon profitierte
zunichst die Universitidt. Im Jahr 1809 bewirkte Wilhelm von Humboldt,
dass die neu zu griindende Berliner Universitit, die dem am Boden liegenden
Gemeinwesen wenigstens geistig zu einer neuen Grofse verhelfen sollte, mit
jenen Sammlungen der Naturforschung und der Medizin ausgestattet wurde,
die sich in der Kunstkammer des Berliner Schlosses befanden. Dies geschah
im Jahr 1810, als das an der Prachtstrafse Unter den Linden gelegene grofée Pa-
lais des Bruders von Friedrich dem Grofsen der Universitit tibergeben wurde
(Abb. 7). Die Sammlungen, die in diesem grofiformatigen Gebidude unterge-
bracht wurden, fiillten es so gut wie vom Dach bis zum Boden aus. Als der
Konig die Universitdt im Jahr 1820 besuchte, trug er in das Ehrenbuch ein:
,Ein wunderbares neues Museum!”

Auf diese Weise war die Universitit zu einer Tochter des Berliner Schlos-
ses geworden. Die bis zum Jahr 1933 andauernde Erfolgsgeschichte der Ber-
liner Universitit wird auf die von Wilhelm von Humboldt definierte Freiheit
von Forschung und Lehre zuriickgefiihrt. Der zweite Grund wird jedoch zu-
meist vergessen: Als Erbin grofser Teile der Sammlungen des Schlosses war
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sie von Beginn an ein Museum mit angeschlossenem Lehrbetrieb. Andere
Universititen hatten Universititsmuseen, die Berliner Universitit war ein
lebendiges Museum. Dies hat ihre Sonderrolle bis heute ausgemacht. Als
zweites Flement der Geschichte des Schlosses ist festzuhalten, dass es tiber
die Bestinde der Kunstkammer als eines akademischen Weltmuseums zu ei-
ner Art Mutter der Berliner alma mater wurde.

3. WELTKUNSTGESCHICHTE

Nicht weniger bedeutsam als die naturkundlichen und medizinischen
Sammlungen, die aus der Kunstkammer des Schlosses in die Universitit
tiberfithrt wurden, waren die auflereuropdischen Sammlungen, welche dort
zusammengekommen waren. Hierzu gehorten Objekte aus der berithmten
Sammlung Forster. Reinhold Forster und dessen Sohn Georg, die auf der
zweiten Weltumsegelung gemeinsam mit James Cook mitgesegelt waren,
hatten eine Tausende an Stiicken umfassende Sammlung von Naturalia und
Arteficialia mitgebracht und nach ihrer Riickkehr im Jahr 1775 verschenkt
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oder verkauft. Das Berliner Interesse an diesen Objekten ist nicht verwun-
derlich, weil Georg Forster die deutsche Fassung seiner Reisebeschreibung,
die ihn weltberithmt machte, im Jahr 1778 in Berlin publiziert hatte, aber an-
dererseits war sein Name diskreditiert, weil er als glithender Anhinger der
franzosischen Revolution nach Paris in das Exil gegangen war.

Nach der Eroberung Berlins durch die franzésischen Truppen im Jahr
1806 wurden neben den bedeutendsten Kunstwerken auch grofee Teile der
Kunstkammer durch Dominique-Vivant Denon als Kriegsbeute requiriert
und nach Paris tiberfiithrt. Unter den Werken, die Denon in der Kunstkam-
mer beschlagnahmen und nach Paris tiberfithren liefs, befand sich auch die
gesamte Sammlung auflereuropiischer Werke, und diese blieben vollstindig
in Paris, wo sich jede Spur verloren hat. Umso intensiver wurde von den Ku-
ratoren, Jean Henry und nach ihm Leopold Freiherr von Ledebur, in den fol-
genden Jahrzehnten der Wiederaufbau auch und gerade der ethnologischen
Sammlung betrieben. Der Zuwachs an Exponaten machte es erforderlich, ein
geographisch gegliedertes Inventarsystem einzufithren, welches mit der Ein-
teilung in die Grofiraume China, Japan, die weiteren Gebiete Asiens, Afrika,
Nordamerika, Stidamerika und Australien mit der Siidsee bis heute im We-
sentlichen gilt. Was aus der historischen Distanz in seiner regionalen Zuord-
nung eine eher spannungsarme Kategorisierung darstellt, war zur Zeit sei-
ner Formulierung ein Bekenntnis zur Diversitit der Welt. Dem Konzept der
Sprachtheorie Wilhelm von Humboldts vergleichbar, sollte die Gemeinschaft
der Menschen nicht vertikal nach den Stufen ihrer damals angenommenen
Entwicklung, sondern horizontal nach der regionalen und jeweils aus sich
heraus zu verstehenden Kultur begriffen werden. Erst auf dieser Basis sollte
das Gemeinsame definiert werden.

Eine besondere Rolle behielten Werke aus jener Sammlung, die von Vater
Reinhold und Sohn Georg Forster anlésslich der zweiten Weltreise von Ja-
mes Cook zusammengestellt worden war. Namentlich wurde eine Reihe von
Eintrigen im Inventarbuch der Kunstkammer mit dem Namen Forster ver-
sehen. Mit aller Kraft versuchte die Leitung der Kunstkammer, Gebrauchsge-
genstinde aus diesen Sammlungen zu erwerben und diese gebithrend heraus-
zustellen, wie etwa tahitianische Keulen. Ein aus dem Jahr 1838 stammender
Grundriss der Kunstkammer des Schlosses von Karl Friedrich Schinkel zeigt
die nach Siiden gehenden, gewaltigen Rdume der ,ethnographischen Samm-
lung”, die einen Eindruck der hier versammelten Objektmengen vermitteln.
Mit Blick auf diese ethnographische Sammlung des Schlosses hat Franz Kug-
ler eine erste, veritable Weltkunstgeschichte verfasst, die jenem liberalen
Geist, aus dem heraus sie entstanden war, in einer Kunstgeschichte aller Zei-
ten und Volker einloste, und welche von den Steinartefakten der Vor- und
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Frithgeschichte bis in die Gegenwart reichte. Es handelt sich um die erste
Universalgeschichte des Homo Faber. In seiner mit Blick auf die Kunstkam-
mer des Berliner Schlosses geschriebenen, liberalen Weltkunstgeschichte ver-
meidet er die Zuspitzung auf die Gegenwart als der die Geschichte vollenden-
den und vollendet reflektierenden Instanz. In ihrer relativistischen Anlage
bleibt sie ein Anspruch bis in unsere Zeit.

Als drittes Element von historischer Bedeutung ist festzuhalten, dass die
ethnologischen Bestinde der Kunstkammer des Schlosses jenes Anschau-
ungsmaterial bot, angesichts dessen eine erste, liberale Kunstgeschichte der
gesamten Welt von der Tiefenerschliefung bis in die Artefakte der Steinzeit
und der horizontalen Erfassung von Asien bis nach Amerika konzipiert und
niedergeschrieben werden konnte.

4. DIE MUSEUMSINSEL ALS FREISTATTE UND DAS TRAUMA
VON 1848

Der zu dieser Zeit herrschende Schlossherr, Friedrich Wilhelm IV, als
dilettierender Kunsthistoriker und Zeichner ein dezidierter Forderer der
Kiinste und Wissenschaften, formulierte den Plan, auf der Museumsinsel
eine ,Freistitte fiir Kunst und Wissenschaften” zu errichten, welche die wis-
senschaftliche Forschung mit der kunsthistorischen, archidologischen und
volkerkundlichen Priasenz der Artefakte verbinden sollte. Er hitte als einer
der aufgeklirten, bildungsaffinen Monarchen der Nachwelt erhalten bleiben
konnen, wenn er nicht gleichzeitig der romantischen Vorstellung einer tiefen
Verbundenheit von Herrscher und Volk verfallen wire, die im gemeinsamen
christlichen Glauben ihren Ausdruck und ihre Erfiillung finden wiirde. Der
Berliner Dom, wie ihn Schinkel konzipiert hatte, konnte dieser Verbindung
von Nation und Religion aus der Sicht Friedrich Wilhelms IV. nicht genii-
gen, und daher nahm er die Idee Andreas Schliiters auf, iiber dem Westpor-
tal des Schlosses eine Kuppel als weithin sichtbares Zeichen eines harmoni-
schen Einklanges von Volk und Hof in der gemeinsamen Religion errichten
zu lassen. Als Gegenmodell zum Vormairz, jener liberalen, demokratischen
Bewegung, der auch Kugler anhing, wurde diese Kuppel jedoch zu einem Me-
netekel. 1848, im Jahr der europdischen Revolutionen, fithrten die inneren
Spannungen auch in Berlin zu einem Aufstand, in dessen Verlauf, verursacht
offenkundig durch einen Ubertragungsfehler, zahlreiche Demonstranten er-
schossen wurden. In einer anonymen Darstellung ist das Geschehen festge-
halten. Das Schloss zeigt die im Bau befindliche Kuppel, die in der kithnen
Eisenkonstruktion eine Weite zu iiberspannen vermochte, die zu dieser Zeit
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eine Besonderheit war. Durch die historischen Ereignisse blieb jedoch allein
der als repressiv empfundene Gehalt. Friedrich Wilhelm IV, der seine Trup-
pen nach der Massenerschiefsung aus der Stadt entfernen liefs und sich damit
selbst auslieferte, musste den aufgebahrten Toten die letzte Ehre erweisen.

Mit der Niederschlagung der Revolution von 1848 war das Ansehen des
Schlosses als Sitz der Hohenzollern diskreditiert. Von diesem Moment an,
und hierin liegt die vierte historische Dimension, hatte es seine reprisenta-
tive Funktion fiir die Hohenzollern auf Jahrzehnte verloren. Es erfiillte seine
Aufgabe als Ort der Amter und Geldinstitute weiterhin, aber seine urspriing-
liche Funktion trat fiir mehr als eine Generation zuriick.

5. KAISERREICH UND REVOLUTION

Erst mit der Reichseinigung im Jahr 1871 und der Thronbesteigung Kaiser
Wilhelms II. nahm das Schloss im Gegenzug schliefilich jene Funktion an,
die ihm aus spiterer Perspektive in Verkennung seiner bis dahin geprigten
Bestimmung fiir seine gesamte Geschichte zugeschrieben wurde. Als zentra-
ler Ort der des Herrscherhauses der Hohenzollern wurde es zum Symbol ih-
rer unheilvollen Herrschaft.

Als ein Menetekel gilt die sogenannte Kongo-Konferenz, auf der iiber die
Aufteilung Afrikas in europdische Hoheitssphiren entschieden wurde. Diese
Versammlung hitte ebenso in Briissel, London oder Paris stattfinden konnen,
und in Berlin wurde sie nicht im Schloss, sondern im Reichskanzlerpalais in
der Wilhelmstrafie abgehalten, aber da ihr Abschlussdokument im Schloss be-
siegelt wurde, scheint es bis heute, als hitte es gleichsam als Akteur bei diesen
fatalen Entscheidungen mitgewirkt. Unter Kaiser Wilhelm II. fand jene prekire
Steigerung seines Pathos statt, die das Schloss fiir die Militarisierung und die
Starkung imperialer Anspriiche des deutschen Kaiserreiches gleichsam verant-
wortlich machte. Der Sturz des Kaiserreiches fand folglich mit der Erstiirmung
des Berliner Schlosses statt. In einer der paradoxen Wendungen, zu der die
dichterische Phantasie nicht ausreicht, wohl aber die Geschichte selbst, wurde
ein markanter Bauteil des Schlosses zu einer Reliquie der kommunistischen
Idee. Es handelt sich um das Portal IV, von dem aus der Fithrer der Kommuni-
sten, Karl Liebknecht, der Legende zufolge die sozialistische Republik ausrief.

In der Weimarer Republik ging das Schloss vom Jahr 1920 an in seiner Ge-
samtheit in die 6ffentliche Hand tiber. Von besonderer Bedeutung war, dass
auch die Universitit in diesem Jahr in das Schloss Einzug hielt, um damit
dem psychologischen Institut endlich Rdume zur Verfiigung stellen zu kon-
nen, die grofs genug waren, dass die Berliner Schule der Gestaltpsychologie
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ihre Forschungen durchfiihren konnten. Bis zur Emigration der weltberithm-
ten Gestaltpsychologen Wolfgang Kohler, Max Wertheim und Rudolf Arn-
heim hat die Berliner Psychologie in den Rdaumen des Berliner Schlosses die
Grundlage ihrer Geltung gelegt, und nach der Emigration wirkte sie vor allem
in den Vereinigten Staaten nicht nur im Bereich des Design, sondern auch in
der frithen Informatik mit Folgen weiter, die bis heute reichen.

Die erneute Verbindung zwischen Schloss und Forschung in der Weima-
rer Republik ist das fiinfte Glied, das aus einer historischen Perspektive in der
Kette der markantesten Ereignisse bestimmt werden kann.

6. DIE ZERSTORUNG DES SCHLOSSES ALS
DAMONENAUSTREIBUNG

Die Nationalsozialisten hatten angesichts ihrer Uberzeugung, eine eigene
Geschichte von Grund auf zu gestalten, trotz aller historischen Scheinlegi-
timitit, die das Schloss etwa am Abend der Regierungsiibernahme im Jahr
1933 durch Hitler bot, keine dezidierte Bestimmung fiir das Schloss.

In seinem Zentrum war Berlin fast vollstindig ausgeldscht, aber wie durch
ein Wunder war das Schloss selbst nicht in einem Ausmafs getroffen, dass es
hitte abgerissen werden miissen. Vielmehr gab es Initiativen, es wieder in
Stand zu setzen. In West wie Ost standen die Zeichen jedoch gegen jedwede
Form der Restaurierung. Diese in immer neuen Varianten vorgebrachte Ab-
scheu gegeniiber jeder Form der Rekonstruktion erhielt eine geschichtspoli-
tische Stofirichtung. In einem mafdgeblichen Manifest von Architekten aus
dem Jahr 1947 hief’ es programmatisch: ,Das zerstorte Erbe darf nicht histo-
risch rekonstruiert werden, es kann nur fiir neue Aufgaben und neue Formen
entstehen.” Rekonstruktionen wurde in diesem Moment unterstellt, die Er-
innerung an die Zerstorungen, die von Deutschland ausgegangen waren, und
die es selbst getroffen hatten, zu tilgen.

Die Ost-Berliner Parallele war die Sprengung des Schlosses (Abb. 8).
Umso mehr sollte an die Gegenstimmen erinnert werden. Mein Vor-Vor-Vor-
ganger an der Humboldt-Universitit, der Kunsthistoriker Richard Hamann,
tiberreichte dem Ministerpriasidenten Otto Grotewohl im August 1950 ein
entschiedenes Memorandum zur Beibehaltung des Schlosses: ,Berlin ist arm
an Denkmailern der Vergangenheit. Aber es besitzt ein Werk, das sich den
grofiten der Vergangenheit wiirdig einreiht und in allen Kunstgeschichten der
Welt genannt und abgebildet ist: das Berliner Schloss. Sein Schopfer ist der
grofste Bildhauer und Architekt in Norddeutschland, Andreas Schliiter. In
Ruinen steht es da: noch immer von einer faszinierenden Wucht und Monu-
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8. Sprengung des Schlosses, 1950

mentalitit, ein Reprisentant des spezifisch norddeutschen Barock, der sich
Michelangelos St. Peter in Rom, dem Louvre in Paris wiirdig zu Seite stellt.”
In diesen Zeilen wird deutlich, welche tiefe historische Identifikation gerade
die Ruinenisthetik des Schlosses hervorrief. Es war durch Bomben schwer ge-
troffen worden, liefs aber keinen Zweifel, dass es gerettet werden konne. Das
Entsetzen iiber die Vorstellung, der Bau konne tatsichlich gesprengt werden,
auflert sich in der Erklirung: ,Alle Kunsthistoriker [...] macht der Gedanke
an die Zerstorung des Schlosses und dieses historischen Zentrums Berlins
krank.” All diese Appelle waren jedoch fruchtlos.

Die sechste Etappe der Geschichte des Schlosses war sein zweifach er-
folgtes Ende durch die Zerstérungen des Luftkrieges und den gezielten Abriss
durch die Deutsche Demokratische Republik, die das Schloss als Gegenbild
zu ihrer eigenen Bestimmung empfand. Die negative Bestimmung, mit der
das Schloss im Jahr 1848 und dann wieder im Kaiserreich erfasst worden war,
hatte zum ikonoklastischen Todesurteil seiner selbst gefiihrt.

7. DER PALAST DER REPUBLIK

An die Stelle des Schlosses trat die Platzarchitektur der Aufmarsche, wie
sie zum 1. Mai und zu anderen Anlidssen auf dem Boden des ehemaligen Ge-
baudes durchgefiihrt wurden. Die Leere, die hierdurch entstand, war jedoch
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so unertriglich, dass die DDR entschied, auf dem Geldnde des alten Schlos-
ses einen Palast zu bauen, der die behutsame Modernisierung der Architektur
der DDR bekriftigte (Abb. 9). Als ,Palast der Republik” hat er Architekturge-
schichte geschrieben. In der DDR war er einerseits beliebt, weil er Angebote
des Vergniigens und der Zusammenkunft bot, die in grofem Umkreis sonst
nicht zur Verfiigung standen. Genau aus diesem Grund aber wurde er von
Regimekritikern in geradezu gehasst.
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9. Luftbild des Ensembles um den Schlossplatz, 1990er Jahre

Nach der Wiedervereinigung Deutschlands im Jahr 1990 stand der Pa-
last der Republik ebenso in der Diskussion wie das alte Berliner Schloss nach
1945. Als der Beschluss fiel, den Palast der Republik abzureifsen, wurde als
Grund ausgegeben, dass die Asbest-Verseuchung so hoch gewesen sei, dass
ein Weiterbetrieb nicht moglich gewesen wire, so dass eine Sanierung teurer
kommen wiirde als ein Abriss. Mit dieser Begriindung, aufgrund derer eine
grofiere Zahl von Gebiuden hitte abgerissen werden miissen, wie zum Bei-
spiel das Kongresszentrum in Westberlin, wurde der Anschein einer politi-
schen Entscheidung zumindest rhetorisch vermieden. Tatsidchlich aber war
es offenkundig die nachhaltende Erschiitterung tiber den Abriss des Berliner
Schlosses, die dazu fiithrte, dass der Palast der Republik wie eine Art Racheakt
in einem langwierigen, schmerzlichen, von grofsartigen Performances beglei-
teten Prozess abgerissen wurde.

Aufbau und Abriss des Herzstlicks der DDR-Architektur waren als Epo-
chenzeichen der realsozialistischen Republik und deren Ende das sieben-
te Grofsereignis, das mit der Geschichte und Nachgeschichte des Berliner
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10. Staatsratsgebaude der DDR mit Portal IV des Stadtschlosses

Schlosses zu verbinden war. Es blieb allein das Portal IV, das als Baureliquie
des Kommunismus vor dem Abriss des Schlosses im Jahr 1950 gerettet wur-
de, um in das im Jahr 1963 errichtete Staatsratsgebdude der DDR eingebaut
zu werden (Abb. 10). Dieses Ensemble diirfte zu den surrealisten Gebilden
gehoren, welche die Architekturgeschichte insgesamt aufzuweisen hat.

8. ENTSCHEIDUNG ZUM NEUAUFBAU

Im Gegenzug entfaltete sich die Diskussion um die Rekonstruktion des
abgerissenen Schlosses. Es gab Wettbewerbe mit auflerordentlich fantasie-
vollen Planungen, aber nachdem im Jahr 1993 das durch den Hamburger
Verfechter der Rekonstruktion, Wilhelm von Boddien, errichtete 1:1 Modell
einen bezwingenden Eindruck hinterlassen hatte, gab es zur Rekonstruktion
zumindest der Aufdenhaut keine Alternative mehr. Damit jedoch war die Be-
stimmung des Inneren in keiner Weise entschieden. Im Jahr 2000 nahm die
Expertenkommission ,Historische Mitte Berlin“ die Arbeit auf, um tiber die
inhaltliche Fiillung des rekonstruierten Schlosses zu entscheiden. Ich selbst
hatte nach meiner Berufung an die Humboldt-Universitit im Jahr 1992 den
Auftrag erhalten, die wissenschaftsgeschichtlichen Sammlungen der Uni-
versitit zu erschliefden und in einem Katalog zusammenzufassen. Der Ertrag
dieser Untersuchungen, die ich gemeinsam mit dem Mathematiker Jochen
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Briining unternahm, fithrte im Jahr 2000 zu einer Ausstellung im Berliner
Gropius Bau unter dem Titel ,Theater der Natur und Kunst”. Sie spielte auf
die Idee von Leibniz an, in die im Jahr 1700 gegriindeten Akademie der Wis-
senschaften zu Berlin ein ,Theatrum Naturae et Artis” zu inkorporieren.
Der unerwartet grofsen Zahl von Besuchern konnte damit das urspriingliche
Ensemble der Universititssammlungen prisentiert werden. In den Ausstel-
lungsrdumen fanden permanent Lehrveranstaltungen und Diskussionen
statt, so dass sie sich mit der akademischen Lehre verzahnten.

Vor diesem Hintergrund habe ich im Jahr 2001 vor der Kommission
,Historische Mitte Berlin” das Konzept vorgestellt, die Sammlungen der
Universitdt und damit das Riickgrat ihres Erfolges, als gedankliches Kon-
zept gleichsam in das Schloss zuriickzuspulen und die alte Verbindung zwi-
schen Schloss und Universitdt wieder aufzunehmen. Im selben Atemzug
vertraten Klaus Lehmann als Prisident und Peter Klaus Schuster als Mu-
seumsleiter der Stiftung Preufiischer Kulturbesitz die Idee, die aufdereuro-
pdischen Sammlungen in das Schloss wieder zuriickzugeben und damit ei-
nen Teil der dort ehemals befindlichen Sammlung zur groben Bestimmung
des rekonstruierten Gebdudes zu machen. Die Kommission beschloss, die
Konzepte der Stiftung preufdischer Kulturbesitz und der Universitit anzu-
nehmen und beide Korperschaften als Akteure des Humboldtforums zu be-
stimmen. Als dritter Akteur kam Berlin hinzu, das mit seiner Stadtbiblio-
thek ebenfalls Einzug in das Schloss halten sollte, um ein lebendiges Klima
zu erzeugen, fiir welches das Pariser Centre Pompidou eine Art Vorbild war.
Im folgenden Jahr, 2002, wurde das Konzept nach einer durchweg positi-
ven Diskussion durch den Deutschen Bundestag bestitigt. Die Grundidee,
Sammlungen, die sich im Rahmen der Kunstkammer einmal im Schloss
befunden hatten, zum Anlass zu nehmen, um deren Anspriiche unter den
verinderten Umstinden der Gegenwart neu wirken zu lassen, hatte gesto-
chen. Der Beifall in der Offentlichkeit war betrichtlich, und nach diesem
so positiven Beginn hitte es eine ziigige Durchfithrung geben kénnen. Die
folgende Wirtschaftskrise, welche die ersten Jahre des neuen Jahrhunderts
beeintriachtigte, liefs es jedoch als unangemessen erscheinen, angesichts
von mehr als 5 Millionen Arbeitslosen ein Schloss der Hohenzollern mit
betrichtlichen Mitteln aus dem 6ffentlichen Haushalt zu rekonstruieren.
Das Projekt sollte ausgesetzt, wenn nicht aufgegeben werden. Die Prozesse,
die in den Ministerien begonnen hatten, konnten jedoch nicht von einem
Tag auf den anderen aufgehalten werden, weil lingst Vertrige geschlossen
waren, die ein Weiterarbeiten erforderten. Und so kam es dazu, dass das
Projekt der Wiedererrichtung des Schlosses unter der Oberfliche der 6f-
fentlichen Wahrnehmung weitergefithrt wurde, obwohl es offiziell auf Eis
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gelegt worden war. Dies begriindete, dass wie aus dem Nichts im Dezember
2007 der Wettbewerb fiir die Gestaltung des Schlosses ausgelobt und eine
Kommission zur Entscheidung tiber dessen Form eingesetzt wurde, welche
die Grundregel, dass die dufiere Fassade in ihrer historischen Gestalt un-
angetastet sein sollte, unabdingbar verteidigen wiirde. Als achtes Ereignis
tritt erstmals die Rekonstruktion des nicht mehr existenten Schlosses in
Erscheinung. Damit beginnt jene Geschichte, die Ende des Jahres 2019 ihren
Abschluss finden soll.

9. DER NEUBAU

Aus dem Wettbewerb ging das Projekt des italienischen Architekten Fran-
co Stella erfolgreich hervor. Erneut war es eine italienische Tradition, die dem
Berliner Schloss das Geprige gab, nachdem Andreas Schliiter um 1700 ita-
lienische Formen des 16. und 17. Jahrhunderts auf eine hochst subtile Weise
plastisch zusammengefiihrt hatte. Nun war es der Rekurs auf den italieni-
schen Rationalismus, der die Form mitbestimmte.

Stella entstammt jener Tradition der Architekturgeschichte des 20. Jahr-
hunderts, die als italienischer Rationalismus nach dem Ersten Weltkrieg
entstand, um dem antihistorischen Elan der Futuristen eine Moderne ent-
gegenzusetzen, die insbesondere an die Baulehre der Antike ankniipfte, um
deren Architekturformen durch radikale Reduktionen auf einen mathema-
tischen Kern zu reduzieren. Die Gestaltung lebt vom Wechselspiel zwischen
vollstindig geschlossener Wand und starker Durchgliederung, wie sie der
fithrende Kopf Giuseppe Terragni in immer neuen Varianten vorgefiihrt hat.
Stella selbst hat dieses Prinzip mehrfach angewendet, so etwa im Komplex
seiner Schule in Orgiano. Die Grundregel des italienischen Rationalismus,
alle Formen auf den Prinzipien der mathematischen Ratio, der Proportion
und der Klarheit aufzubauen, bestimmten Stellas Weigerung, den Bau Schlii-
ters mit seinen neu konzipierten Partien zu durchstecken. Beide stehen hart
gegeneinander, um in dieser Konfrontation deutlicher zusammenzuspielen,
als es eine Vermischung der beiden Stile erlaubt hitte. In geradezu schroffer
Klarheit entwickelt sich dieses Prinzip im 6stlichen Fliigel des Schlosses, der
zur Spreeseite hin als ein kraftvoller Riegel seiner Selbst inszeniert ist. Auch
wo der Neubau mit der Rekonstruktion der historischen Fassaden an den
Seiten im Norden und Siiden aufeinandertrifft, entsteht keine romantische
Berithrung. Vielmehr erweckten dieser Stelle eingesetzte Riicksprung den
Eindruck, dass der Ostriegel vor dem eigentlichen Bau mit einem gehorigen
Abstand aufragt.
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Stellas Wandgestaltung zieht sich durch den gesamten Bau. Es ist ein
Coup, dass die Westseite des Schliiter-Innenhofes als eine wiederholende Va-
riation der Fassade des Ostriegels nochmals aufgefiithrt wird. Auf diese Weise
gelingt eine Harmonie aus der Differenz (Abb. 11). Der Kontrast zwischen dem
glatt polierten Stein von Stellas Baukorper und der historischen Innenfassade
Schliiters bewirkt eine eigene, sich wechselseitig 6ffnende Komplexitat.

HUMBULDT

IM BERLINER SCHi

ey St

11. David von Becker, Schliiterhof des Berliner Stadtschlosses, 2018

Im Juni des letzten Jahres hatte das neu errichtete Eosander-Tor erstmals
Premiere als Veranstaltungsort (Abb. 12). Es gab ein Programm an zwei Ta-
gen, das knapp 40.000 Menschen anlockte. Es war ein wirklich erhebender
Moment, zu sehen, wie das Portal und dessen Skulpturen gleichsam als ei-
gener Akteur in dem minimalistischen Ambiente funktionierte. Die Famae
der Bogenzwickel sind groflartige Reproduktionen, in die wunderbarer Wei-
se ein Teilstiick als Spolien eingesetzt werden konnte. Die Rekonstruktion
bekimpft die Topik dieser Wiederauffithrung eines antiken Triumphbogens,
indem der dargestellte Sieg sich selbst ein Triimmer ist. Sie ist eingestellt
wie ein Requisit, wie eine Theaterdekoration in einem grofderen, modernen
Ambiente. Beide Pole wirken aufeinander und gegeneinander. Die riesige
Eingangshalle ist von einer surrealen Spannung zwischen rémischem Kolo-
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12. Berliner Stadtschloss, Atrium mit Rekonstruktion des Eosanderportals, 2018

ssalbau und italienischem Rationalismus bestimmt. Von einer der Galerien
kann auf das Eosander-Tor und das Atrium geblickt werden. Der Blick geht
auf Originalkapitelle, die ihrerseits den antiken Septimus-Severus-Bogen re-
konstruktiv von Rom nach Berlin verfrachten. Dariiber und darunter dann
die heutigen Rekonstruktionen. Historisch wie aktuell reflektiert das Berli-
ner Schloss eine Italianita, die allen Vorstellungen eines hier inkorporierten
restaurativen oder gar militaristischen Inhalts fundamental widerspricht. Vor
allem ist es Stellas Vermogen, dem Gebidude eine urbanistische Qualitit zu
geben, in dem Tag und Nacht gedffnete Straflen durch das riesige Areal ge-
fithrt werden sollen, welche die Kommission bestachen.

Das neunte Element der historischen Ereignisse betrifft die Wiederkehr
jener Italianitd der Schlossarchitektur, die von Andreas Schliiter begriindet
wurde. Nun ist es der italienische Rationalismus, der den Eindruck des Hum-
boldt Forums von Osten und in seinem Inneren bestimmt.

10. GESCHICHTE UND GEGENWART

Je deutlicher sich die Formen der Rekonstruktion abzeichneten, desto
starker dufierte sich eine Kritik, die von Beginn an gegen die Rekonstruktion
gewesen war, weil sie den Geist der Hohenzollern und damit einen zutiefst
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reaktiondres Denken neu auffithren und einen neuen Stimulus geben wiirde.
Diskussionen, die seit der Scheinerrichtung der Fassade im Jahr 1993 erledigt
schienen, kamen und kommen mit einer Vehemenz zuriick, die das Gebdude
auch nach seiner Vollendung begleiten diirften. Der Grund liegt darin, dass
die Bundesrepublik Deutschland trotz der Wiedervereinigung eine positiv
bestimmte Alternative zur Betrachtung der deutschen Geschichte bislang
nicht entwickeln konnte. Die Problematik liegt darin, dass alles, was eine po-
sitiv bestimmte Zielvorstellung entwickelt, unwillkiirlich mit dem Verdacht
verbunden wird, die Erinnerung an das Grauen der Jahre nach 1933 zu ver-
kleinern. Die Raison d‘Etre der Bundesrepublik Deutschland hat seit ihrer
Griindung in groflen Ziigen darin bestanden, nie wieder etwas zuzulassen,
was dem Nationalsozialismus gleichkdme. Thre Legitimitit besteht bis heute
in der Verneinung der Naziherrschaft. Die Bedingung des deutschen Gemein-
wesens ist die Reflexion ihrer schuldbeladenen Geschichte. Vor diesem Hin-
tergrund entstand im Jahr 2000 die Grundidee, im Zentrum der Hauptstadt
eines Landes, das 1939 grofse Teile der Welt in den Abgrund gestiirzt hatte,
einen Raum zu schaffen, in dem die Artefakte der unterschiedlichsten Kul-
turen des gesamten Globus zusammenkommen sollten, um gemeinsam mit
den vorderasiatischen und den europdischen Sammlungen der Museumsin-
sel ein Ensemble zu bieten. Dem Wort des grofsen Ethnologen Claude Lévi
Strauss gemaf sollte es zeigen, was die Menschen in der letzten Konsequenz
miteinander verbindet und nicht etwa in Zerstérungen und Verwiistungen
fithrt. Die Umkehrung dieser Position in die Anmafiung, von europiischen,
und im besonderen deutschen, und damit per se schuldbeladenen Kategorien
her die Welt zu ordnen, ist fiir meinen Begriff verstorend, denn sie bekraftigt,
wogegen sie argumentiert. Vor dem Hintergrund dessen, was ich Thnen in die-
sen zehn Schritten zu skizzieren versucht habe, mag es verstindlich werden,
warum ich es nach wie vor fiir eine Pflicht halte, an eine Tradition anzukniip-
fen, die von Leibniz, Georg Forster und den Briiddern Humboldt begriindet
wurde.

Das Berliner Schloss steht seit seiner Errichtung im Jahr 1700 in immer
neuen Rahmenstellungen paradigmatisch fiir die Wellenschldge der Dis-
kussion einer solchen Orientierung. Gebaut im Sinne einer Italianisierung
des preuflischen Zentrums, keinesfalls ein Gebilde reprisentativer Macht,
sondern ein Gefifs der gesellschaftlichen Bindung, eher ein Leviathan als
eine Krone, Ort einer mikrokosmischen Zusammenziehung der Welt in der
Kunstkammer unter unhierarchischen Gesichtspunkten, Mutter der Alma
Mater Berlins, Ort der 1848er Revolution und Stitte der Demiitigung des
preufdischen Konigs, im Gegenzug Propagandastitte des Weltmachtanspru-
ches der Hohenzollern im Kaiserreich, dann Ort einer republikanischen In-
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besitznahme seitens der Weimarer Republik, zerstort als Symbol des preu-
Rischen Militarismus, und im Gegenzug wiedererrichtet im Kompromiss
einer authentischen Auflenfassade und einem modernen Innenleben, um
die traditionellen Nutzniefder, die Universitit und die aufiereuropdischen
Sammlungen sowie Berlin als programmatische Gestalter aufzunehmen, und
schlieilich erbittert umkdmpft als Medium einer universalen Orientierung
oder, diametral entgegengesetzt, als reaktionire Wiederauffithrung eines ver-
werflichen Historismus, kann das Berliner Schloss als eine Art Psychogramm
der unterschiedlichen Stadien der deutschen Befindlichkeit erachtet werden.

All dies ist so paradox wie das Leben selbst, wenn Sie mir diesen Allge-
meinplatz erlauben. Aber ich komme zu keinem anderen Schluss. Zwischen
der Zerstérung und der Hoffnung auf ein gemeinschaftliches Zusammenle-
ben, das sich jeweils weitaus reichere Horizonte vorstellte, als es die 6rtlichen
Gegebenheiten zu bieten vermochten, hat sich das Schicksal des Berliner
Schlosses abgespielt, und es wird es weiterhin tun. In seiner dufderen Gestalt
eines der eindrucksvollsten Gebilde des europdischen Barocks, bleibt es auf-
grund seiner Geschichte eine Projektion fiir unterschiedliche Orientierun-
gen. Wenn es dies bewahren sollte, ohne dass eine weitere Geschichte dhn-
lich dramatische Umbriiche zu verzeichnen hitte, wie sie das neu errichtete
Schloss inkorporiert, dann hitte das Humboldt Forum seinen Zweck erfiillt.

SCHLUSS

Damit komme ich zum Ende. Der Grund, warum ich neben dem Gesag-
ten nicht ohne innere Beteiligung vor Sie getreten bin, liegt in zwei Bildern
(Abb. 13). Bei dem ersten handelt es sich um eine Fotoaufnahme, die sich im
Nachlass meines Vaters befand. Sie stammt aus der Zeit, in der das Posener
Institut gegriindet wurde. Sie zeigt meinen Vater auf einem Schaukelpferd,
das als Staffage in einem Fotoatelier zur Verfiigung stand. Der Riickseite ist
der Name dieser Einrichtung zu entnehmen. Die Eltern meines Vaters lebten
in Posen, und daher entstand diese Aufnahme in jenem ,Atelier Apollo” aus
der Wilhelmstrafde, heute Marcinkowski-Alleen, und wenn wir uns heute im
Wilhelmsschloss befinden, dem Kulturpalast, dann ist dieser lose Zusam-
menhang gegeben. Adam Labuda, mit dem gemeinsam ich gliickliche Jahre
an der Humboldt-Universitit zu Berlin verbringen konnte, ist mit mir fast
gleichalt. Wenn es nicht das Grauen des Uberfalls auf Polen mit all seinen
Folgen gegeben hitte, wiren Adam Labuda und ich moglicherweise in der-
selben Klasse im Gymnasium von Posen gewesen, und wir hitten uns viel
frither befreundet, als dies dann noch vor dem Fall der Mauer geschah.
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13. Gerhard Bredekamp, Fotografie, Atelier Apollo, Posen, ca. 1919

Sehr geehrte Damen und Herren, Sie mogen, das ist meine Hoffnung,
nachempfinden konnen, warum es mir ein besonderes Anliegen war, vor
Thnen, in Posen, iiber ein Drama der Geschichte zu sprechen, das sich mit
dem Berliner Schloss verbindet, dem ersten Groflauftrag des polnischen Hof-
kiinstlers Schliiter. Ich hoffe, vermittelt zu haben, dass es lohnt, im gebroche-
nen Anspruch seiner architektonischen Gestalt und im Ansatz seiner Kunst-
kammer verteidigt und geftillt zu werden.

Meine Damen und Herren, den kommenden 100 Jahren des Posener In-
stitutes wiinsche ich eine Fortsetzung des glorreichen ersten Jahrhunderts!
Ich bedanke mich fiir Thre Aufmerksamkeit.
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FROM THE BERLIN PALACE TO HUMBOLDT FORUM.
A PARADIGM OF CONFLICT IN GERMAN HISTORY

Summary

The lecture concerns the Berlin Palace (Stadtschloss) and presents a view of its long
history, starting with its construction in the Baroque style by an artist of the Polish or-
igin, Andreas Schliiter, up to its contemporary reconstruction with a new institutional
function (Humboldt Forum). The ten sections of the text not only present architectur-
al and artistic history of this residence but also pivotal historical events and contexts
which affected the dimensions and meaning of its functioning. The Palace, entangled
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into German history but also reflecting it, especially as regards the 19* and 20 cen-
turies, becomes both a starting point for an evaluation of this history and posing ques-
tions about the future. Along with the ferociously debated, present-day reconstruction
and its museum function, it also seems to be a psychogram of diverse stages of the
condition of German spirit.

Keywords:
Berlin, Humboldt Forum, residential architecture, architecture and power, kunstkam-
mer, university



PRZEEXOMY: HISTORIE HISTORII SZTUKI
W POLSCE I EUROPIE

Wybor tekstéw z sekcji tematycznej oryginalnie napisanych
w jezyku polskim

OD REDAKTORA

12 maja 1919 roku o godz. 9:00 rano ks. dr Szczesny Dettloff, zatozyciel
poznanskiej akademickiej historii sztuki, wyglosil pierwszy uniwersytecki
wyktad pt. ,Lionardo, Michat Aniot, Rafael”. Te date mozemy uznac za sym-
boliczng inauguracje historii sztuki na Uniwersytecie w Poznaniu, tym sa-
mym w roku 2019 obchodziliémy 100-lecie swego istnienia. Jubileusz taki
jak ten sktanial nie tylko do celebracji, ale tez do refleksji nad dyscypling,
momentami dla niej zwrotnymi, wydarzeniami, osiggni¢ciami, instytucjami
i wreszcie uczonymi, ktorzy przyczynili sie do miejsca i kondycji, w jakich
sie teraz znajdujemy. Pytania te i inne zadajemy sobie w naszym zawsze sko-
rym do debaty i wspdlnej dyskusji Instytucie niemal bez przerwy, ale takze
staramy sie do debat zaprasza¢. Przed dekads, w roku 2009 - w trzydziesta
rocznice powotania czasopisma ,Artium Quaestiones”, wydawanego przez
Instytut Historii Sztuki UAM, ukazat si¢ numer dwudziesty, w ktérym zosta-
ty zamieszczone programowe w zatozeniu artykuty historyczek i historykéw
sztuki z réznych polskich o$rodkéw, a ich zadaniem byto ,sprowokowanie
Czytelnikéw do podjecia refleksji nad kondycja historii sztuki oraz nad na-
szym naukowym i zawodowym warsztatem”. Po dziesieciu latach postanowi-
li$my zaprosic¢ autoréw nie tylko z kraju, ale takze z zagranicy, by zastanowic
sie, jakie daty i zwigzane z nimi wydarzenia miaty dla historii sztuki, refleksji
nad nig, sposobu jej funkcjonowania i oddziatywania, znaczenie przetomowe,
a takze jakie historyczne uwarunkowania w szczegdlny sposob wptywaty na
dynamike rozwoju naszej dyscypliny w réznych krajach Europy. Inspiracja dla
tak postawionego zagadnienia byt dla nas wtasnie rok 1919, przelomowy nie
tylko dlatego, ze wéwczas powstal w Poznaniu pierwszy uniwersytet, a wraz
z nim historia sztuki, ale przelomowy w najszerszym z mozliwych historycz-
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nie wymiaréw dla Polski i nie tylko. Naszym zamiarem byto uchwycenie, ja-
kie przetomy w dwudziestowiecznych dziejach naszego kraju i spoteczenstwa
odbity sie wyrazi$cie na historii sztuki, inicjujac radykalne jej przemiany,
otwierajac nowe perspektywy, wywotujac nieznane wezeéniej problemy; a tak-
ze — w miare symetryczne naswietlenie, jak podobne zagadnienia wyglada-
ty w przypadku przede wszystkim krajow sasiednich, ale tez odleglejszych.
Przetomy, o ktérych mowa w zamieszczonych tekstach, nie zawsze sg przy-
wotane w rozumieniu dostownym, nie zawsze maja charakter momentalny
czy zwrotny, niekiedy nosza znamiona dtuzszych proceséw, ktérych przyczy-
ny i konsekwencje roztozone sa w czasie. Podczas gdy niektore artykuty kon-
centruja si¢ na konkretnych datach i historycznych zdarzeniach (np. rok 1945
w Niemczech, 1948 w Polsce, 1968 w Czechostowacji), inne $ledzg okresy,
w ktérych krystalizowaly si¢ istotne dla historii sztuki w danym kraju para-
dygmaty i problemy (np. dwudziestolecie miedzywojenne w Rumunii, okres
péznego socjalizmu w Estonii, przetom lat 60. i 70. w Polsce). W rezultacie
teksty te stanowig studia przypadkéw o roznej rozcigglosci czasowej i pro-
blemowej, demonstrujac bogactwo uwarunkowan i narracji ksztattujacych
historie historii sztuki w Polsce i w Europie.

Ze wzgledu na jubileuszowy dla nas rok publikacji zdecydowali$my sie
zamie$ci¢ w nim dwa teksty nieco odmienne od pozostatych. Pierwszym jest
wspomnieniowy artykut profesora Piotra Skubiszewskiego, naszego wybit-
nego Absolwenta, powstaty z mysla o obchodach naszego $wieta. Drugim,
przygotowany takze z tego powodu, wyktad okoliczno$ciowy profesora Horsta
Bredekampa z zaprzyjaznionego z nami i zwiazanego licznymi, takze perso-
nalnymi, wiezami Uniwersytetu Humboldtéw w Berlinie.

Piotr Korduba
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PRZED DZIELEM SZTUKI.
WSPOMNIENIA ZE STUDIOW

Dla dawnego studenta historii sztuki Uniwersytetu Poznanskiego, a poz-
niej pracownika Katedry Historii Sztuki tej uczelni, stulecie akademickiego
nauczania naszej dyscypliny w stolicy Wielkopolski jest naturalng okazja do
refleksji nad §rodowiskiem naukowym, ktore go uksztattowato. Ma on przy
tym przed soba do wyboru dwie drogi, ktérymi podazaé moze, temat ten po-
dejmujac. Moze prébowac opisaé to srodowisko z punktu widzenia historii
nauki i dziejéw nauczania uniwersyteckiego, wicc — starajac sie zachowad
bezstronno$¢ — poddaé systematycznej analizie osiggniecia badawcze pra-
cownikéw dwezesnej Katedry i okre$li¢ stosowane przez nich metody. Ale
moze tez podazy¢ inna droga. Moze spojrzeé na swe studia uniwersyteckie
oraz na uksztattowany przez nie kierunek pracy intelektualnej z perspekty-
wy wlasnego zycia, wigc ujac¢ temat w formie wspomnien osobistych, wie-
dzac oczywiscie, ze beda one subiektywne i czastkowe. Wybieram tutaj to
drugie.

Na wyktady z historii sztuki zaczatem chodzi¢ zaraz po ztozeniu egzaminu
maturalnego w dniu 17 maja 1949, na kilka miesiecy przed immatrykulacja.
Przed koncem roku akademickiego zdgzytem jeszcze kilku z nich wystucha¢.
Byty to wyktady ksiedza profesora Szczesnego Dettloffa o malarstwie wenec-
kim XV wieku. Odbywaty sie w sali wyktadowej Katedry Historii Sztuki, w jej
owczesnej siedzibie na trzecim pictrze Collegium Maius. Pamictam, ze wta-
$ciwie nic z tego albo prawie nic nie rozumiatem. Kiedy pdzniej, na studiach,
poznawatem jezyk naszej nauki, kiedy uczytem si¢ analizy dzieta sztuki,
amoze przede wszystkim - kiedy stopniowo wkraczatem na trudny grunt oce-
ny miejsca pojedynczego dzieta w procesie artystycznym epoki, zrozumiatem
przyczyny tego analfabetyzmu. Studia u$wiadomilty mi, ze percepcja dzieta
sztuki zajmuje wérdd czynnosci poznawczych cztowieka miejsce odosobnio-
ne i ze ani szkota $rednia ani dostepna spoteczenstwu edukacja powszechna
nie byly i chyba nadal nie s3 w stanie mtodego umystu do tego zadania przy-
gotowad. Spotkaniu cztowieka ze sztuka towarzyszy bowiem poruszenie we-
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wnetrzne, towarzyszg doznania, ktére powstaja poza naturalnym dgzeniem
umystu do klasyfikacji gatunkowej ogladanego przedmiotu i do ustalenia jego
miejsca w rekonstruowanej przez nas przesztosci. Ale sa to doznania, kté-
re jednocze$nie w tajemniczy sposob z intelektualnym procesem szukania
w $wiecie sztuki podobienstw i ich przyczyn si¢ splatajg i nann wptywaja. To
byto odkrywanie historii sztuki jako nauki aksjologiczne;j.

Wyksztatcenie, jakie wtedy na Uniwersytecie Poznanskim otrzymywa-
liSmy, ten aspekt naszej dyscypliny z cala wyrazistoscia ujawniato. Ksigdz
Dettloff, ktory byt przez wieksza cze$é czasu moich studiow kierownikiem Ka-
tedry Historii Sztuki (do marca 1953), jedynym w niej wowczas nauczycielem
z tytutem profesora i ktory byt dla nas najwickszym autorytetem akademickim
— byl wybitnym analitykiem formy. Mysle, ze dar ten — zapewne wrodzony —
W znacznym stopniu rozwingt w czasie dwuletnich studiéw w Monachium,
gdzie stuchat wyktadéw Heinricha Wolfflina. A to przeciez w analizie formy
i wwyrazajacych ja stowach przejawia sie warto$ciowanie utworu artystyczne-
go — zabieg intelektualny, ktéry pozwala umiesci¢ dzieto w okreslonym miej-
scu wielkiej skali przedmiotéw, ktérym przyznajemy tajemnicza site budzenia
W nas zachwytu, wrecz zapominania o otaczajacej nas rzeczywistosci. Kiedy
bytem na I roku studiéw; ks. Dettloff prowadzit wyktad pt. ,Sztuka wtoska XVI
wicku” w wymiarze czterech godzin tygodniowo. Cze$¢ tego czasu przeznaczat
na ¢wiczenia w galerii malarstwa wtoskiego 6wczesnego Muzeum Wielkopol-
skiego, dzisiaj Narodowego. Kazdy ze stuchaczy miat obowigzek opracowania
jednego z obrazéw tej kolekeji i przedstawienia w krétkim referacie swoich
wynikéw. Bylo wiele 0sob, ktore chodzity na te zajecia. Obok nas, studentéw
I roku, ktérzy uczyliSmy si¢ juz wedtug nowego, ustalonego przez komuni-
styczne wladze dwustopniowego programu studiow, w zajeciach prowadzonych
przez ks. Dettloffa brali udziat takze stuchacze wcze$niejszych rocznikéw. Ci
studiowali wedtug programu przedwojennego, odmiennego od naszego — prze-
cigzonego licznymi wyktadami o encyklopedycznym charakterze. W dawnym
programie dominowaly zajecia, ktére stuchacza od razu stawiaty przed wielki-
mi zjawiskami i postaciami w dziejach sztuki i ktore w rezultacie szybko zapo-
znawaly go z gtéwnymi metodami pracy dyscypliny. Ksiadz Dettloff nie inaczej
tez rozumiat role swoich ¢wiczen prowadzonych w galerii malarstwa wloskiego
poznanskiego muzeum. Wiemy, ze znajduja sie w niej obrazy, ktére moga byc
dobrym punktem wyj$cia do studiéw nad sztuka nowozytna.

Mnie przypadio opracowanie ptétna Riva degli Schiavoni, ktérego auto-
rem jest Luca Carlevarijs. Pamigtam, ze natrudzitem si¢ wtedy bardzo, by ob-
raz opisac i zgromadzi¢ jakie$ o nim wiadomosci, ale dopiero kiedy po moim
nieporadnym wystapieniu glos zabrat ks. Dettloff, zrozumiatem, czym moze
by¢ analiza dzieta sztuki i czym jego interpretacja. Nasz profesor zaczat od
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opisu przedstawionego przez artyste miejsca w Wenecji i zaraz mistrzowsko
zwigzatl wiadomos$ci o przedmiocie wyobrazenia z rozbiorem kompozycji
i srodkéw malarskich, ktorymi malarz w obrazie sie postuzyt. Od tego wy-
chodzac, poszedt w kilku kierunkach. Najpierw opowiedziat nam o artyscie
i o tematach jego dziel. Potem o $rodowiskach artystycznych i twércach, od
ktérych byt on zalezny. Wreszcie o gatunku, w ktérym gtéwnie sie wypowia-
dat — o pejzazu miejskim i o jego weneckiej formule. Stuchajac tego wywodu,
odkrywalismy, ze ks. Dettloff prowadzi nas od ogladu obrazu do wiedzy, kto-
ra zapisata ludzka pamieé, a wiedza ta jest czyms$ zupetnie innym niz to, co
zmyst wzroku pozwala nam w obrazie odczytaé: jaki$ maty fragment $wiata
zewnetrznego. I cho¢ nic wtasciwie albo prawie nic wtedy o Wenecji i o jej
malarstwie, o weducie czy o perspektywie nie wiedzieliémy, odkrywalismy; ze
tylko wnikliwe w dzieto sztuki wejrzenie moze to, co zgromadzit intelekt, na
pamieé przywotaé i z wyobrazeniem zwigza¢. Byla to wielka lekcja lektury
dzieta sztuki. Zaczynata sie od analizy formy, a ks. Dettloff wyczucie formy
ijej miejsca w tym, co poréwnywalne, miat bezbtedne.

Jeszcze blizej danym byto mi ten talent ks. Dettloffa poznaé przy koncu
tego samego roku akademickiego, w maju 1950. Wyjechali$my wtedy z na-
szym profesorem — wszystkie roczniki poznanskiej historii sztuki - na dzie-
sie¢ dni do Krakowa. Profesor Jerzy Szablowski pozwolil nam w czasie tego
pobytu obejrze¢ rzezby ottarza mariackiego Wita Stwosza. Lezaty one wtedy
w wielkiej sali, w potudniowo-zachodnim skrzydle budynku administracyj-
nego Panstwowych Zbioréw Sztuki na Wawelu. Zgromadzono je tam i za-
trzymano po ich odzyskaniu z Niemiec, poniewaz wtadze komunistyczne nie
pozwalaty wowczas na ich powrét do kosciota Mariackiego. Zwrdcono je wia-
$cicielowi pozniej, po zmianach politycznych, jakie zaszty po pazdzierniku
1956. Szczesliwie, kiedy trwat ten areszt, zespét specjalistéw pod kierunkiem
profesora Mariana Stoneckiego moégt prowadzi¢ przy dziele Stwosza prace
konserwatorskie. Nie tylko uchronito to rzeZzby przed zniszczeniem, jakie im
juz grozito ze strony owadoéw zerujacych w drewnie, lecz takze doprowadzi-
to do odkrycia i do utrwalenia ich pierwotnej polichromii. Ogladanie figur
i reliefow wyjetych ze struktury retabulum i rozstawionych bez wzajemnego
zwigzku w réznych miejscach wielkiego pomieszczenia nie mogto oczywiscie
sprzyja¢ poprawnej percepcji Stwoszowego dzieta. Pojedyncze rzezby byly bo-
wiem przez artyste pomyslane jako integralne czes$ci wiekszych kompozycji,
np. srodkowej sceny nastawy czy kwater na jej skrzydtach, i tylko w obrebie
tych kompozycji zrozumiata stawata sie forma kazdej figury. Ale wychodzac
od analizy formy tych pojedynczych sktadnikéw retabulum ottarzowego i po-
kazujac nam przy tym jego przedwojenne fotografie, potrafit ks. Dettloff wy-
wota¢ w naszej wyobrazni obraz dzieta w catej jego zlozonej relacji miedzy



310 PIOTR SKUBISZEWSKI

szczegdtem i catoscia. Jednoczednie wspaniale ukazywat, w jaki sposob wielki
rzezbiarz wyksztatcony w Sztrasburgu w XV wieku buduje figure ludzka.

Uczyt nas ks. Dettloff takze wnikania w forme w sztukach nieprzed-
stawiajacych. Do dzisiaj nie moge zapomnie¢ dwoéch jego wystgpien. Jedno
z nich miato miejsce w kosciele pojezuickim w Poznaniu, gdzie otwieral nam
oczy na to, jak w baroku $cieraja sic ze sobg — ale i taczg — dwa kierunki cig-
gow przestrzeni wnetrza w architekturze: jeden wzdtuzny i liczne poprzeczne.
Drugie miato miejsce w Sierakowie, w kosciele pobernardynskim. Na tym
przyktadzie pokazywat nam ks. Dettloff, jak w pierwszej potowie XVII wieku
formy klasycznego Renesansu — przeksztatcone w dekoracje, zwielokrotnione
i zageszczone — biorg rozbrat ze swojg antyczng genezg i tracac swoja struktu-
ralng funkcje, staja si¢ swobodnym elementem ruchliwej artykulacji $ciany,
sklepienia czy czaszy koputy.

Te samg wrazliwo$¢ na forme odkrywat poznanski student historii sztuki
tamtych lat u dwéch innych swoich profesoréw — obu uczniéw ks. Dettloffa -
Gwidona Chmarzynskiego i Zdzistawa Kepinskiego.

Gwido Chmarzynski - jak wiemy - pozostawit po sobie niewiele pu-
blikacji. Ja zapamietatem go przede wszystkim jako wybitnego dydaktyka,
ktory mowit o sztuce z pasja wlasciwg krytykowi i koneserowi. Jego emocjo-
nalne wrecz zaangazowanie w przedmiot wyktadu ujawniato si¢ najsilniej,
kiedy méwit o tym, co znat najlepiej — o architekturze gotyku, a zwtaszcza
wtedy, gdy stawat z nami przed ko$ciotem gotyckim lub w jego wnetrzu.
Chmarzynski z wszystkich éwczesnych pracownikéw katedry bodaj naj-
chetniej i najcze$ciej brat udziat w wyjazdach w teren. Poznawaliémy z nim
wtedy obok Wielkopolski gtéwnie Slask, Pomorze i Ziemie Chetminska. Ta
ostatnia byta mu najblizsza i to jej ko$cioty, np. dawna katedra w Chetmzy
czy ko$ciét $w. Jana w Toruniu, bylty miejscem, gdzie chyba najwyrazniej
odstaniat swoje spojrzenie na architekture gotycka. Najpierw byta to zawsze
sumienna inwentaryzacja tego, co zapewnia budowli stabilno$¢, i tego, co
daje wyraz ukrytym w niej sitom i napieciom. Ale potem potrafit Gwido
Chmarzynski swym opisem zamienic¢ ten stabilny $wiat struktury i jej ze-
wnetrznych elementéw w fascynujacy obraz zyjacych form. Moja pamiec
zapisata Gwidona Chmarzynskiego wsérod tych, co najtrafniej mowili o ar-
chitekturze gotyckiej.

Na innym miejscu, kilka lat temu, pisatem juz o tym, ze nasze - studen-
tow — pierwsze spotkanie ze Zdzistawem Kepinskim kazato nam postawié
sobie pytanie o ksztatt historii sztuki, z jaka bedziemy mieli do czynienia,
odkad ten nowy wyktadowca pojawit sic w poznanskiej katedrze z poczatkiem
roku akademickiego 1952/1953. Wyktad bowiem, ktérym zapoczatkowat on
swoja dziatalnos$¢ dydaktyczna i ktéry nalezat do obowigzkowych zajeé na na-
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szym — wtedy czwartym - roku studiéw, nosit tytut ,Rozwoj nurtu realistycz-
nego w sztuce”. W tamtych latach, w czasie szalejacego stalinizmu, stowa
Jrealizm” i ,realistyczny” miaty tylko jedno znaczenie. Za ich pomoca partia
komunistyczna i jej ideologowie definiowali zgodno$¢ sztuki z tym, co uwaza-
li za postep ludzkosci, co byto w ich oczach politycznie stuszne, przy czym ter-
miny te mogly kwalifikowac¢ zjawiska artystyczne zaréwno wspodtczesne, jak
i te, ktore zaszty w przeszto$ci. Pierwsze wyktady Zdzistawa Kepinskiego nie
rozwiaty naszych obaw. Przeciwnie. Nowy profesor zapowiedziat, ze bedzie
mowil o malarstwie Trecenta we Florencji, ale przedmiotem pierwszych go-
dzin byt opis sytuacji spotecznej, gospodarczej i politycznej w stolicy Toskanii,
przy czym znaczng uwage poswiecit wyktadowca wielkim rodzinom florenc-
kim, ich majatkom i prowadzonym przez nie operacjom finansowym. Kiedy
jednak zaczal méwi¢ o malarstwie Florencji, caty ten $wiat wobec tworczo$ci
artystycznej zewnetrzny nagle zniknat z przedmiotu wyktadu. Stuchali$my
odtad o sztuce, a to, co styszeliémy, byto mistrzowska analiza formy wyrazona
wyrafinowanym jezykiem. Dzieje zamowien i dziatania fundator6w, owszem,
miaty swoje miejsce w tym wywodzie, ale to dzieta artystow tworzyly watek
narracji. Wyktad Zdzistawa Kepinskiego o malarstwie wloskim okresu mie-
dzy ,Czarng Smiercig” a Masacciem — jestem tego pewien — odegral w mojej
formacji historyka sztuki duza rol¢. Uswiadomit mi znaczenie ewolucji form
przedstawiajacych w tym przelomowym dla sztuki europejskiej miejscu i cza-
sie. Wiecej, zachecit do stawiania pytan o zagadnienie ewolucji form w 0go-
le. Jaki$ czas pozniej dowiedziatem sie od Eugeniusza Krygiera o okoliczno-
$ciach, wjakich Zdzistaw Kepinski zetknat sie po raz pierwszy z malarstwem
Florencji i jak to spotkanie przezyt. Obydwaj otrzymali stypendium panstwo-
we na podr6z do Wioch w roku 1938 i razem si¢ tam udali. Eugeniusz Krygier
opowiadat mi, ze jego towarzysz — zafascynowany stolicg Toskanii — pozostat
w niej sam wiele dni dhuzej, niz poczatkowo przewidywat ich wspolny plan
zwiedzania, i ze dhugie godziny spedzat na ogladaniu malarstwa we florenc-
kich muzeach, ko$ciotach i patacach. Pdzniej jeszcze wielokrotnie miatem
okazje podziwia¢ wyczucie formy w sztuce, jakim natura obdarzyta Zdzistawa
Kepinskiego.

Zatrzymatem si¢ dtuzej nad wyksztatceniem, jakie otrzymywalismy wte-
dy w poznanskiej katedrze historii sztuki, poniewaz wydaje mi si¢ koniecz-
nym okresli¢ bagaz intelektualny, z jakim wyruszaliSmy w $wiat po studiach
w Poznaniu. Wyrazenia ,wyruszaé¢ w $wiat” uzywam celowo. Oddaje ono im-
peratyw samodzielnego mys$lenia w warunkach, kiedy juz sami, bez niczyjej
pomocy, mierzymy si¢ z zadaniami poznawczymi, jakie stawia przed nami
nasza wtasna praca. Opisuje ono takze czesta w naszym zyciu zawodowym
sytuacje, ktéra powstaje, kiedy przenosimy si¢ do innego $rodowiska i tam
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spotykamy si¢ z uprawianiem naszej dyscypliny odmiennym od tego, ktérego
nas uczono. Gdybym miat najkrécej ten bagaz okresli¢, przywotatbym znowu
- bo kiedy$ juz to uczynitem - stowa Willibalda Sauerliandera, ktérymi opisat
on historie sztuki pierwszych trzydziestu lat XX wieku jako ,auf Form oder
Gestalt konzentrierte”. Miat na mys$li historie sztuki w Niemczech, ale na
pewno mozna to sformutowanie odnie$¢ takze do sytuacji w innych krajach,
w tym w Polsce. Wiemy, w jak bliskim zwigzku z niemieckojezycznym obsza-
rem historia sztuki u nas powstawata, a jej nauczanie w Poznaniu w czasie
moich studiéw byto kontynuacja nauczania przedwojennego. Z jednym bo-
daj wyjatkiem wszyscy moi uniwersyteccy nauczyciele swoje wyksztatcenie
otrzymali przed wojng.

Wspominajac tamten czas nauki, jednego tematu nie moge pominaé. Te
przedmioty, ktore partia komunistyczna wprowadzita w latach 1948-1949 do
programo6w uniwersyteckich w celu indoktrynacji przysztej inteligencji, ,ma-
terializm dialektyczny i historyczny”, ,historia ruchu robotniczego”, ,zagad-
nienia Polski wspoétczesnej”, ,podstawy marksizmu-leninizmu”, ,ekonomia
polityczna” (podaje tutaj tytuly zajeé¢ zapisane w moim indeksie w rubrykach
kolejnych lat studidéw), otéz te przedmioty w naszym rozwoju umystowym
nie odegraty zadnej roli. Nie widzieliémy najmniejszego ich zwigzku z wta-
$ciwym przedmiotem naszych studiéw. Gorzej. Zestawione z wagg zagadnien
poznawczych, jakie rodzity w nas prowadzone przez doskonale wyksztatco-
nych profesoréw wyktady z historii sztuki, historii, archeologii, etnologii czy
logiki, odstaniaty cata swoja pustke intelektualng i to, czym naprawde byty:
zatosnym instrumentem propagandy polityczne;j.

Pazdziernik 1956 roku przyniést zmiany w zyciu Polakéw. Wiemy do-
brze, ze jezeli zmiany, jakie wowczas w Polsce nastapity, oceniac z perspekty-
wy historii globalnej, to niewiele one znaczyty. Kraj nadal pozostawat czescia
sktadowg imperium sowieckiego i nadal panowata w nim dyktatura partii ko-
munistycznej. W niektorych jednak dziedzinach wewnetrznego zycia Polski
ustgpit — przynajmniej cze$ciowo — paraliz, ktéry przedtem niosta ze sobg
stalinowska obsesja budowy spoteczenstwa catkowicie podporzadkowanego
dzin, ktore po zmianach pazdziernikowych znalazly sie poza gtéwnym fron-
tem partyjnej ofensywy ideologicznej. Mozna wprawdzie bez trudu, dla lat
60. i 70., przytoczy¢ przyktady bezposredniej ingerencji najwyzszych wtadz
partyjnych albo pojedynczych gorliwych cztonkéw partii w tworczosé arty-
styczng niektorych srodowisk, w dziatalno$é wystawiennicza waznych insty-
tucji i w projekty wydawnicze z zakresu historii sztuki. Wedtug mojej oceny
jednak, dziatania te nie byly ze strony wtadzy przejawem jakiej$ przemys$lanej
strategii politycznej wobec $wiata sztuki i nauk o sztuce, lecz dorazng reakcja
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na pojedyncze wydarzenia lub sytuacje, ktérych przywodcy i dziatacze partyj-
ni nie chcieli tolerowac.

Celowo zatrzymatem sie¢ tutaj nad zmianami, ktére nastapity w Polsce po
pazdzierniku 1956. Naleze do pokolenia, ktore od mtodosci do wieku dojrza-
tego doznawato cigzaru wtadzy komunistycznej. Szczeliny, ktore si¢ w narzu-
conym przez nig systemie pojawity — a po pazdzierniku 1956 one wystgpity
— miaty ogromne znaczenie dla nas, wchodzacych wtedy w samodzielno$¢
historykéw sztuki. Otwieraty nieporéwnanie wickszg niz wczedniej prze-
strzen swobodnych badan nad sztuka i - co najwazniejsze — pozwolity na wy-
jazdy z dotychczas hermetycznie zamknietego kraju. MogliSmy odtad oglada¢
sztuke na $wiecie osobiscie, nie za posrednictwem fotografii. Niektorzy z nas
mogli odby¢ uzupetniajace studia na zagranicznych uniwersytetach, aktyw-
nie uczestniczy¢ w zjazdach naukowych w innych krajach i nawiazywac bez-
posrednie kontakty z wybitnymi przedstawicielami historii sztuki. Chociaz
nietatwo do tego dochodzito. Pomijajac rzadkie wyjatki, paszport otrzymywat
tylko ten, komu instytucja zapraszajaca — uniwersytet, muzeum, organizato-
rzy zjazdu naukowego - zapewniata koszty przejazdu i utrzymania w czasie
pobytu za granicg. Ale pamietac tez trzeba, ze czasem wydania paszportu od-
mawiano.

O polityce paszportowej Polski komunistycznej wspominam tutaj po to,
by przypomnie¢, ze polski historyk sztuki, po latach okupacji niemieckiej
i stalinizmu, mégt ponownie - mimo rozmaitych trudnosci - stanaé przed
wielkimi dzietami sztuki. Historyk sztuki mojego pokolenia mdgt teraz we-
ryfikowaé swoj rodzacy sie w nim w czasie studiow poglad na sztuke Europy
tacinskiej jako ztozony z powigzanych ze sobg cztonéw organizm, jako wy-
twor jednej cywilizacji. M6glt naocznie przekonaé sie, ze prawdziwie wielkie
zmiany w tworczo$ci artystycznej dokonywaty sie w zachodniej cze$ci nasze-
go kontynentu tylko co czas jaki$ i tylko w nielicznych $rodowiskach, ktore
promieniowaly potem na zewnatrz. Majac bezposredni dostep do wielkich
obszaréw sztuki europejskiej, mogt —jak nigdy przedtem - ¢wiczy¢ oko i uczy¢
sie rozroznia¢ dzieta ,pierwsze” od ich kontynuacji. Jednocze$nie mogt teraz
lepiej rozpoznawaé miejsce pojedynczego dokonania artystycznego w wiel-
kim ggszczu powigzan i zaleznosci, jaki stanowi $wiat sztuki.

Jak w praktyce przebiegata ta nauka? Jak zaznaczylem na wstepie, bede
tutaj pisat o wlasnych do$wiadczeniach, ale od razu musze dodac, ze byty to
takze doswiadczenia wielu moich starszych i mtodszych ode mnie kolezanek
i kolegéw. Tak si¢ ztozyto, ze sposrdd wszystkich zachodnich o$rodkéw na-
ukowych jako pierwsze dla nas, szukajacych juz wlasnej drogi polskich histo-
rykow sztuki mediewistow, szeroko otworzyto sie Centre d’études supérieures
de civilisation médiévale w Poitiers. To powstate w roku 1953 przy tamtej-



314 PIOTR SKUBISZEWSKI

szym uniwersytecie centrum naukowe miato wedtug jego tworcy Gastona
Bergera — profesora filozofii, wyznawcy Husserla, dyrektora szkét wyzszych
we francuskim ministerstwie o$wiaty — mie¢ za przedmiot badan i nauczania
na poziomie pomagisterskim szczytowy okres $redniowiecza europejskiego:
wieki dziesiaty, jedenasty i dwunasty. Zgodnie z koncepcja zatozyciela, kazda
z trzech gtéwnych uprawianych w tym o$rodku dyscyplin: historia, historia
sztuki i historia literatury - ale takze inne, cho¢ mniej intensywnie obecne,
jak historia filozofii, historia nauki i historia muzyki — miata utrzymywac
swoja przedmiotowa i metodologiczna tozsamo$é i odrebno$é. Zamystem
Gastona Bergera byto wszakze to, by mogty sie one w jednym miejscu spoty-
ka¢. Pragnat on, by kazdy ze studiujacych w Poitiers mtodych mediewistéw
moglt mie¢ wglad w dziedziny badan inne niz jego wtasna. I by mogt stawiaé
pytania o zwiazki rozpatrywanych przez siebie zjawisk czy dziet z wydarzenia-
mi, procesami spotecznymi, ustrojem politycznym, duchowoscig, tworczo-
$cig i warunkami zycia epoki.

Dzisiaj taki postulat metodologiczny w naukach historycznych jest
czyms$ zwyczajnym. We Francji lat 50. ubiegtego stulecia, ale nie tylko w tym
kraju, program, ktory w pracy akademickiej nad jedng cywilizacja miat taczy¢
kilka dyscyplin, byt nowoscia. O jego powodzeniu w Poitiers zdecydowato to,
ze Gaston Berger powierzyt kierownictwo centrum dwom dos$wiadczonym
profesorom miejscowego uniwersytetu — historykowi sztuki René Crozetowi,
uczniowi Henriego Focillona, i historykowi Edmondowi René Labande’owi,
a jednocze$nie wyposazylt zatozong przez siebie instytucje w $rodki, ktdre po-
zwalaty zapraszaé na wyktady i seminaria innych badaczy nie tylko z Francji,
ale takze spoza tego kraju. Jedynym warunkiem ich uczestnictwa byta czynna
znajomos¢ francuskiego, poniewaz w tym jezyku byly prowadzone wszystkie
zajecia. Wymog ten spetnialo, zresztg nadal spetnia, wielu uczonych spoza
Francji i przez Poitiers przewineli sie wtedy, takze nadal przewijajg sie, najwy-
bitniejsi mediewisci z catego $wiata.

Nauczanie w Poitiers byto wéwczas prowadzone w dwdch cyklach: w ciagu
roku akademickiego i podczas sesji letniej, ktdra w pierwszych latach istnie-
nia Centre trwata pie¢ tygodni. Sesja letnia byta okresem szczegolnie inten-
sywnej pracy jej uczestnikéw, poniewaz przedpotudnia zawsze wypetniaty dwa
wyktady dwoch profesoréw reprezentujacych dwie rézne dziedziny mediewi-
styki, a popotudnia byly przeznaczone na ¢wiczenia przy zabytkach w tym
bardzo bogatym w sztuke romanska i gotycka miescie. W soboty odbywaty sie
wyjazdy na podobne zajecia w najblizszych okolicach Poitiers i w sgsiednich
dzielnicach, a ten obfity program ¢wiczen terenowych dopetniat trzydniowy
objazd jednego z dalej potozonych regionéw Francji romanskiej. Nauczanie
w ciggu roku akademickiego byto mniej intensywne. Bylo ono dostosowane
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do potrzeb i rytmu pracy mtodych mediewistow, ktorzy przyjezdzali do Poi-
tiers na roczny kurs zwykle z wtasnymi projektami badawczymi. Nadal,
wszakze, zajecia prowadzili, obok miejscowych profesoréw, uczeni z innych
o$rodkéw naukowych, w tym zawsze liczni cudzoziemcy. Gdy studiowatem
w Poitiers, wspomniany przed chwilg profesor René Crozet przygotowywat
ksigzke o sztuce romanskiej w Saintonge. W swoich wyktadach przedstawiat
nam postepy w pracy nad tym tematem. Co dwa tygodnie za$ zabierat nas
autokarem do tej dzielnicy, gdzie wraz z nim inwentaryzowaliémy wybrane
koscioty, on za$ na miejscu poddawat pod dyskusje swoje obserwacje, z nie-
zwykla szczodrosciga dopuszczajac nas do udziatu we whasnych badaniach.
Opisany tutaj program nauczania utrzymat sic w Poitiers dtugo. P4zniej ulegt,
niestety, cze$ciowej redukeji. Nadal wszakze jego mocng strong pozostaje to,
ze biorg w nim udziat - jako nauczyciele i jako studenci - przedstawiciele r6z-
nych dziedzin mediewistyki z catego $wiata.

W latach 50. XX wieku i na poczatku nastepnego dziesieciolecia Centre
d’études supérieures de civilisation médiévale stato sie dla mtodego polskie-
go mediewisty miejscem, w ktorym po raz pierwszy mogt on spotkaé sie ze
$wiatowg historig sztuki bezposrednio, nie tylko poprzez lektury. Mogt braé
udziat w wymianie pogladow, do czego dawaty mu okazje przede wszystkim
seminaria, ale takze dyskusje z profesorami, ktore w Poitiers w czasie sesji
letniej odbywaty sie po kazdym wyktadzie. A jednoczes$nie madgt ¢wiczy¢ oko
na najwickszych osiagnieciach sztuki $§redniowiecznej, uczestniczac w nie-
zliczonych i obejmujacych wielka cze$¢ Francji wyjazdach terenowych. Mogt
wreszcie rozwija¢ wlasne badania, korzystajac z archiwum fotograficznego,
gromadzacego zdjecia dziet sztuki romanskiej z catej Europy, i z biblioteki,
ktéra wyrdzniata sie wielkim zbiorem czasopism. Niektérzy mtodzi polscy
badacze przybywali woéwczas do Poitiers na studia catoroczne, inni przyjez-
dzali tylko na sesje letnia, byli tez tacy, ktérzy uczestniczyli w obu cyklach na-
uczania. Sposrod bliskich mojemu pokoleniu — zaré6wno starszych ode mnie,
jak i nieco mtodszych — wymienie Zygmunta Swiechowskiego, Lecha Kali-
nowskiego, Klementyne Zurowsks, Stanistawa Wilinskiego, Urszule Popto-
nyk, Krystyne Jozefowicz, Terese Mroczko, Krystyne Bialoskdrska, Mariana
Kutznera, Mari¢ Otto i Andrzeja Tomaszewskiego.

Z jaka historig sztuki spotkat sie mtody polski mediewista, przyjezdza-
jac w tamtych latach na studia do Poitiers? We Francji, w ktdrej literatura
o sztuce przezywata od XVIII wieku wielki rozkwit, bardzo silnie byt zako-
rzeniony poglad na tworczosé artystyczng jako zjawisko ,autonomiczne”
- dziedzine dziatalno$ci cztowieka, ktdrej nie mozna opisaé¢ ani wyjasnic
inaczej, jak tylko w niej samej szukajac zrodet jej tozsamosci. Stanowisko
to zaznaczyto sie bardzo wyraznie w sposobie badania architektury $rednio-
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wiecznej, ktore zapoczatkowat w latach 30. XIX wieku swoimi gruntowny-
mi pracami Arcisse de Caumont. Wskazany przez niego kierunek nauko-
wy, ktéry miat wszystkie znamiona szkoty, rozwijato po nim kilka pokolen
uczonych. Zapisali sie wérdd nich na trwate Auguste Choisy, Robert de
Lasteyrie, Jean-Auguste Brutails, Camille Enlart, Eugeéne Lefévre-Pontalis,
Marcel Aubert, Paul Deschamps i Elie Lambert. Fundamentem ich badan
byta niezwykle staranna analiza struktury budowli. Towarzyszyt jej rozbior
form architektonicznych wystepujacych w poszczegdlnych jej cze$ciach, po-
taczony z doktadnym okre$leniem natury materiatu uzytego do konstrukeji
i sposobu jego zastosowania. Celem byta rekonstrukcja wewnetrznej chro-
nologii budowy, te za$ badacz skrupulatnie konfrontowat z odnoszacymi sie
do rozpatrywanego dzieta Zrédtami pisanymi. Podkre$li¢ trzeba, ze badajac
pojedynczy ko$cidt czy zamek, francuscy historycy architektury $rednio-
wiecznej szczegolng uwage poswiecali przekazom, ktére przynosity infor-
macje o prowadzonych przy zabytku pdzniejszych robotach budowlanych.
Ich monografie cechowato staranie o doktadne odréznienie w dziele tego, co
pochodzito z czasu jego powstania, od tego, co wniosty don pdzniejsze wie-
ki. A do krytyki zrodta byli wspaniale przygotowani. Szeéciu z wymienio-
nych tutaj kontynuatoréw hrabiego de Caumont byto absolwentami znako-
mitej Ecole nationale des chartes, jeden z nich ukonczyt nie mniej $wietna
Ecole normale supérieure, a tylko jeden z nich, Auguste Choisy — polytech-
nicien. Szybko rosngca wiedza o pojedynczych budowlach rychto kazata tym
badaczom postawi¢ pytanie o miejsce kazdej z nich w dziejach architektu-
ry pojmowanej teraz przez humanistyke jako historia osobnego gatunku
artystycznego. Z prowadzonych intensywnie poréwnan rzutéw poziomych
i rzutow elewacji, rozwiagzan konstrukcyjnych, detali i sposobéw obrdbki
budulca w poszczegbdlnych dzietach zaczat stopniowo wytaniaé sie obraz
grup typologicznych i stylowych, obraz zreszta podlegajacy ciagtej ewolucji
wskutek stale zmieniajacych si¢ i czesto spornych kryteriow klasyfikacji.
Powie niejeden czytelnik, ze wszystko, co przed chwilg opisatem, to nic
innego, jak wdrazanie podstawowych wymogoéw metodologicznych historii
sztuki i elementarz pracy nad architektura. Na pewno tak. Ale nie wspo-
minatbym tutaj francuskich badan nad architektura $redniowieczna, gdyby
nie to, ze badania te byly, zreszta nadal s3, nacechowane najwicksza precyzja
rozbioru formy, a doktadno$¢ analizy oddaje jezyk. Francuska historia sztuki
wypracowata terminologie, ktora starannie przektada na pojecia nawet naj-
bardziej ztozona strukture dzieta i jej elementy sktadowe w catym bogactwie
ich zréznicowania. Zapis tego jezyka przynosza wzorowe stowniki terminolo-
giczne wydawane przez Editions du patrimoine, wéréd nich — w zakresie archi-
tektury — arcydzieto gatunku napisane przez Jean-Marie Pérouse de Montclos,
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Architecture: description et vocabulaire méthodiques (Paryz 1972, nowe wy-
danie: 2011).

Trzeba podkresli¢, ze ta francuska szkota badan nad architekturg $rednio-
wieczna zajeta wérod pradéw humanistyki swojego kraju osobne pod wzgle-
dem metodologicznym, samodzielne miejsce. Wyrazata jej odrebnosé nawet
nazwa, ktéra jej w jezyku akademickim od poczatku towarzyszyta: archéolo-
gie frangaise du moyen dge. Uczeni, ktdrzy te szkote tworzyli, skupieni byli
w zalozonej jeszcze przez hrabiego de Caumont w roku 1834 Société fran-
caise d’archéologie. Wydawata ona — i nadal wydaje — dwa stojace na bar-
dzo wysokim poziomie tytuly: serie ,Congrés archéologique de France” (od
1834) i kwartalnik ,Bulletin monumental” (od 1835). Dodajmy jeszcze, ze
z tego $rodowiska naukowego wywodzit sie personel Service des monuments
historiques, urzedu konserwatorskiego réwniez w tym samym czasie przez
hrabiego de Caumont zatozonego. Nie mamy tutaj miejsca na to, by wchodzi¢
w przyczyny, dla ktorych Arcisse de Caumont przyjat nazwe ,archeologia” dla
badan nad architekturg $redniowieczna. Wystarczy zauwazy¢, ze termin ten
we Francji wyraznie odgraniczat pole pracy zajmujacych sie nig uczonych od
zakresu badan nad innymi dziedzinami i okresami w dziejach sztuki. Ta od-
rebno$¢ srodowiska historykéw architektury $redniowiecznej utrzymuje sie
zresztg we Francji w duzym stopniu do dzisiaj.

Kiedy w roku 1957, podczas ktéregos z objazdéw terenowych odbywaja-
cych sie w ramach sesji letniej Centre w Poitiers, stawali$my przed roman-
skim albo gotyckim ko$ciotem i stuchali$émy, jak go przedstawia Marcel Au-
bert, wielki autorytet w éwczesnym $wiecie badan nad architektura Francji
$redniowiecznej, autor kilku monografii jej najwazniejszych przyktadéow
i ojciec nowoczesnych studiéw nad koéciotami i klasztorami cysterséw,
jego drobiazgowa analiza budowli wypowiadana klarownym jezykiem od-
staniata nam dzieto w caltym bogactwie jego rozmaitych form. Kiedy kilka
miesigcy pozniej uczestniczyliSmy we wspomnianych juz catorocznych za-
jeciach profesora René Crozeta na terenie Saintonge, mogli$my teraz sami,
prowadzeni przez naszego wyktadowce, probowaé rozbioru form tamtej-
szych kosciotéw. Uczylismy si¢ wnikaé w dzieto, rozpoznajac jego czesci
sktadowe i ich porzadek, a stworzona przez francusky nauke szczegétowa
terminologia architektury budowata w naszej pamieci intelektualny gmach
pojeciowych odpowiednikéw zaréwno struktury budowli, jak i jej elemen-
tow. Te sktadniki bowiem dajg sie wyodrebni¢, nazwac i policzy¢. Mozna
w liczbach okre$li¢ ich wielko$¢, mozna opisa¢ ich miejsce w strukturze
dzieta i w liczbach zmierzy¢ wystepujace miedzy nimi odlegtosci, wicc ujaé
w stowach zachodzgce miedzy nimi relacje. Zrédta pisane dotyczace dzie-
jow tych kosciotow dopiero wtedy byly rozpatrywane, kiedy oko juz rozpo-
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znato w budowli jej artystyczng tozsamos$¢ i wewnetrzng historig, a umyst
pozwolit to wzrokowe poznanie przetozy¢ na stowo. Dla mnie, wychowanka
poznanskiej historii sztuki, byty to lekcje, ktére niezmiernie wzbogacaty
wyniesiong z macierzystego uniwersytetu znajomos¢ instrumentéw anali-
zy formalnej. Jednocze$nie umacniaty przekonanie - réwniez na studiach
w Poznaniu uksztattowane - ze prawidtowa analiza formy dzieta stanowi
bezwzgledny warunek powodzenia wszystkich operacji poznawczych w na-
szej dyscyplinie.

Czytelnik mojego artykutu moze postawié pytanie, dlaczego historyk
sztuki, ktéry nie zajmuje sie architektura, kiedy méwi o swych latach na-
uki, tak mocno przywotuje na pamieé francuskie badania akurat nad ta dzie-
dzing. Moze tez zasadnie pyta¢, dlaczego wyrdznitem kierunek metodolo-
giczny, ktory byt i pozostaje studium formy, a intelektualne uznanie, jakie
on we mnie wzbudzil, dokonato sie w czasie, kiedy historia sztuki — wtedy
juz w skali $wiatowej i we wszystkich swoich zakresach — energicznie szu-
kata wyjscia poza horyzont badan nad forma; kiedy zaczeta szukaé w dziele
sztuki $§wiata idei. Tego przelomu byli§my wtedy $wiadomi. Wielu z nas,
wyjezdzajac na studia do Francji, byto juz po lekturze Studies in Iconology
Erwina Panofsky’ego albo przynajmniej znaliSmy gtéwny postulat metodo-
logiczny jej autora, ktéry kazat na koncu drogi poznawczej pytaé o to, jak
w badanym dziele sztuki przejawia si¢ wspdtczesna mu kultura. Ja sam po-
zostawalem w tamtym czasie pod urokiem wielkiej wizji Ottona von Sim-
son, ktory zalang kolorami witrazy gotycka katedre wywodzit z metafizyki
$wiatla, karmigcej sie pismami czczonego w Saint-Denis Pseudo-Dionizego,
oraz z neoplatonizmu szkoty katedralnej w Chartres - srodowiska uczonych
dopatrujacych si¢ obrazu harmonii wszech$wiata w jego matematycznych
prawach. Sam tez juz wowczas prébowatem odnajdywaé w badanym przez
siebie dziele — choé¢ na pewno czynitem to bez nalezytej staranno$ci i ostroz-
no$ci — przestanie ideowe, ktore przyszto do warsztatu artysty z zewnatrz,
wraz z zamoOwieniem i ktore miato by¢ dla patrzacego na to dzieto cztowieka
epoki czytelne. Dodajmy, ze 6wczesnej nauce francuskiej, tak przywiazanej
do pojmowania tworczosci artystycznej jako zjawiska autonomicznego, nie
byto obce rozpatrywanie sztuki jako przekaznika idei. Kraj ten wydat w XIX
wieku dwoch wielkich mediewistow, ktérzy potozyli fundamenty pod ba-
dania nad wplywem $redniowiecznej teologii, egzegezy i liturgii na éwcze-
sng tworczo$¢ artystyczng. Byli to jezuici Charles Cahier i Arthur Martin.
W tym samym kierunku, ale jeszcze dalej, poszedt Emile Male. Dopatru-
jac sie bezpo$redniej zalezno$ci najwybitniejszych dziet rzezby, malarstwa
i rzemiost artystycznych francuskiego $redniowiecza od $cisle okreslonych
my$li nauczania chrze$cijanskiego, stworzyt monumentalny obraz sztuki
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tej epoki jako narzedzia pastoralnej misji Ko$ciota. Nie ma tutaj miejsca na
poréwnywanie dorobku i metody tego uczonego z tym, co postulowat i co
ukazywat w swoich pracach Erwin Panofsky; zainteresowanych tg kwestig
odsytam do tego, co na ten temat napisat Pierre Francastel w swej ksigzce
Etudes de sociologie de I'art (1970). Nie moge jednak, poruszajac ten te-
mat, nie zauwazy¢, ze mimo réznic w ich podej$ciu do przedmiotu badan
mozna tez dostrzec w ich sposobach interpretacji sztuki podobienstwa.
Oddzialywanie Emile’a Male’a na wspotczesng mu i powojenna historie
sztuki nie byto tak szerokie jak poréwnywalny w tym zakresie tematycz-
nym wpltyw Panofsky’ego. Niemniej jednak uczony francuski miat swoich
kontynuatoréw i kiedy studiowatem w Poitiers, zetknatem sie z nimi. Wy-
mieni¢ sposrod nich jednego — wielkiego mediewiste Ludwika Grodeckiego,
ucznia Henriego Focillona, ale jednocze$nie badacza zwigzanego z Service
des monuments historiques i — poprzez to $rodowisko — dobrze znajacego
tradycje francuskich badan nad architektura $redniowieczna. Jego wykta-
dy o witrazach francuskich XII i XIII wieku, ktorych stuchatem w Centre
d’études médiévales w roku 1957, budzily najwyzszy podziw gtebig spoj-
rzenia na te pelne przedstawienn barwne segmenty $cian kos$ciota $rednio-
wiecznego. Grodecki, badajac je, ukazywat, jak bardzo kompozycje i formy
figuralne zastosowane w poszczegolnych kwaterach witrazy wspotgraja z tre-
$cig przekazu doktrynalnego wyobrazen — czesto przekazu o wyrafinowanej
tresci teologicznej. Autor wyraznie podkreslat inspiracje, jaka byto dla niego
wielkie dzieto Emile’a Male’a, a w drukowanych wersjach jego prac przypisy
to potwierdzaja. Byt takze pod wptywem Panofsky’ego, z ktérym ztaczyta go
przyjazn intelektualna, gdy na zaproszenie tego uczonego przebywat wlatach
1949-1950 w Institute for Advanced Study w Princeton. Mdéwiac o obecno-
$ci we Francji tej historii sztuki, ktora dopatrywata sie bezposredniego wpty-
wu $wiata idei na twdrczo$¢ artystyczng, nie mozna wreszcie pominaé tego
giganta naszej dyscypliny jakim byt André Grabar, uczen Nikodema Kon-
dakowa i Dymitra Ajnalowa. André Grabar zrewolucjonizowat — nie waham
sie uzy¢ tego stowa - studia nad sztuka wczesnego chrzescijanstwa, Bizan-
cjum i krajow chrzescijanskiego Wschodu dwiema swoimi juz we Francji
ogloszonymi pracami: L'empereur dans I'art byzantin. Recherches sur I'art
officiel de I'empire d’Orient (1936) i Martyrium. Recherches sur le culte des
reliques et 'art chrétien antique (1946). Wszechstronno$c¢ jego spojrzenia
na czynniki ideowe i spoteczne, jakie wywarty wptyw na dziatalno$¢ wiel-
kich o$rodkéw artystycznych greckiego Wschodu, oddziatata ozywczo takze
na studia nad sztuka Zachodu. Jego pionierskie dzieto o przedstawieniach
cesarza wschodnio-rzymskiego z roku 1936 byto wielkim Zrédtem inspiracji
dla autoréw szybko narastajacych po wojnie prac nad ikonografig polityczna
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w krajach kultury tacinskiej. Stuchatem wyktadéw André Grabara o sztuce
bizantynskiej w Collége de France i miatem tez przywilej kilkakrotnie spo-
tka¢ go osobiscie oraz z nim dtuzej rozmawiaé. Sposob, w jaki méwit i pisat
o0 odbiciu duchowosci $wiata greckiego w pdznoantycznej i Sredniowiecznej
sztuce cesarstwa wschodniego, byt porywajacy.

Powtorze wicc tutaj, ze gdy studiowatem we Francji, ten wielki nurt ba-
dawczy, ktéry szuka w sztuce $wiadectw idei — nurt zreszta metodologicznie
i przedmiotowo zawsze bardzo zréznicowany - byt juz trwale obecny w §wia-
domos$ci mojego pokolenia. Z chwila jednak, kiedy stawatem wdwczas
przed romanskim czy gotyckim ko$ciotem i zagtebiatem si¢ w jego archi-
tekture - pytania, ktére nurt ten stawiat, nagle znikaty z mojego pola uwa-
gi. Pochtaniato mnie wtedy co innego. Prowadzony przez mojego profesora,
odkrywatem budowle jako osobne, zamkniete w sobie uniwersum form,
rownocze$nie takze jako zbidor elementéw, ktore jeden porzadek wewnetrz-
ny spaja w organiczng cato$¢. Mdj przewodnik, zbrojny w rozbudowang,
szczegOtowy terminologie, z precyzja wyrozniat i nazywat kazda cze$é dzie-
ta, od najmniejszej do najwickszej, i rownie doktadnie opisywat zachodzace
miedzy nimi relacje. Jego lekcja ¢wiczyta wzrok w rozbiorze formy i jedno-
cze$nie uczyta przektadu na stowa tego, co wzrok w oglagdanym przedmiocie
wyodrebnia. Jezeli moge tu uzy¢ metafory, byta to historia sztuki, ktéra do
dzieta ,przylegata”. Wiedziatem oczywiscie i wiem dobrze, ze nauka, jaka
ptyneta z godzin spedzonych z moimi francuskimi nauczycielami przy $red-
niowiecznych ko$ciotach, byta przedmiotowo ograniczona. Metod pracy
nad architekturg nie da sie zastosowa¢ do badan nad sztukami przedsta-
wiajacymi. Ale godziny te, jak zadne inne, uczylty mtodego historyka sztuki
staranno$ci w analizie dzieta i odpowiedzialnosci za stowo, ktére o twor-
czo$ci artystycznej wypowiadamy. A tej nauki nie mozna przeceni¢. Znamy
nasze zmagania z jezykiem, kiedy mowimy czy piszemy o sztuce. I to na
kazdym poziomie procesu poznania: w opisie, w analizie, w interpretacji.
Tymczasem studiujac $redniowieczne kos$cioty we Francji, stgpaliémy na
mocnym gruncie analizy morfologicznej wypracowanej w dtugoletniej prak-
tyce badan - przy tym analizy artykutowanej precyzyjna terminologia. Byto
to intelektualne wyzwanie. Zapraszato do starania o podobny rygor w pracy
nad innymi dziedzinami sztuki. Ale byto w tych lekcjach jeszcze co$ inne-
g0, co byto dla mnie nie mniej znaczgce. Prowadzone kolejno przy réznych
ko$ciotach analizy, wlasnie dzigki ich sumiennosci, uczyly postrzegaé¢ kazde
z tych dziet jako twor artystyczny jednorazowy, niepowtarzalny. A rozpo-
znanie odrebnosci pojedynczego dzieta sztuki jest kluczem do pojmowania
sztuki w ogdle i probierzem naszej pracy. Ale to juz jest inne zagadnienie i na
tej obserwacji wypada mi zamkna¢ te wspomnienia.
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FACING THE WORK OF ART.
MEMORIES OF MY STUDENT YEARS

Summary

The present essay includes the author’s memories of his university studies and the
intellectual formation that he received as a student of art history at the University of
Poznan in 1949-1954. His first professor who opened to him the door to art history
and exerted on him a strong intellectual influence, was Szczesny Dettloff, a disciple
of Heinrich Wolfflin in Munich and Max Dvotak in Vienna. Dettloff taught his stu-
dents that the foundation of studying art in history is the study of the form of an in-
dividual artwork He believed that without a proper analysis of form it is impossible
to construct appropriate series of the works of art and specify their position in the
culture of the times of their origin. Similar sensitivity to form and the understand-
ing of its significance for the art historian’s work were represented by two other pro-
fessors important for the author, both educated by Dettloff already before World War
II: Gwido Chmarzynski and Zdzistaw Kepinski. When in 1957-1968 the author was
a postgraduate student in the Centre d’Etudes Supérieures de Civilisation Médiévale
at the University of Poitiers (CESCM), it turned out that the local methodological tra-
dition was similar to what he had learned in Poznan before. The CESCM was founded
as a multidisciplinary institute for the study of the Middle Ages, combining history,
art history; literary history, and the history of ideas. It was important that one of them
could shed light on an object studied by another, but each of them, including art his-
tory, kept its material and methodological identity. In the French tradition, art history
had an “autonomous” status, focusing on artistic creation as a special sphere of human
activity. That idea influenced also quite strongly the study of medieval architecture,
originated in the early 19" century by Arcisse de Caumont, and continued until to-
day by many generations of French scholars. What is characteristic of their research is
meticulous analysis of form, articulated with a precise, detailed, and comprehensive
specialist vocabulary. The lectures of French scholars on medieval architecture, which
the author attended in Paris and Poitiers, taught him precision in the analysis of the
artwork’s structure and its components, as well as responsibility for every single state-
ment made on art. For a young art historian who did not specialize in architecture but
in representational arts, that French experience was a lesson of methodological rigor
necessary in the intellectual pursuits of the humanities scholar.

Keywords:
University of Poznan - art history, University of Poitiers — art history, methodology
of art history, art history around 1950
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Zastona z lotem ptakéw Raju wzdeta sie znowu. I Klarysa zobaczyta — zobaczy-
fa, jak Ralph Lyon odrzucit ja i dalej prowadzit rozmowe. Wige, mimo wszystko,
to nie byta kleska! Teraz juz miato sie udac - jej przyjecie. Zaczeto sie. Ruszyto
z miejsca. Cho¢ wcigz byto w niepewnos$ci zawieszone. Ona musi na razie staé¢
tutaj. Zdawato si¢, ze ludzie si¢ ttocza. Putkownik i Pani Garrod... Pan Hugh
Whitebread... Pan Bowley... Pani Hilbery... Lady Mary Maddox... Pan Quin - ob-
wieszczat Wilkins. Zamieniata z kazdym sze$¢ czy siedem stéw;, a oni szli dalej,
wchodzili na pokoje; wchodzili teraz juz w co$, nie w nic, poniewaz [lub: od chwili
kiedy| Ralph Lyon odrzucit zastone!.

Ten cytat z Pani Dalloway Virginii Woolf pamieta zapewne kazdy z czy-
telnikéw stabo dzi$ (niestety) obecnej w naukowym obiegu historii sztuki
ksigzki Wiestawa Juszczaka Zastona w rajskie ptaki. Ksigzka ta — przypomne
- analizowata angielskg powie$¢ jako dzieto modernistyczne. Zdaniem bada-
cza, Woolf nie tylko chciata opowiedzie¢ historie organizacji przyjecia przez
Klaryse Dalloway, ale tez zaprezentowaé na glebszym, niejawnym poziomie
przebieg procesu tworczego, dochodzenie do formy jako celu sztuki. Banalny
gest odrzucenia zastony z kolorowego perkalu interpretowany byt jako mo-
ment, w ktérym niespojne dotad elementy kompozycji (czyli w planie fabuty:
przyjecia) nagle zaczely si¢ sktada¢ w catos$¢. Podobnie, a przy tym juz w spo-
s6b jawny, niezawoalowany - argumentowat Juszczak — Woolf postapita w ko-
lejnej chronologicznie powiesci, Do latarni morskiej, gdzie spetnienie dawnej
obietnicy o wycieczce morskiej zbiegto sie w ostatnim akapicie dzieta z ukon-
czeniem pejzazu przez Lilly Briscoe:

' V. Woolf, Pani Dalloway, cyt. w ttumaczeniu E. Gieysztor za ksigzka W. Juszczaka
Zastona w rajskie ptaki albo O granicach ,okresu powiesci”, Warszawa 1981, s. 26. Frag-
ment ten w polskim wydaniu, ttumaczonym przez K. Tarnowska (V. Woolf, Pani Dalloway,
Krakow 22016), znajduje sie na s. 262.
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Szybko, jakby przywotana przez co$, co byto gdzie$ tam, odwrdcita sie do swego
ptétna. On byt tu - jej obraz. Tak, ze wszystkimi swymi btekitami i zielenig, z li-
niami biegnacymi ku gérze i w poprzek, z usitowaniem czegos. [...] Spojrzata na
schody: byly puste; spojrzata na ptétno: byto zamazane. Z nagtym napieciem, jak-
by na sekunde jasno zobaczyta to, nakreélita linie tam, w centrum. Byto dokona-
ne; byto skoniczone. Tak, pomy$lata, odktadajac pedzel w ostatecznym zmeczeniu,
osiggnetam swoja wizje2.

Dla Wiestawa Juszczaka wazne byto udowodnienie, ze autotematyzm,
pokazanie samego dochodzenia do celu twdérczosci, nie byto mozliwe w wie-
ku XIX i znamionowato epoke modernizmu, poniewaz dopiero wtedy forma
i autoteliczno$¢ literatury, malarstwa czy muzyki staty sie ,widzialne”, uwy-
puklane w tkance dzieta. Nie byly one wiecej ukrywane za parawanem ,reali-
stycznego” opowiadania, przestaty by¢ transparentne wzgledem wzniostego
lub codziennego tematu i narracji, wylacznie opisujgcej $wiat zewnetrzny
oraz ludzkie doznania®. Dlatego badacz nie wnikat glebiej w istote odrzuce-
nia przez Ralpha Lyona zastony w rajskie ptaki i nature chwili, w ktorej Lilly
Briscoe wykonata ostatnie pociggniccie pedzlem. Interesowaly go one tylko
w konteks$cie dopetniania sie dzieta jako formy. A przeciez oba opisane przez
Virginie Woolf wydarzenia dotycza czego$ szczegdlnego i znacznie bardziej
fundamentalnego niz charakterystyka modernizmu: momentu istotnej zmia-
ny w procesie jakiejkolwiek kreacji.

Dokonczenie procesu malowania obrazu wydaje si¢ prostsze do zrozumie-
nia. Oto nagle nastepuje ostateczne ,rozstrzygniecie ptotna po malarsku” - by
uzy¢ ulubionego zwrotu kapistow. Nadchodzi moment, w ktérym dtugotrwa-
ta niemoc zostaje przezwyciezona i cel zostaje osiggniety: finis coronat opus.
Ale i tu jeden aspekt pozostaje tajemniczy: jak rodzi siec 6w btysk, w ktorym
wszystko si¢ domyka?

Z Klarysa Dalloway jest moze nieco trudniej. I w jej przypadku chodzi
o pokonanie jakich$ ktopotéw, ale nie sa one czysto artystycznej natury. Bez
wzgledu na to, czy za Juszczakiem potraktujemy przyjecie jako metafore
tworczosci, czy dostownie, jako organizacje wydarzenia towarzyskiego, w obu
przypadkach odrzucenie zastony bedzie miato zdecydowanie irracjonalny
charakter. OczywiScie nie jako banalny fakt pozbycia sie przez jednego z gosci
poruszonego wiatrem natreta, lecz z uwagi na skutek tej czynno$ci dla boha-
terki. Dostrzezony gest zmienia jej nastrdj, a w $lad za tym i generalne nasta-

2 V. Woolf, Do latarni morskiej, cyt. w thumaczeniu E. Gieysztor za: Juszczak, Zastona
w rajskie ptaki, s. 28. Fragment ten w polskim wydaniu, thumaczonym przez K. Klingera
(V. Woolf, Do latarni morskiej, Toruti 2016), znajduje si¢ na s. 193.

3 Juszczak, Zastona w rajskie ptaki, s. 12..
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wienie do toczacego si¢ wydarzenia. Nagle zaczyna ona panowa¢ nad catoscia
imprezy, a wiec osiaggniecie zamierzonego celu nie bedzie wiccej zagrozone.
Wyjasnienie, dlaczego odsuniecie zastony utwierdzito paniag Dalloway w prze-
konaniu, ze przyjecie si¢ uda, tez nie jest trudne. W gescie tym odebrata ona
zapewne, i to na poty nie§wiadomie, symptom dobrej atmosfery toczacego sie
spotkania. Go$¢ wykonat naturalny, nieskrepowany ruch znamionujacy swo-
bode, odprezenie, a nie spiecie, ktore owocowac by mogto np. gniewng reak-
¢ja na faux pas spowodowane niedopilnowaniem przez gospodynie podpiecia
niesfornych zaston*. Aspekt irracjonalny dotyczy samego zwrdcenia uwagi
na to drobne zdarzenie. Jezeli w przypadku Lilly Briscoe problemem byto, jak
rodzi sie btysk spetnienia, to tu pytanie brzmi, dlaczego w okreslonym mo-
mencie kierujemy wzrok akurat w te a nie inng strone? Przeciez gdyby Klarysa
Dalloway nie spojrzata na Ralpha Lyona, jej petna ztych przeczué swiadomosé
jako kreatorki przyjecia nie ulegtaby zmianie.

Epizody z powiesci Virginii Woolf domagaja sie jakiego$ nazwania i do-
okres$lenia. Przede wszystkim wskazac trzeba na szereg taczacych je wspol-
nych cech. Ot6z (1) oba wydarzenia mogly zajs¢ tylko dlatego, ze miaty tem-
poralny charakter, ze czas byt kanwg, na ktérej sie rozwijaty. Nastepnie (2),
oba nakierowane byty na jaki$ cel, ktéry miat wienczy¢ toczacy sie w czasie
proces. Dalej (3), osiagniecie owego celu byto zagrozone. Zagrozenie to zo-
stato jednak (4) zazegnane przez do$¢ naglg zmiane, pozwalajaca na happy
end. Wreszcie (5), sam moment zmiany miat trudne do racjonalnego wy-
jasnienia przyczyny — wtasnie dlatego, ze nastgpit nagle i bez widocznych
zabiegow ze strony bohaterek. Jedyng réznica byta odleglosé, jaka dzielita
obie protagonistki od celu: w przypadku Lilly Briscoe byt to moment tuz
przed ostatecznym spetnieniem, natomiast przyjecie Klarysy Dalloway do-
piero ,ruszato z miejsca” i wcigz jeszcze pozostawato ,w niepewnosci zawie-
szone”. Epizody cechuje réwniez pewna dwustopniowo$¢, pojawiajaca sie
w czasie realizacji zamierzenia (1), czyli dazenia do osiggniecia okreslonego
celu (2). W pierwszym etapie daje o sobie zna¢ impas, niepewno$¢, utrata
wizji drogi prowadzacej do wykonania zadania, a wraz z tym nie najlepszy
stan psychiczny (3). Ta sytuacja zostaje nastepnie w drugim etapie przezwy-
ciezona (4) przez nagte znalezienie rozwigzania (5) czy poczucie, ze wszyst-
ko zmierza we wta$ciwg strone.

Etap pierwszy okresli¢ mozemy jako kryzys, gdyz pojeciem tym nazywa
sie stan niepewnosci, bdélu czy napiecia spowodowany niepewng przysztoscia,

+ Gest ten Juszczak (ibidem, s. 85) interpretuje jako tak naturalny, ze ukazujacy sztucz-
no$¢ spotkania jako rytuatu, co pozwala na objawienie si¢ bohaterce przyjecia jako formy,
ktora powoli zaczyna sie dopetniaé.
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ktdrej zarysow nie da sie jasno odczytaé (3)°. W stanie kryzysu cel (2) traci na
ostro$ci, a $rodki do jego realizacji przestaja by¢ oczywiste. To okres, w kté-
rym Lilly Briscoe nie mogta dokonczy¢ pejzazu, a Klarysa Dalloway dostrze-
gata nadchodzacg mozliwo$¢ towarzyskiej kleski. Etap drugi to oczywiscie
przetom, czyli — zgodnie ze Sfownikiem jezyka polskiego Witolda Doroszew-
skiego — ,moment zwrotny w czym; zwrot, zmiana” (4)°.

Przetom na dwa sposoby moze taczy¢ sie z kryzysem. Z jednej strony,
oba stowa moga oznacza¢ to samo. W starozytnej Grecji (a nastepnie we
wezesnym chrzescijanstwie i w $redniowieczu), mianem kpioic nazywano
ostateczne, nieodwotalne rozstrzygniecie, efekt zaistnienia jednego z dwdch
wzajemnie sie wykluczajacych cztonéw alternatywy: w bitwach zwyciestwa
lub kleski, w medycynie hipokratejskiej wyleczenia lub $mierci, w teologii
wyroku zbawienia lub potepienia na Sadzie Ostatecznym’, czyli to wszyst-
ko, co dzi$ raczej nazywamy przelomem. Z drugiej strony, oba terminy moga
oznaczaé rozne fazy toczacych sie wydarzen. Jesli kryzys polityczny jest za-
tamaniem sie okre$lonej polityki; rzadowy — upadkiem gabinetu w wyniku
udzielenia mu wotum nieufno$ci; parlamentarny - utrata wiekszo$ci przez
partie lub koalicje rzadzacy; naukowy - sytuacja, w ktérej istniejace teorie nie
sa w stanie wyja$ni¢ nowo odkrytych faktow; kultury — okresem, gdy ,naste-
puje upadek dotychczasowych wartosci, a nie wyksztalcaja si¢ jeszcze nowe,
ktore mogtyby zajacé ich miejsce”®, to odnosi sie on do poczatkowego etapu za-
chodzacych zaburzen, z ktérego dopiero po pewnym dtuzszym lub krétszym
czasie znalez¢ mozna jakie$ wyjscie. Kryzys w tym rozumieniu jest czyms$
w rodzaju narastajgcego muru czy innej stopniowo pietrzacej sie przeszkody;
przetom za$ oznacza przebicie si¢ przez owa zapore na drugg strong, ku zato-
zonemu weze$niej celowi®. U Virginii Woolf mamy do czynienia z taka wta-
$nie sytuacja. Przetom to irracjonalna chwila (5), w ktorej kryzys zostaje zaze-
gnany dzieki znalezieniu rozwigzania prowadzacego do dokonczenia obrazu
lub ugruntowaniu si¢ poczucia, ze przyjecie bedzie udane. Taki szczegolny
moment traktowano w Grecji jako wkroczenie innej niz zwyczajna odmiany

5 R. Kosseleck, Einige Fragen an die Begriffsgeschichte von ,Krise”, w: Uber die Krise.
Castelgandolfo-Gesprdche 1985, red. K. Michalski, Stuttgart 1986, s. 64.

¢ [Hasto:] Przetom, w: Stownik jezyka polskiego, red. W. Doroszewski, <https://sjp.
pwn.pl/doroszewski/przelom;5484156.html> [dostep: 2 maja 2019].

7 Kosseleck, Einige Fragen an die Begriffsgeschichte von ,Krise”, s. 64-65.

§ [Hasto:] Kryzys, w: Nowa encyklopedia powszechna PWN, Warszawa 1998, t. 3,
s. 586.

® H.G. Evers, Historismus, w: Historismus und bildende Kunst, red. L. Grote, Miin-
chen 1965 (= Studien zur Kunst des 19. Jahrhunderts, t. 1), s. 30.
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czasu. Czas linearny; ciagly, xpovoc, otwierat si¢ na jednostkows, niepowta-
rzalng mozliwoé¢, na cudowny zbieg okolicznosci — na katpoc™.

Opisane przez Virginie Woolf epizody dotyczyly jednostkowych proble-
mow z procesem tworczym. Impas w malowaniu obrazu czy organizacji przy-
jecia byt stanem kryzysowym, z ktorego jedynym wyj$ciem byto nieoczekiwa-
ne objawienie sie rozwigzania czy pewnosci, ze wszystko idzie we wtasciwym
kierunku. Przetom wigzat sie w tych przypadkach w sposéb konieczny z po-
przedzajacym go kryzysem. Bo gdyby wszystko toczyto si¢ normalnie, przy-
jecie i obraz zrealizowane zostatyby w zwykltym, wypetnionym praca czasie
—w chronos, kiedy to nie ma miejsca na przestoje, zatamania i niepewnos¢,
a w konsekwencji i na zaistnienie kairos".

II

W historii sztuki bardziej znaczace niz jednostkowe przypadki artystow
sa przetomy zwigzane z procesami dziejowymi. Mys$leniem takim naznaczyt
refleksje nad tworczo$ciag Giorgio Vasari, gdy pisat:

Ten sam dtug, jaki maja malarze wobec natury, [...] musimy mie¢ wobec Giotta,
florenckiego malarza. Gdy wskutek tylu niszczacych wojen zanikto dobre malar-
stwo, Giotto sam jeden, cho¢ jeszcze urodzony w epoce niedoteznych artystow,
dzieki darowi otrzymanemu od Boga, malarstwo ze zlej drogi zawrdcit i do takiego
doprowadzit stanu, ze mogto by¢ nazwane dobrym.

Zaiste byt to wicelki cud, ze 6w wiek surowy i nieudolny wyksztatcit Giotta tak, iz
dzieki niemu rysunek, o ktérym ludzie owych czaséw mato lub zadnego nie mieli
pojecia, ozyt z powrotem'2.

Przetom - ,cud” - uczyniony przez Giotta nazwat Vasari odrodzeniem,
nadajac stowu rinascita znaczenie momentu przemiany — chwili, w ktorej
niewatpliwie dat o sobie zna¢ kairos. Dzigki owemu przetomowi w kolejnych
dziesiecioleciach mogto doj$¢ do stopniowego doskonalenia sie sztuki, kul-
minujgcego w perfezzione wieku XVI'3:

10 S, Bielecki, Kairos (1), w: Encyklopedia Katolicka, t. 8, Lublin 2000, szp. 334.

"W Corpus Hippocraticum czytamy: ,,chronos jest tym, w czym mie$ci si¢ kairos, ka-
iros za$ tym, w czym kryje sie niewiele chronos”, cyt. za: G. Agamben, Czas, ktéry zostaje.
Komentarz do ,,Listu do Rzymian”, thum. S. Krélak, Warszawa 2009, s. 85.

12 G. Vasari, Zywoty najstawniejszych malarzy, rzeZbiarzy i architektéw, thum. K. Est-
reicher, Warszawa-Krakéw 1985, t. 1, s. 282.

138 H. Karge, Renaissance. Aufkommen und Entfaltung des Stilbegriffs in Deutschland
im Zuge der Neorenaissance-Bewegung um 1840, w: Neorenaissance — Anspriiche an
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Chociaz Cimabue dat jakby pierwszy bodziec w sztuce malarskiej, to jednak jego
uczen Giotto, godng pochwaty ambicja poruszony, a wspomagany przez niebo i na-
ture, jest tym, co wyzej sicgnat mysla i uchylit drzwi prawdy. Potem inni doprowa-
dzili ja do tej znakomitos$ci, jaka btyszczy w naszym wieku'.

Mysl, ze sztuka moze sie podnie$¢ z upadku - czy to dzigki jednemu czto-
wiekowi, czy za sprawg czynu zbiorowego — powracata wielokrotnie w kolej-
nych wiekach. W jej cieniu krylo sie tez pytanie, czy owej przemiany mozna
dokona¢ wtasnymi sitami, czy jedynie w jakim$ nadarzajacym sie szcze$li-
wym momencie. Heinrich Hiibsch w roku 1828 w swej programowej bro-
szurze W jakim stylu powinnismy budowac? pisat o zwyczajnym wysitku
wielu twdrcow: ,Malarstwo i rzezba porzucity w ostatnim czasie martwe na-
$ladownictwo antyku. Jedynie architektura nie stata si¢ jeszcze petnoletnia
i kontynuuje nasladowanie stylu antycznego”'®. Natomiast prawie sto lat poz-
niej Wassily Kandinsky akcentowat role jednostki dziatajacej w kairos:

W mrokach gubig sie pierwsze przyczyny naszego posuwania sie ,w pocie czota”
naprzod i w gore. Pomimo cierpien, poprzez zto i udreczenie. Kiedy z wysitkiem
osiggamy jaki$ etap, usungwszy z drogi lezace na przeszkodzie skaty, widzimy, ze
jaka$ niewidzialna a zta reka ustawia na drodze nowe glazy. Nickiedy zasypuja one
szlak catkowicie, az si¢ zupetnie zatraca. Wtedy niezawodnie przyjdzie cztowick,
jeden z nas, niby we wszystkim do nas podobny, posiadajacy jednak w sobie ukry-
tg, tajemna moc ,wizji”. Widzi i ukazuje'®.

Zapoczatkowane przez Vasariego pojmowanie przetomu w sztuce zakta-
dalo istnienie jakiej$ ztej sytuacji, podobne do impasu w jednostkowej twor-
czo$ci. Ten stan mogt zostaé przezwyciezony jedynie za pomoca radykalnego
wyjécia z dotychczasowego uktadu. Jednocze$nie éw negatywnie oceniany
stan mogt by¢ czyms$ wiecej niz kryzysem — upadkiem, a wiec zupetna zapa-
$cig. W taki sposob Vasari opisywat §redniowiecze. Hiibsch widziat otaczajaca
go architekture moze w mniej ciemnych barwach, Kandinsky za$ niewatpli-
wie rozumowal w kategoriach kryzysu. Switajaca przemiane postrzegat jako
odejscie od dziewietnastowiecznego historyzmu i akademizmu oraz charak-
terystycznego dla lat przed rokiem 1900 dekadentyzmu'. Tak czy inaczej

einen Stil. Zweites Historismus-Symposium Bad Muskau, Dresden 2001 (= Muskauer
Schriften, t. 4, red. W. Krause, H. Laudel, W. Nerdinger), s. 40-41.

4 Vasari, Zywoty najstawniejszych malarzy..., s. 230.

15 H. Hiibsch, In welchem Style sollen wir bauen?, Karlsruhe 1828, s. 1.

16 W, Kandynski, O duchowosci w sztuce, ttum. S. Fijatkowski, £6dz 1996, s. 28.

7 Ibidem, s. 23. Na temat dekadentyzmu: M. Porebski, Ikonosfera, Warszawa 1972,
s. 242-243.
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jednak sprzezenie przetomu jako ratunku ze stanem go poprzedzajacym jako
czyms$ niepozadanym wskazuje, ze pojecie zasadniczej przemiany funkcjono-
wa¢ moglo jedynie w obrebie systemu aksjologicznego dopuszczajacego ist-
nienie dobrej i ztej sztuki, normy i antynormy, prosperity i dekadencji.

Wydobycie sie z okéw niewta$ciwej tworczosci widziano zasadniczo
jako zadanie czysto artystyczne, mozliwe do realizacji przez okreslong gru-
pe czy tez przez grupe i obdarzonego specjalnymi przymiotami przewodni-
ka, wspomaganych przez kairos. Ale w XX wieku pojawilo sie jeszcze inne
przekonanie, ze przelomu mozna dokonaé moca rozstrzygnieé politycznych.
Gdy Wtodzimierz Sokorski na poczatku roku 1950 stwierdzat: ,Epigoni for-
malistycznych szkot w plastyce usitowali w swoim czasie przeprowadzié teze,
ze istniejacy kryzys w malarstwie wynika z przezycia sie dotychczasowych
konwencji plastycznych”!®, wskazywatl zaréwno na istnienie jakiego$ stanu
niepozadanego, jak i na prawdziwych winowajcéw. Tym samym jasno okre-
$lal, ze jedynym rozwigzaniem sytuacji moze by¢ zadekretowanie ,wtasciwe;j”
sztuki, bo zar6wno zazegna to istniejacy kryzys, jak i zmiecie niepotrzebnych,
macacych ,epigonéw”.

Vasari byt §wiadomy, ze stan doskonalo$ci w sztuce nie jest wieczny, ze
kultura rozwija sie cyklicznie, co moze skonczy¢ sie kolejnym upadkiem!.
Nieco podobnie rozumowat péttora wieku po nim Giambattista Vico, przyj-
mujac, ze bieg kultury (corso) moze prowadzi¢ do jakiego$ wyczerpania, po
ktérym pojawia sie nawr6t barbarzynstwa (ricorso), bedacy de facto odrodze-
niem - poczatkiem innego cyklu (tak jak po koncu Imperium Rzymskiego
nastato chrze$cijanskie $redniowiecze)?. Kandinsky pisat, ze ,dzieto sztuki
jest zawsze dzieckiem swego czasu”?!, a wigc nie zakladat, Ze jakikolwiek
przetom dokona ostatecznych rozstrzygnie¢ w dziedzinie tworczosci. I przez
jego poglady przebijata koncepcja kryzysu jako stanu powtarzalnego, wynika-
jacego z nieustannych przemian w ludzkiej historii*2. My$l taka rozwijat juz
w XIX wieku Jakob Burckhardt, traktujac kryzysy jako kolejne ,wezty rozwo-
ju” — momenty, w ktérych dochodzito do wymiany dawnego systemu warto-
$ci na nowy. Zatamania takie nigdy nie konczyty sie jednak - jego zdaniem
- nastaniem takiej formacji kulturowej czy politycznej, ktora nie podlegataby

18 'W. Sokorski, Kryteria realizmu socjalistycznego, w: Czas debat. Antologia krytyki
artystycznej z lat 1945-1954, t. 2.: Realizm i formalizm, oprac. A. Pietrasik i P Stodkowski,
Warszawa 2016, s. 386.

19 Vasari, Zywoty najstawniejszych malarzy..., s. 221.

20 G. Vico, Nauka nowa, ttum. J. Jakubowicz, Warszawa 1966, 393 (s. 178-179) i 1046
(s. 553); idem, La scienza nuova, Milano 1959, s. 166-167 i 509.

21 Kandynski, O duchowosci w sztuce, s. 23.

22 Kosseleck, Einige Fragen an die Begriffsgeschichte..., s. 68.
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juz dalszym przemianom?. Natomiast rewolucjonisci — poczynajac od Ro-
bespierre’a - w wyniku swoich dziatan oczekiwali nadej$cia przetomow osta-
tecznych, definitywnie rozwiazujacych wszystkie problemy cztowieka?*. Tak
wladnie postrzegaé trzeba zadekretowanie realizmu socjalistycznego w Polsce
w samym koncu lat 40. XX wieku. Miejsce kairos zajeta historycystyczna ko-
nieczno$¢ dziejowa?®.

Dla artystdéw, ale i dla politykéw, sztuka ma jasno okre$lony wymiar aksjo-
logiczny. Jest dobra albo zta, nowatorska lub epigonska, wtasciwa ideologicz-
nie lub nie. W tej sytuacji duze znaczenie dla opisu jej kondycji maja pojecia
postepu, doskonato$ci oraz kryzysu, dekadencji i upadku. Przetom postrzega-
ny jest jako zmiana na lepsze, moment wyjs$cia z jakiej$ zapasci lub impasu.
Oczywiscie jako$¢ takiej zmiany nigdy nie bedzie absolutna i ostateczna. Jako
efekt okreslonego programu artystycznego lub politycznego bedzie warto$cio-
wana pozytywnie przez zwolennikéw danej formacji myslowej. Przeciwnik
historyzmu nie bytby w stanie zaakceptowaé¢ Rundbogenstilu Hiibscha, po-
dobnie jak za realizmem socjalistycznym opowiedzie¢ sie mogt albo zwolen-
nik stalinizmu, albo kto$ przynajmniej widzacy w tym zysk dla siebie.

III

Odkad Alois Riegl dokonat relatywizacji ocen dawnych epok stylowych,
wprowadzajac ich réwnouprawnienie, problem kryzysow i przetoméw musiat
albo znikna¢ z historii sztuki, albo zyska¢ nowe, nieaksjologiczne umoco-
wanie. Jednoczes$nie upora¢ si¢ trzeba bylto z kategorig ciggtego rozwoju, nie-
przerwanego strumienia ludzkich pokolen, tworzacych coraz to inne dzieta,
ale przy tym korzystajacych ze zdobyczy swych przodkéw. Bo skoro - jak to
ujmowal Henri Focillon - formy wioda swe wtasne zycie, wyrastajac jedna
z drugiej, to czy mozliwe sg jakie$ nieciggtosci, skoki i zatamania w toczacym
sie nieprzerwanie nurcie ich przemian? Jesli w malarstwie Rembrandta ,zyje
obfito$¢ Rembrandtowskich szkicéw” i dzieta wezedniejsze, ktére doprowa-
dzity do uksztattowania si¢ jego stylu, a takze widoczne sa zapowiedzi prac
pozniejszych?®, to jak wyznaczy¢ chwile kryzysu?

23 Z. Kuderowicz, Biografia kultury. O pogladach Jakuba Burckhardta, Warszawa 1973,
s. 135-140.

24 Kosseleck, Einige Fragen an die Begriffsgeschichte...,s. 72.

25 K.R. Popper, Nedza historycyzmu, Warszawa 1989, s. 29-34.

26 H. Focillon, Swiat form, thum. A. Oledzka-Frybesowa, w: Antologia wspélczesnej
estetyki francuskiej, red. I. Wojnar, Warszawa 1980, s. 249.
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Dla Focillona problem taki nie istniat, gdyz uznawat on, ze nurt stale roz-
wijajacej sie sztuki byt ustrukturyzowany w kolejne formacje stylowe, mick-
ko przechodzace jedna w druga i kazdorazowo ztozone z czterech faz: ekspery-
mentdéw i poszukiwania, klasycznej, wyrafinowania i baroku?’. Powtarzajace
sie cykle zabezpieczaty przed mozliwymi zatamaniami czasu chronologiczne-
g028. Zupelnie inaczej widziat to zagadnienie Max Dvorak w studium o sztuce
braci van Eyckéw?. Z jednej strony nie ulegato dla niego watpliwos$ci, ze Jan
van Eyck dokonat przetomu w malarstwie, uzyskujac w swych obrazach taki
poziom naturalizmu, jakiego nikt przed nim nie osiggnat. Z drugiej jednak
- i to stanowito gtéwny trzon rozprawy Das Rdtsel der Kunst der Briider van
Eyck — nowy styl byt efektem dtugiego procesu rozwojowego, zapoczatkowa-
nego recepcja sztuki wloskiej XIV wieku we Francji i powstaniem tzw. sztuki
franko-flamandzkiej. Rewolucja okazata si¢ ewolucja®.

Rozstrzygniecie Dvotdka przypomina paradoks sformutowany przez Ary-
stotelesa na koncu Analityk wtérych. Podczas walki zdarza sie, pisat Stagiry-
ta, ze ,gdy wszyscy uciekaja, jeden si¢ zatrzyma, to znowu inny i znowu inny,
az sie dojdzie do poczatkowego szyku”?!. Cho¢ w bitwie nastepuje przetom,
trudno powiedzieé, obserwujgc na biezaco jej przebieg, w ktérym konkretnie
momencie ucieczka zotierzy zamienita sie w ich powr6t do boju. O tym, ze
w akcji zbrojnej nastgpit decydujacy zwrot, mozemy zawyrokowac jedynie ex
post. Podobnie w sztuce: przyjmujac jej historyczna nature i $ledzac jej prze-
miany w nastepstwie czasowym, odnotowywaé bedziemy mogli wytacznie
ewolucje. Mniej lub bardziej radykalne zmiany dostrzec mozna tylko z wyz-
szego punktu patrzenia, z ktérego widaé¢ pewne zamkniete catostki, wyodreb-
niajace si¢ w toczacym sie nurcie, i z dziejowego dystansu, kiedy nabieraja
cech jeszcze wyrazistszych. Czasami nawet, zwtaszcza gdy patrzymy na zga-

27 Ibidem, s. 258-259.

28 H. Belting, Das Ende der Kunstgeschichte. Eine Revision nach zehn Jahren, Miin-
chen 2005, s. 145-146.

29 M. Dvotak, Das Rdtsel der Kunst der Briider van Eyck, Miinchen 1925.

30 L. Kalinowski, Max Dvofdk i jego metoda badari nad sztukg, Warszawa 1974,
s. 17-21; A. Rosenauer, Das Rdtsel der Kunst der Briider van Eyck — Max Dvofdk und seine
Stellung zu Wickhoff und Riegl, w: Wien und die Entwicklung der kunsthistorischen Metho-
de, red. S. Krenn, M. Pippal (= Akten des XXV, Internationalen Kongresses fiir Kunstge-
schichte, Wien, 4.-10. September 1983, red. H. Fillitz, M. Pippal, t. 1), Wien-Koln-Graz 1984,
s. 45-52; H. Aurenhammer, Max Dvoidk (1874-1921). Von der historischen Quellenkritik zur
Kunstgeschichte als Geistesgeschichte, w: Osterreichische Historiker. Lebensliufe und
Karrieren 1900-1945, red. K. Hruza, Wien-Koln-Weimar 2012, t. 2, s. 185-190.

31 Arystoteles, Analityki wtére, ttum. K. Le$niak, Warszawa 1990 (= Arystoteles, Dzieta
wszystkie, t. 1), 11, 100a (s. 326).
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ste cywilizacje, ktérych historii zrekonstruowac nie potrafimy z braku wystar-
czajacej liczby zrodet, pozostaje jedynie $lad jakiej$ blizej nieznanej zmiany;
zapisany w nowej formie przetrwatych artefaktow. George Kubler pisat:

Kroniki sztuki jak i kroniki bohaterskich czynéw odnotowuja bezposrednio zale-
dwie gar$¢ doniostych momentow, ktére wydarzyty sic w historii. Gdy prébujemy
zbada¢ klase tych wielkich momentéw przesztosci, okazuje sie, ze nie mozemy
ich dostrzec. Ging nam z oczu jak wygaste gwiazdy. Ich $wiatto przestato do nas
dociera¢. Wiemy o ich istnieniu jedynie po$rednio, na podstawie $§ladow zaktocen,
jakie spowodowaty, na podstawie zwietrzatych okruchéw materii, jakie pozosta-
wity na swej drodze®?.

Historia badajaca procesy dziejowe z jednej strony wydobywa momenty
szczegoOlne, przetomowe, a z drugiej — odnajduje ich geneze. Badacz, konstato-
wat Jurij Eotman,

[...] spoglada na zdarzenie wzrokiem skierowanym z terazniejszoéci ku przeszto-
$ci. Spojrzenie to ze swej natury transformuje przedmiot opisu. Obraz, chaotycz-
ny dla zwyktego obserwatora, w rekach historyka zostaje wtornie zorganizowany.
Whasciwoscia jego pracy jest to, iz za punkt wyjscia bierze on nieuchronnosé tego,
co si¢c wydarzyto. Ale twdrcza aktywno$¢ historyka przejawia sie w czym$ innym:
z obfitosci zachowanych przez pamie¢ faktéw konstruuje on sukcesywna linie,
ktdra z najwicksza pewnoscig prowadzi do tego koncowego punktu [czyli do mo-
mentu przefomowego - W.B.]33.

Dla Dvoiika w okresie, gdy pisat o braciach van Eyck, rewolucja byta tylko
jaka$ ,fatdg” na gtadkim nurcie cigglej, autonomicznej, wewnatrzartystycz-
nej ewolucji stylu. Przetom nie wymagat wczeé$niejszego pojawienia si¢ stanu
kryzysowego. Jednak kilka lat p6zniej uczony stwierdzit definitywnie, ze rady-
kalna zmiana w sztuce zawsze byta wywotywana przez przyczyny zakorzenio-
ne w sferze ludzkiej mysli, a doktadniej — w obrebie $wiatopogladéw?*. Mogty
one albo prowadzi¢ do zastapienia jednej formacji duchowej przez druga bez
znamion kryzysu, albo do zatamania si¢ dotychczasowego systemu kultury.
Pierwszy przypadek zaszedl, gdy rodzita sie sztuka chrzescijanska. Miat on
przebieg trwajacego przez trzy wieki ksztaltowania sie i zwyciestwa nowego

8 G. Rubler, Ksztatt czasu. Uwagi o historii rzeczy, thum. J. Hotéwka, Warszawa 1970, s. 64.

38 J Lotman, Kultura i eksplozja, thum. B. Zytko, Warszawa 1999, s. 47-48.

34 Kalinowski, Max Dvordk i jego metoda badari nad sztukg, s. 22-32; J. Bako$, Die epi-
stemologische Wende eines Kunsthistorikers, w: L’Art et les révolutions, Section 5: Révo-
Iution et évolution de I'Histoire de I'Art de Warburg a nos jours, red. H. Olbrich, Strasbourg
1992, s. 43-72; Aurenhammer, Max Dvoidk, s. 194-200.
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rodzaju twoérczos$ci, catkowicie odwracajacej sie od antycznego naturalizmu
i kultu cielesnosci w strone spirytualizmu. Ewolucja znéw przyniosta rewolu-
cje, ale tym razem nie byta ona interpretowana jako zjawisko autonomiczne,
przebiegajace wewnatrz samej sztuki, lecz jako wywotane przyczynami ze-
wnetrznymi. Dvordk argumentowat:

Fakt, ze malarstwo katakumbowe mogto si¢ posungé tak daleko, wynikat z trans-
cendentnego $wiatopogladu chrzescijaniskiego, umozliwiajgcego artystom catko-
witg rezygnacje z materialnego, zmystowego dziatania i prawidtowosci natury. Ten
radykalizm doprowadzit - nie stopniowo, lecz od samego poczatku - do ostrego
przeciwstawienia malarstwa katakumbowego éwczesnej sztuce poganskiej. W an-
tymaterializmie jej nowych kierunkéw znalazto chrzescijanstwo poglad na sztuke
dajacy sie pogodzié z chrzescijanskim stosunkiem do $wiata3®.

Drugi przypadek wigzat sie z manieryzmem. To zjawisko w sztuce, na
poczatku XX wieku wciaz w przewazajacej mierze postrzegane negatywnie,
Dvoték zinterpretowat jako kryzys wywotany zwatpieniem w racjonalistycz-
ne poglady dojrzatego renesansu. Kryzys ten oznaczat jednocze$nie - jego zda-
niem — pozytywny zwrot w stron¢ warto$ci duchowych, w strong idealizmu.
Nie zostal on rozstrzygniety w XVI wieku ani w kolejnych stuleciach, gdyz
W tym czasie znow przewazaty tendencje racjonalistyczne®. Odrodzit si¢ jed-
nak po pierwszej wojnie $wiatowej wraz z nurtem ekspresjonistycznym i tym
razem prowadzi¢ miat - wedlug badacza - do radykalnego przetomu $wiato-
pogladowego. Analizujac cykl graficznych portretéw Kamilli Svobody Oskara
Kokoschki z roku 1920, uczony stwierdzat:

Tak wigc Wariacje Kokoschki stoja ciggle pomiedzy dwoma okresami; reprezen-
tuja one punkt zwrotny, owoc dawniejszego rewolucyjnego momentu, a jednocze-
$nie sa krokiem ku przysziemu krolestwu nowego niemieckiego idealizmu, ktory
nie bedzie ufundowany na $wiecie zmystowym, lecz bedzie czerpat swe formy ze
sfery duchowej?’.

35 M. Dvotak, Malarstwo katakumbowe. Poczgtki sztuki chrzescijaniskiej, thum.
E. Dwornik-Gutowska, A. Porebska, w: Max Dvofdk i jego teoria dziejéw sztuki, oprac.
L. Kalinowski, Warszawa 1974, s. 35.

36 M. Dvoiak, El Greco i manieryzm, thum. A. Porebska, w: Max Dvofdk i jego teoria
dziejéw sztuki, s. 555-556 1 562-563; W. Batus, Max Dvo¥fdk oglgda Tintoretta, w: idem,
Efekt widzialno$ci. O swoisto$ci widzenia obrazéw, granicach ich odczytywania i antropo-
logicznych aspektach sztuki, Krakow 2013, s. 33-36.

37 M. Dvoiak, Foreword to ,Oskar Kokoschka: Variations on a Theme” (1921), thum.
H. Mathews, w: The Expressionist Turn in Art History. A Critical Anthology, red. K.A. Smith,
London-New York 2017, s. 234.



334 WojciecH Barus

Zupetnie inaczej problem przetomu rysowat si¢ w koncepcjach przyjmuja-
cych cykliczne nastepowanie po sobie pewnych faz rozwojowych. Mieczystaw
Porebski, wierzac w istnienie rytméw generacyjnych, stwierdzat, ze kazde po-
kolenie najpierw okresla swe poglady wzgledem zastanych idei, a nastepnie
dokonuje ich sprawdzenia w praktyce. Stad - jego zdaniem - biora si¢ wystg-
pujace co kilkanas$cie lat przesilenia znamionujace wejscie na scene nowych
ludzi lub proby przeformutowania przez starych ich dotychczasowych zapa-
trywan. Efektem jest ,zstepujacy i wstepujacy rytm ostrych, spektakularnych
kryzyséw, ktore obfituja w przetomowe wydarzenia polityczno-spoteczne”3s.
I w tym przypadku kryzysy i przetomy byty traktowane obojetnie z aksjolo-
gicznego punktu widzenia. Porebski widziat je wytacznie jako przejawy zmia-
ny myslenia charakterystycznego dla kolejnych pokolen tworcéw kultury:.

Historyczna perspektywa patrzenia na sztuke przyniosta zatem jeszcze
inne rozumienie przetomu. Po pierwsze, odej$cie od warto$ciowania epok
i stylow z uwagi na ich artystyczne walory i program ideowy w skrajnosci wy-
eliminowato z procesu dziejowego ,zta” sztuke, a w konsekwencji - takze czasy
kryzysu i upadku. Wraz z konicem historycznej aksjologii zniknat tez problem
celu, ku ktoremu sztuka miataby zmierza¢. Tym samym pozostato jedynie
notowa¢ zmiany, a wiec opisywaé, jak nowa formacja wchodzita na miejsce
dawniejszej. Kryzys mogt sie ostaé co najwyzej jako kategoria analityczna sto-
sowana do pewnego waskiego zjawiska o okreslonym programie estetycznym,
a wiec jako narzedzie catkowicie lokalne, pozbawione wszelkich uniwersal-
nych odniesien (np. kryzys akademizmu), lub jako element cyklu rozwojo-
wego w koncepcjach zaktadajacych rytmicznos¢ proceséw dziejowych. Takze
nagte, nieoczekiwane zmiany prowadzace do szybkiego wyksztatcenia si¢ no-
wego nurtu lub stylu (np. pojawienie sie gotyku w Ile-de-France w XII wieku)
interpretowano jako szczegolng odmiane kryzysu. Jan Biatostocki nazwat ja
za Carlem Friedrichem von Weizsiackerem ,fulguracja”*.

Po drugie, przetomy ulegly swoistej relatywizacji wraz z potraktowaniem
przesztosci jako cigglego, nieprzerwanego strumienia toczacych sie wyda-
rzen. Patrzac z oddalenia, taki materiat historyczny mozna byto porzadko-
waé na rézne sposoby. Przywotany juz Kubler wskazywat, ze te same dzieta
da sie przyporzadkowac¢ do réznych wigzek dziejowych proceséw (np. kosciot
Il Gest raz znamionowaé bedzie poczatek nowego typu $wiagtyni jezuickiej,
drugi raz - ogniwo w rozwoju nowozytnej architektury sakralnej, innym znéw

38 M. Porebski, Rytmy historii, w: idem, Interregnum. Studia z historii sztuki polskiej
XIX i XX w., Warszawa 1975, s. 273.

3 7. Biatostocki, Kryzysy w sztuce, w: Kryzysy w sztuce. Materialy sesji Stowarzysze-
nia Historykéw Sztuki, Lublin, grudzier: 1985, Warszawa 1988, s. 20-21.
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razem - element w ciggu budownictwa murowanego)*. Ich przetomowy cha-
rakter moze sie¢ uwidacznia¢ w jednych ciggach, a w innych nie mie¢ zadnego
znaczenia. Jak pisat Lotman: ,Kultura jako ztozona catos¢ sktada sie z warstw
o réznym tempie rozwoju, tak ze kazdy jej synchroniczny przekrdj ujawnia
jednoczesna obecno$é rozmaitych jej stadiéw. Eksplozje w jednych warstwach
mogg wspotistnieé ze stopniowym rozwojem w innych”+!.

Po trzecie, przetomy traca znaczenie wraz z procesami ,normalizacji”. Do-
poki traktujemy jaka$ epoke, jakis$ typ kultury lub rodzaj sztuki jako wyroz-
niony, znajdujemy si¢ w sytuacji podobnej do Vasariego: uznamy go albo za
szczegllnie warto$ciowy, albo za godny nagany. Dvoidk nie potepiat antyku,
wiec przej$cie od poganskiej sztuki rzymskiej do chrzescijanskiego malarstwa
katakumbowego byto dla niego procesem pozbawionym oceny w kategoriach
lepszy — gorszy. Natomiast, poniewaz w manieryzmie dostrzegat poczatki bli-
skiej mu idealistycznej postawy, w artykule o Kokoschce wyraznie wrdcit do
schematu znanego z Zywotéw: stan niepozadany, oceniany negatywnie (pla-
ski, naukowy racjonalizm) na jego oczach ulegat pozytywnej zmianie dzieki
przetomowi ekspresjonistycznemu. Gdy jednak potraktujemy manieryzm
jako normalny element dziejow, jego wyrdzniony charakter automatycznie
zniknie. Zachodzi tylko pytanie, czy taka normalizacja zawsze powinna mie¢
miejsce? Bo jesli tak, to co przyszta historia zrobi z wystgpieniami typu So-
korskiego i z przetomami w rodzaju zadekretowania socrealizmu?

v

Podsumowujgc: w tworczo$ci indywidualnej przetomy powigzane sa
z kryzysami i dotycza wyjécia z impasu, a wicc znalezienia na powr6t drogi
prowadzacej do realizacji celu. Czesto to odnalezienie drogi nastepuje w spo-
s6b nagty, w jakim$ momencie szczegélnym, ktéry Grecy nazywali kairos.
Przemiany w sztuce rozpatrywanej en bloc dokonuja sie réwniez dzieki wy-
znaczeniu jakiego$ celu twoérczosci, co zawsze zachodzi na jakim$ podtozu
aksjologicznym. Przetomy takie mogg by¢ albo przezwyciezeniem kryzysu,
albo wyjséciem ze stanu upadku lub dekadencji, czyli zawsze ze stanu warto-
$ciowanego negatywnie. Osobnym casusem jest oczywi$cie polityczne zade-
kretowanie zmiany, zawsze majace znamiona gwattu na kulturze. Wreszcie
w naukowej historii sztuki przetom nie musi sie wigza¢ z kryzysem. Jest on
postrzegany relatywnie. Ale dlatego dzieje mozna wcigz na nowo przepisywac.

40 Rubler, Ksztatt czasu, s. 54-63.
4 ¥otman, Kultura i eksplozja, s. 41.
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TURNING POINTS, CRISES, EVOLUTIONS
Summary

When Aristotle asked at what particular moment we can say that an army is fleeing,
which is certainly not when individual soldiers start leaving the battlefield, he formulat-
ed a problem that is important also for today’s art history: are there any moments in the
history of art that can be called turning points? In individual artistic careers, such points
are related to crises, allowing the artist to overcome an impasse and find a way toward
reaching a goal. Quite often, such a turn occurs suddenly, at some particular moment
which ancient Greeks called the kairos. The changes in art approached en bloc also hap-
pen thanks to the background of values and some goal of artistic creation. A turning
point may imply overcoming a crisis or a period of decline and decadence - always a state
of affairs defined in negative terms. A separate case is definitely a political decree that
triggers off a change, which implies violence committed on culture. Finally, in academic
art history a turning point may be related not only with a crisis, but also with evolution.
It’s perception is relative, but because of that the history of art can be rewritten.

Keywords:
turning point, crisis, evolution, kairos, methodology of art history
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MICHARA WALICKIEGO I JULIUSZA STARZYNSKIEGO
DZIEJE SZTUKI POLSKIEJW 1 RZECZYPOSPOLITE].
ZACHOD, POLSKA, WSCHOD*

Odzyskanie niepodlegtosci w roku 1918 postawito polskg nauke przed
wyzwaniami o zasadniczym charakterze, zar6wno instytucjonalno-organiza-
cyjnymi, jak i odnoszacymi sie do kierunkéw i celéw badawczych dyscyplin
naukowych. Dobrze zorganizowana, skuteczna na polu badan i ksztalcenia
nauka byla nicodzownym skiadnikiem suwerennego panstwa, zajmujac
osobne miejsce wérdd innych narodowych kultur naukowych.

Historycy sztuki jeszcze przed zakonczeniem Wielkiej Wojny wskazywali
na najbardziej palace zadania i cele swej dyscypliny. Jednym z najwazniejszych
postulatéw byta inwentaryzacja zabytkow sztuki i architektury, m.in. jako na-
rzedzie scalenia dziedzictwa artystycznego na terytorium odrodzonego pan-
stwa, dziedzictwa dotad rozproszonego, rozdzielonego granicami zaborczych
mocarstw i w rezultacie nieuchwytnego jako cato$¢!'. Na porzadku dnia stata

* Artykul niniejszy jest opatrzonym przypisami zapisem odczytu wygtoszonego na
sesji urzadzonej z okazji 100-lecia historii sztuki na Uniwersytecie Poznanskim w dniu
17 maja 2019 roku. Gtéwne jego zadanie polega na identyfikacji — w obszernej i wielowar-
stwowej narracji syntezy — wymienionych w podtytule watkéw problemowych oraz ich ar-
gumentacyjnej oprawy. Ich zwiazki z zyciem intelektualnym, artystycznym i politycznym
II Rzeczypospolitej oraz kwestia przyjetych przez autoréw dzieta zatozen teoretyczno-me-
todologicznych zostaty w ograniczonych ramach opracowania zaledwie zasygnalizowane —
moze stang sie podnieta do pogtebionych badan nad wciaz stabo rozpoznang historiografia
artystyczng okresu miedzywojennego. Zob. tez uwagi konicowe w niniejszym artykule.

I Pierwszy programowy krok w tym kierunku poczyniony zostat juz w roku 1917 w wy-
powiedziach szeregu polskich historykéw sztuki, ktore stanowity odpowiedz na ankiete
Kasy Mianowskiego, spotecznej instytucji powotanej w koncu XIX wieku do wspierania
nauki. Ogloszone one byly w tomie 1 czasopisma ,Nauka Polska”, ktérego kolejne roczniki
beda przez caly okres dwudziestolecia forum wymiany mysli o stanie nauki w Polsce. Hi-
storycy sztuki goscili czesto na tamach tego periodyku. We wspomnianym tomie 1 ,pisali
[oni] nie tyle o tredci, ile o organizacji nauki, o potrzebach praktycznych, bibliotece, czaso-
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tez — niezaleznie od dalekiej przeciez perspektywy zinwentaryzowania cato$ci
- kwestia syntezy sztuki polskiej, a takze powszechnej. Synteza bowiem trak-
towana byta jako sprawdzian dojrzatosci i sprawnosci nauki, i w tym sensie
oraz w sensie rekonstrukeji i reprezentacji dorobku artystycznego kraju przy-
pisywano syntezie funkcje legitymizujaca byt panstwowy?.

Doj$cie do urzeczywistnienia opracowan syntetycznych nie bylo tatwe.
Historia odpowiednich przedsiewzie¢ w tym zakresie jest osobnym zagadnie-
niem. Z pewnoscig mozna stwierdzié, ze najambitniejszym, najbardziej mia-
rodajnym, pod niejednym wzgledem inspirujacym i dzi$ osiggnieciem jest tu
wspdlne dzieto dwdch utalentowanych, ledwie trzydziestoletnich, badaczy
warszawskich — Michata Walickiego i Juliusza Starzynskiego®. Pierwsza jego
edycja stanowita osobng, ale integralna cze$¢ przettumaczonej na jezyk polski
Geschichte der Kunst Richarda Hamanna. To wspdlne opracowanie ukazato
sie wroku 1934 (il. 1). Dwa lata pdzniej synteza warszawskich autoréw zosta-
ta wydana jako samodzielna pozycja ksigzkowa (il. 2)*.

pismach, wydawnictwach, a nade wszystko o inwentaryzacji zabytkéw |...]” (]. Biatostocki,
Historia sztuki, w: Historia nauki polskiej, t. IV: 18631918, cz. 3, red. Z. Skubata-Tokar-
ska, Wroctaw i in. 1987, s. 699-702, tu s. 700).

2 Problem syntezy zdecydowanie poruszyt T. Szydtowski, O zadaniach polskich histo-
rykoéw sztuki, ,Przeglad Wspotczesny” 1923, 2(5), s. 267-280, tu s. 271 n. Zob. tez S. Tom-
kowicz, Uwagi o potrzebach nauki polskiej w zakresie historii sztuki, ,Nauka Polska” 1918,
1, s. 433-438, tu s. 437 n. oraz J.K. Kochanowski, O potrzebach nauki polskiej w zakresie
historii, ,Nauka Polska” 1918, 1, s. 225-236, tu s. 229, 235. W przypadku syntezy sztuki
powszechnej zadaniem bylo napisanie jej przez polskich historykéw sztuki. Wezesniej-
sze dostepne w jezyku polskim syntezy byly dzielem autor6w niemieckich - A. Springera
i K. Woermanna. O historycznej syntezie sztuki narodowej w XIX i na poczatku XX wie-
ku, w europejskiej perspektywie zob. K. Locher, Kunstgeschichte als historische Theorie
der Kunst 1750-1950, Miinchen 2001, s. 195 nn.; J. Bakos, Sciezki i strategie historiografii
sztuki w Europie Srodkowej, ttum. E Lipinski, ,Artium Quaestiones” 2013, 14, s. 255-306,
tus. 260 nn.

3 O Michale Walickim zob. wspomnienia o nim i omdwienia jego badan w: Sprawo-
zdanie posiedzenia Komitetu Nauk o Sztuce PAN w dniu 16 stycznia 1967, ,Rocznik Hi-
storii Sztuki” 1970, 8, s. 334-347; M. Walczak, Michat Walicki (1904-1966), ,Rocznik Hi-
storii Sztuki” 2011, 36, s. 127-136. O Juliuszu Starzynskim zob. .M. Sosnowska, Juliusz
Starzyniski (1906-1974), ibidem, s. 137-155; A. Ryszkiewicz, Starzynski Juliusz Stanistaw,
w: Polski Stownik Biograficzny, 42, 2004, s. 462-465; M. Le$niakowska, Wtadza spojrze-
nia—wtadza jezyka. Juliusza Starzyriskiego obraz sztuki i jej historii, ,Modus” 2013, 12/13,
S. 27-52.

4 M. Walicki i J. Starzynski, Dzieje sztuki polskiej, w: Historia sztuki: R. Hamann,
Dzieje sztuki od epoki starochrzescijaniskiej do czaséw obecnych, thum. M. Wallis, War-
szawa 1934, s. 909-1249; M. Walicki i J. Starzynski, Dzieje sztuki polskiej, Warszawa 1936
(z wlasna paginacja) oraz Warszawa 1935 (jako odbitka z edycji z roku 1934). Dwustro-
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1. Karta tytutowa i frontyspis syntez R. Hamanna, M. Walickiego i J. Starzynskiego, Warszawa
1934 (fot. R. Rau)

Synteza sztuki narodowej byta w 6wczesnej historiografii powszechnym
ujeciem dziejow sztuki, pozostajacym w $cistym zwiazku z karierg idei na-
rodowej w wieku XIX oraz wykrystalizowaniem i umocnieniem sie formuty
panstwa narodowego. IT Rzeczpospolita, jako swoista kontynuacja I Rzeczy-
pospolitej, powstata w roku 1918 jako panstwo narodowe, tak jak Czechy (acz
jako Czechostowacja!), Litwa czy Eotwa. Nardd polski byt w niej zywiotem
absolutnie dominujacym, co sprawiato, ze II Rzeczpospolita, z odziedziczo-
na po I Rzeczypospolitej strukturg narodowosciows, nosita w swoim zarodku

nicowa ,Przedmowa autoréw” w edycji z roku 1934 (s. 911 n.) w edycji z roku 1936 zo-
stata mocno rozbudowana (s. 7-16). Nizej przywotuje strony obu edycji; te z edycji z roku
1936 ujete sa w nawias. O polskim wydaniu ksigzki Hamanna zob. R. Heftrig, Fanatiker
der Sachlichkeit. Richard Hamann und die Rezeption der Moderne in der universitdren
deutschen Kunstgeschichte 1930-1960, Berlin 2014, s. 123 n. Obok syntezy Walickiego
i Starzynskiego nalezy wymieni¢ opracowania: Wiedza o Polsce. Sztuka polska. Historia
architektury, rzezby i malarstwa od czaséw najdawniejszych az do chwili obecnej, opt.
ks. Sz. Dettloff, W. Husarski, W. Tatarkiewicz, M. Walicki, S. Zahorska, Warszawa [1932]
oraz rozdziaty w: Polska, jej dzieje i kultura od czaséw najdawniejszych az do chwili obecnej,
red. S. Lam, t. 1-3, Warszawa 1927-1930.
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2. Karta tytutowa i frontyspis syntezy M. Walickiego i J. Starzynskiego, Warszawa 1936
(fot. R. Rau)

napiecie miedzy pozycja nacji polskiej w panstwie i obecno$cia innych nacji
w jego tonie®. Napiecie to byto tym silniejsze, ze wérdd tych ostatnich byly
takie, ktére — w wyniku proceséw narodowo-formacyjnych w XIX stuleciu —
w wiek XX weszty swiadome siebie i z wlasnymi aspiracjami do politycznego
samostanowienia, co i w ich wypadku miato sie dokona¢ po rozpadzie impe-
riow w wyniku pierwszej wojny $wiatowej®. Litwini osiggneli ten cel (choé¢
bez ziemi wilenskiej), Ukraincy nie osiggneli i ta rana silnie zdeterminowata
stosunki polsko-ukrainskie.

Dominujgca rola narodowosci polskiej w II Rzeczypospolitej i wieloet-
nicznos$¢ w jej wspodtczesnej oraz historycznej, przedrozbiorowej tkance, rozny

5 Chodzi tu o postromantyczne, nowoczesne rozumienie narodu jako wspolnoty et-
niczno-jezykowej, konstytuowanej takze przez jej tradycje historyczng, kulturalng i reli-
gijng. Zob. A. Walicki, Polskie ideologie narodowe w perspektywie typologiczno-poréw-
nawczej, w: idem, Nardd, nacjonalizm, patriotyzm, Krakéw 2009, s. 421-522. O polityce
narodowos$ciowej w II Rzeczypospolitej zob. A. Chojnowski, Koncepcje polityki narodowo-
Sciowej rzqgdéw polskich w latach 1921-1939, Wroctaw i in. 1979.

¢ O procesach tych zob. P Wandycz, Wiek XX, w: Historia Europy Srodkowo-Wschod-
niej, red. J. Ktoczowski, t. 1, Lublin 2000, s. 416 nn.; T. Snyder, Rekonstrukcja narodéw.
Polska, Ukraina, Litwa i Biatorus 1569-1999, thum. M. Pietrzak-Merta, Sejny 2009.
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status historyczno-polityczny niektdrych jej obszaréw — wszystko to stanowi-
to wyzwanie dla historyka, skutkujace wprowadzeniem okre$lonych watkow
przewodnich, wigczeniami i pominieciami w doborze materiatu zabytkowe-
go’. Gtéwnym tropem Dziejow sztuki polskiej jest tozsamo$¢ sztuki polskiej.
Zarazem oglad catego materiatu zaprezentowanego w syntezie pozwala na
stwierdzenie, ze pojawiajaca sic w tytule ,sztuka polska” jest w wielu punk-
tach sztuka w Polsce. Kryterium regulujagcym dob6r materiatu byto terytorium
II Rzeczypospolitej oraz czeSciowo — geograficzny ksztatt Polski w okreslonych
jej fazach historycznych. Trwalym historycznie rdzeniem sg stare prowincje
Wielkopolski, Matopolski i Mazowsza. Historycznie poprawne jest uwzgled-
nienie romanskiego Slaska; brak natomiast ogromnych przestrzeni wschod-
nich panstwa polsko-litewskiego z epoki nowozytnej. Ten element wschodni
jest obecny przez ziemie wilensks i tereny dawnej Galicji wschodniej. Wedle
miary historycznej powinien byt pojawi¢ si¢ Gdansk péznogotycki i nowozyt-
ny, podobnie jak inne o$rodki Prus Krolewskich, ale ich obecno$¢ zaznacza sie
stabo. Z kolei kryterium terytorialne IT Rzeczypospolitej sprawito, ze omawiana
jest, 1 to dogtebnie, sztuka panstwa zakonnego na Ziemi Chetminskiej z Toru-
niem na czele i w wojewddztwie pomorskim. W grupie pominie¢ odnotujemy
brak architektury synagogalnej czy selektywny stosunek do dziedzictwa sztuki
wschodnio-ortodoksyjnej z okresu nowozytnego.

Podtytut niniejszego opracowania sygnalizuje istotne problemy zawarte
w syntezie. Stanowi ono prébe rozpoznania zatozen i konkretnych historycz-
nych rozstrzygnie¢ zaproponowanych przez autoréw, a dotyczacych artystycz-
nej przynaleznos$ci Polski do Zachodu, ryséw specyficznie polskich w sztuce
w Polsce (w szczegdlnosci w domenie czystej formy), obecnosci w jej ramach
sztuki ,wschodnio-ortodoksyjnej”; podejmuje tez pytanie, w jakim stosunku
pozostaja one do rzeczywistosci polityczno-narodowej, spotecznej i kultural-
nej IT Rzeczypospolitej®.

7 W tym kontekscie nalezy bra¢ pod uwage wcigz niekompletne rozpoznanie materiatu
zabytkowego (na brak inwentaryzacji wskazuja sami autorzy), niebagatelng skale zadania,
przed jakim staneli obaj badacze, a zapewne i krétki czas, jaki mogli poswieci¢ temu przed-
siewzieciu.

§ Dzieto Walickiego i Starzynskiego bedzie osiag moich rozwazan. Jednocze$nie siegam
do wspotczesnych syntezie publikacji, ktore uwypuklaja obraz historycznych rekonstruk-
¢ji i konstrukeji w niej oferowanych. Walicki przenidst zawarto$¢ stosunkowo obszernej
syntezy do zwiezlych esejow na temat polskiej sztuki przednowoczesnej, pomieszczonych
w katalogach do dwoch $wiatowych wystaw, ktore odbyly sie w latach 1937 i 1939 odpo-
wiednio w Paryzu i w Nowym Jorku. Byt tez autorem specjalistycznych opracowan malar-
stwa tablicowego w Polsce, a malarstwo tego czasu bedzie odgrywato znaczaca role w toku
dalszych rozwazan.
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*

Elementem polskiej tozsamosci jest przynalezno$é¢ do Zachodu. Prawie
cata zawarto$¢ ksigzki jest opowiescig o byciu w zalezno$ci i zarazem o byciu
cze$cig $wiata zachodniego. Autorzy przyznajg, ze sztuka polska ma w stosun-
ku do swego zrédia charakter peryferyjny, gdyz wytworzona zostata w kraju
cywilizacyjnie od Zachodu mtodszym. Nie traktuja tej jakby nie byto hegemo-
nialnej pozycji Zachodu jako opresji (jak dziato sie to u takich, wprawdzie nie
akademickich autoréw, jak Ludwik Stasiak®). Jest rzeczg znamienng, ze chod
nasi autorzy - jak o tym nizej bedzie jeszcze mowa - sceptycznie odnosili sie
do mozliwo$ci podtaczenia rozwoju polskiej sztuki pod prawidtowosci rozwoju
europejskiego, bynajmniej nie zrezygnowali z zastosowania do jej periodyza-
¢ji kryterium wielkich formacji stylowych. Style europejskie funkcjonujg kon-
sekwentnie w tytutach rozdziatéw pod szyldem rzadzacych w Polsce dynastii
(np. ,Sztuka romanska za Piastéw”, ,P6zny barok i rokoko za Saséw”). Byta to
demonstracja orientacji sztuki polskiej na Zachod oraz, jednak, uczestnictwa
w rozwoju ogdlnoeuropejskim. Wyrasta ona z miejscowych potrzeb i z inicja-
tywy polskich zleceniodawcow, a wytwarzaja ja artysci obcego pochodzenia
i tworcy miejscowi. Inaczej niz przy importach, w jednym i drugim przypad-
ku dokonuje si¢ to przez przejecie i przeksztatcenie na lokalng modte modeli
artystycznych uksztattowanych na Zachodzie. Pod maska ,wielkich styléw”,
nadajacych Zachodowi uniwersalng spoisto$¢, kryly sie jednak ich odmia-
ny narodowe, wérdd nich te, w ktorych miaty dokonac si¢ kluczowe dla sztu-
ki europejskiej procesy formotworcze. Rozpoznanie wzajemnych inspiracji
w ,centrum” i przejmowania ich i wzajemnego oddzialywania w osrodkach
peryferyjnych nalezato do gtéwnych zadan 6wczesnej nauki o sztuce. Walicki
i Starzynski odstaniaja wielo$¢ powigzan sztuki polskiej z potudniowymi i za-
chodnimi o$rodkami artystycznymi — Czechami, Italig, krajami niemieckimi,
Francja i Niderlandami. Nalezy zauwazy¢, ze konfiguracjom powigzan tego ro-
dzaju przypisywano w europejskim pi$miennictwie historyczno-artystycznym
walor tozsamosciowy; ich diagnozowanie nie byto wolne od utrwalonych prze-
konan o kulturalnych zwiagzkach miedzynarodowych lub doraznych polityczno-
-kulturalnych intereséw danych panstw. Motywacje tego typu mialy znaczacy
udzial w historiografiach panstw wytonionych po pierwszej wojnie $wiatowej,
uwolnionych z imperialnych okéw!. Wydaje si¢ jednak, ze uktad zalezno$ci

9 Przyktadowo zob. L. Stasiak, Prawda o Piotrze Vischerze, Krakéw 1910; idem, Re-
windykacje wtasnosci naszej, [b.m.w.] 1911; idem, O narodowosci Wita Stwosza. Réd
Stwoszéw od wodza wojsk polskich z r. 1188 Ottona Stwosza az po ostatniego z rodu Bogu-
stawa Stwosza, Krakow 1910-1911.

10 Przyktadowo zob. omdéwienie tego zagadnienia w stosunku do Czechostowacji:
M. Marek, Kunstgeschichte zwischen Wissenschaft und Dienst am Staat. Die Tschecho-



Michata Walickiego i Juliusza Starzynskiego Dzieje sztuki polskiejw II Rzeczypospolitej 345

polskiej sztuki od zachodniej jest zasadniczo wolny od dyktatu éwczesnych
politycznych alianséw lub uprzedzen i obciazen z epoki zaboréw. Te ostatnie
moglyby by¢ tu bodZcem do pomniejszania roli sztuki niemieckiej w ksztatto-
waniu sztuki polskiej — na rzecz krajéw romanskich. Owszem, mozna niekiedy
doczytad si¢ takich zastrzezen, gdy Walicki nie bez zalu godzi si¢ z niepolskim
pochodzeniem Wita Stwosza - ale to akurat, jak zobaczymy, bardzo szczegolny
historycznie okres, w ktérym narodowo$¢ artysty byta kwestig fundamentalna
dla istotowo rozumianej narodowosci sztuki''. Z drugiej strony, mamy obiek-
tywny obraz sztuki panstwa krzyzackiego (na tych terenach, ktére byly czescia
IT Rzeczypospolitej) czy udziatu sztuki zachodniego sgsiada w malarstwie XV
wieku. Sytuacja w latach 30. byta dynamiczna, rok 1934 nie byt p6znym 1938,
jednak polski dyskurs naukowy kontrastuje z wyzszo$ciowym i niekiedy agre-
sywnym tonem niemieckiej historiografii spod znaku ,Ostforschung”!2.

Jednak kluczowy problem jest nastepujacy: jak w zasadniczo ,zachodniej”
sztuce polskiej przejawia sie sztuka polska jako taka, jej osobna, wta$nie na-
rodowa tozsamos$¢?

slowakei der Zwischenkriegszeit und ihr Kunsterbe, w: Grenzen iiberwindend. Festschrift
fitr Adam S. Labuda, red. K. Bernhardt, P. Piotrowski, Berlin 2006, s. 79-97. Dyskusije tego
typu nie ominety wielkich centréw sztuki europejskiej, np. w kwestii renesansu we Francji,
formacji samodzielnej czy tez zaleznej od sztuki Italii — zob. M. Passini, La Fabrique de I'art
national. Le nationalisme et les origines de I'histoire de I'art en France et en Allemagne
1870-19383, Paris 2012, s. 9 nn.

1O Stwoszu — Walicki, Starzynski, Dzieje sztuki polskiej, s. 1004 (108).

12 Polemiczne elementy w stosunku do Niemiec w opracowaniach Walickiego silnie pod-
kre$la T. Zadrozny, Polska sztuka dawna z perspektywy 1939 roku, w: Wystawa nowojorska
1939. Materialy z sesji naukowej Instytutu Sztuki PAN, Warszawa, 23-24 listopada 2009
roku, red. ].M. Sosnowska, Warszawa 2012, s. 105-117, co thumaczy ,perspektywa 1939 roku”.
Odmienna sytuacje sprzed roku 1939 ilustruje polemika M. Gegbarowicza z P Francastelem.
Ten ostatni forsowat znaczenie impulséw zachodnich, zwtaszcza francuskich, w sztuce pol-
skiej, obnizajac role niemieckich, podkreslanych przez Walickiego we francuskojezycznym
opracowaniu malarstwa XV wieku, ze wstepem Francastela, 6wczesnego dyrektora Instytutu
Francuskiego w Warszawie — cyt. nizej w przyp. 18. Gebarowicz bronit stanowiska Walickiego
(M. Gebarowicz, La peinture polonaise a I'époque des Jagellons, ,La France et la Pologne dans
leurs relations artistiques, Annuaire historique édité par Bibliothéque Polonaise de Paris”
1939, 1(4), s. 355-365). Krytyke polskich badaczy zajmujacych sie europejskimi powigzania-
mi sztuki polskiej i podnoszacych, jakoby nadmiernie, zalezno$¢ od niemieckiej, rozwinat
Francastel w swej ksigzce L’historie de I'art, instrument de la propagande germanique, Paris
1945. Zob. jej recenzje piora K. Piwockiego, ktory zarzucit francuskiemu uczonemu, ze wie-
cej krytycznych uwag kieruje pod adresem polskiej, nie za$ nacjonalistycznej historiografii
niemieckiej (,Biuletyn Historii Sztuki i Kultury” 1948, 1(10), s. 68-84, tu s. 76). Wyraziste
upolitycznienie rekonstrukeji uktadu zagranicznych wpltywow na sztuke polska nastapito po
drugiej wojnie $wiatowej. Zob. A.S. Labuda, Polska historia sztuki i ,,Ziemie Odzyskane”, w:
idem, Z dziejéw historii sztuki. Polska, Niemcy, Europa, Poznan 2016, s. 69-104, tu s. 101 n.
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Ze wstepnych metodologicznych konstatacji autoréw wyziera sceptycyzm
co do mozliwo$ci ustalenia powyzszego: bo inaczej niz na Zachodzie ,dzicje
dawnej sztuki polskiej daja o wiele mniejsze pole do rozwazan na temat sa-
modzielnego, czysto artystycznego rozwoju”'?. Brak tu dziet wysoko wartoscio-
wych, linia rozwojowa rwie si¢, nie tworzy spdjnego ciagu zjawisk artystycz-
nych. Przyczyng tego stanu rzeczy byta stabo$¢ polskich lokalnych $rodowisk
tworczych oraz decydujacy udziat artystow imigrantéw, a ze stwierdzen tych
wynika, iz forma prawdziwie polska moze by¢ wytacznie dzielem artysty et-
nicznie polskiego. Jednakowoz brak nalezytych umiejetnosci sprawit, ze to, co
narodowe, nie moglo znalez¢ trwatego formalnego wyrazu. W tle powyzszej dia-
gnozy tkwi zalozenie, ze na Zachodzie rozw¢j miat wewnetrznag logike w planie
czystej formy, ze w niej mogto tez dojs¢, dzieki czynnym tam kompetentnym
artystom, do wytworzenia specyficznego jezyka formalnego, ktéry byt wyrazem
niezmiennego charakteru narodowego. Aby zneutralizowaé braki polskiej pe-
ryferii i umozliwi¢ dostep do zrozumienia charakteru sztuki polskiej, postulu-
ja autorzy uwzglednienie zmiennych czynnikéw historycznych, politycznych
i kulturalnych istniejacych niejako w przedpolu samego dzieta sztuki, co zna-
lazto wyraz w akcencie dynastycznym, a zatem historycznym, zawartym w ty-
tutach rozdziatéw syntezy. Rozne postacie polskiej sztuki mogly sie wiec jawié
jako owoc wspdtpracy i umowy miedzy artystami i zleceniodawcami/odbiorca-
mi, przedstawicielami polskosci (gdy artysta byt obcego pochodzenia).

Czy Walicki i Starzyniski stosowali si¢ konsekwentnie do tej kontekstowo-
-historycznej metodologii? Nie, bo - pisza — ,stawiajgc sobie za zasade danie
przegladu catosci zjawisk artystycznych na ziemiach Polski, starali$my sie
uwypukli¢ jednak te przede wszystkim, ktore acz nie zawsze najwyzszej ja-
ko$ci, moga by¢ przeciez $wiadectwem polskiego ingenium”“. Jak sie przeko-
namy, byta to zapowiedz dazenia do uchwycenia specyficznie polskiej formy
w duchu rozpowszechnionego w éwczesnej Europie, zwlaszcza po pierwszej
wojnie $wiatowej, modelu interpretacyjnego, ktérego celem byto ujawnienie
specyficznych, wytwarzanych w izolacji od zewnetrznych bodzcéw form wy-
razu, ktére miatyby by¢ odbiciem ,woli twdrczej” zbiorowosci, takich jak na-
rod, lud czy plemie'®.

13 Walicki, Starzynski, Dzieje sztuki polskiej, s. 911.

4 Ibidem, s. 9.

15 Zagadnienie zwiazku sztuki i narodu byto juz obecne w historiografii w wieku XIX -
o0 czym traktuja m.in. cytowani wyzej H. Locher i]. Bakos (przyp. 2). Droge do dociekan tego
zwiazku w sferze cech $cisle formalno-ogladowych dzieta sztuki otworzyly formalistycz-
no-stylistyczne koncepcje rozwiniete okoto roku 1900, w szczeg6lnosci w historii sztuki
niemieckojezycznej (A. Riegl, H. Wolfflin, A. Schmarsow). O karierze tego podejscia po
pierwszej wojnie $wiatowej zob. L.O. Larsson, Nationalstil und Nationalismus in der Kunst-
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Jednak ta dwoisto$¢ metodologii stata sie Zrodtem peknigcia w postaci
dwoch narracji: jednej o istnieniu niezmiennego narodu (ktorego reprezen-
tantem jest ,lud”) i jego sztuki, drugiej — o historii zmiennych konfiguracji
i ekspresji artystycznych, ktérej gtownymi sprawcami sa arty$ci imigranci
i polskie warstwy wyzsze, wtadcy, moznowtadcy, ,polska szlachta”.

*

Rozwazania powyzsze wprowadzily nas w zagadnienie okreslone w pod-
tytule mianem ,Polska”. Rozpatrzymy ujecie sztuki péznosredniowiecznej
w jej zdolnosci wyrazania warto$ci narodowych. Wedtug Walickiego (on jest
tu autorem), charakteryzuje si¢ ona najpierw tym, ze — w odrdéznieniu od
okreséw wezedniejszych — adresowana byta do szerokiego i spotecznie zréz-
nicowanego kregu odbiorcéw, obejmujacego teraz réwniez niezamozne stany
drobnomieszczanski i drobnoszlachecki. Sztuka ta jest w decydujacej mie-
rze zbiorem dziet wytworzonych w miejscowych miejskich warsztatach przez
- jak dokumentuja zrédta na przestrzeni XV wieku - setki malarzy i rzez-
biarzy o réznym narodowym pochodzeniu. Walicki ustalit przy tym, ze cech
krakowski w drugiej potowie XV wieku ulegt ,gwattownemu spolszczeniu”'¢.
W ten sposdb zaistniat grunt dla wytonienia sie sztuki o narodowej polskiej
fizjonomii. Walicki odkrywa jej cechy formalne w grupie dziet stanowigcych
cze$¢ wickszego, weale nie jednorodnego, uniwersum polskiego malarstwa'”.

geschichte der zwanziger und dreifiger Jahre, w: Kategorien und Methoden der deutschen
Kunstgeschichte 1900-1930, red. L. Dittmann, Stuttgart 1985, s. 169-184; H. Locher,
Stilgeschichte und die Frage der ,nationalen Konstanten”, ,Zeitschrift fiir Schweizerische
Archiologie und Kunstgeschichte” 1996, 53, s. 285-293; D. Bohde, Kunstgeschichte als
physiognomische Wissenschaft. Kritik einer Denkfigur der 1920er bis 1940er Jahre, Berlin
2012. Zob. tez: Th. DaCosta Kaufmann, Towards Geography of Art, Chicago and London
2004. O polskiej historiografii zob. M. Le$niakowska, Polska historia sztuki i nacjonalizm,
w: Nacjonalizm w sztuce 1 historii sztuki 1789-1850, red. D. Konstantynéw, R. Pasieczny,
P, Paszkiewicz, Warszawa 1998, s. 33-59.

16 Walicki, Starzynski, Dzieje sztuki polskiej, s. 998 (102). Warto tu przytoczy¢ miaro-
dajna w tym czasie opinig J. Ptasnika, Cracovia Artificum 1300-1500, Krakéw 1917 (Zr6-
dta do historyi sztuki i cywilizacji w Polsce, t. IV), s. 5* i 8*: ,Nie moze by¢ |[...] obojetna
kwestia narodowos$ci danego artysty, bo ten tylko nardd ma prawo zaliczac¢ sie do rodziny
narodow kulturalnych i z takim tylko historia ludzko$ci sie liczy, ktory do skarbca ogolnej
kultury dorzucit swoj narodowy datek; dla zsumowania dorobku cywilizacyjnego kazdego
z narodéw poznanie przynalezno$ci narodowej twércow dziet artystycznych jest conditio
sine qua non. |...] O sztuce polskiej rodzimej w wiekach $rednich mozna by wtedy mowig,
gdyby ludzie ja tworzacy do narodowosci polskiej nalezeli”.

17 Zapewne owa niejednorodno$¢ sktonita Walickiego do relatywizujacej uwagi, iz cho¢
jego badania potwierdzily ,istnienie polskiego malarstwa cechowego, rozwijajacego sie
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Jak zatem przedstawiaja si¢ przejawy sztuki narodowej, jakoby emanacji
ducha polskiego czy - jak to podéwcezas okreslano — psychiki polskiej? Nie byty
to prady realistyczne w malarstwie polskim. Polskiej psyche blizsze miatyby
by¢ nurty konserwatywne, idealistyczne, uwidaczniajace si¢ w dzietach wyko-
nanych raczej na uzytek prowincji anizeli wielkich miast. Do dziet tych nale-
zy powstaty w koncu XV wieku tryptyk z Szanca, z wiejskiego ko$ciota w Ma-
topolsce. Jego barwna reprodukeja jest jedng z dwoch barwnych, ktore zdobig
potaczone, liczace 1250 stron, dzieto Hamanna i autoréw polskich — dowod
wysokiego miejsca epoki pdznosredniowiecznej w rozwoju sztuki polskiej jako
polskiej (il. 2, 3). Obok Szanca réwnie programowa jest szeregowa ekspozycja
retabulow i ich pojedynczych kwater na wielkiej wystawie pt. ,Polska sztuka
gotycka”, zorganizowanej w roku 1935 w Warszawie pod kuratelg Walickiego'®
(il. 9, 4, 5) Walicki pisze: ,znamienng dla naszego malarstwa [jest] niecheé
do przedstawien wielofigurowych, powigzanych w grupy rodzajowe”, a raczej
upodobanie do 3-4-osobowych grup w tablicach $rodkowych ottarzy skrzydto-
wych, ,oddanych ptasko-barwnie na ztotym tle”. Ztote wzorzyste tlo cieszy sie
w Polsce powodzeniem po wiek XVII, inaczej anizeli w sztuce zachodniej, gdzie
W tym czasie traktowane jest jako anachronizm. ,Konserwatywny ton wprowa-
dza réwniez ptaska interpretacja formy, unikajaca [...] perspektywicznych roz-
wigzan i przestrzennej wibracji. Fizycznej nieruchomosci ... ] postaci odpowia-
da[...] statyka sfery emocjonalnej, powodujaca zubozenie mimicznego wyrazu.
[...] Skapy zasdb gestéw jest tu niewspdtmiernym ekwiwalentem”. ,Poruszenia
ragk w pewnej mierze rozbijaja formalng cisze malowidta, zarazem uwydatnia-
ja moment demonstracyjnego zatrzymania ruchu”. ,Statycznej budowie cen-
tralnej grupy odpowiada rzedowo-rytmiczne ustawienie figur na skrzydtach

w obregbie zycia $redniowiecznej Polski”, to jego ,swoisto$¢ [...] nie nosi jeszcze wybitnych
rysow narodowych [...]” (M. Walicki, Z badan nad problemem narodowosci i rozwojem in-
dywidualizmu w polskim malarstwie gotyckim, ,Zycie Sztuki” 1934, 1,s. 67-100, tus. 94).
18 Polska sztuka gotycka. Katalog wystawy, opr. M. Walicki, Instytut Propagandy Sztuki,
Warszawa 1935. Zob. tezidem, Po wystawie polskiej sztuki gotyckiej w Instytucie Propagandy
Sztuki (Organizacja. Przeglgd materiatu i uzupetnienie. Wyniki naukowe. Rezonans spotecz-
ny), ,Nike” 1938, 1, s. 51-75 i tabl. 9aiDb, 15a ib. Sztuka poznosredniowieczna byta waznym
medium tworzenia wizerunku polskiego dziedzictwa artystycznego oraz demonstracji pol-
skich mozliwosci tworczych, nie tylko w kraju, ale i poza jego granicami. Na uwage bowiem
zastuguje, ze badania Walickiego nad malarstwem polskim pdznego $redniowiecza opubliko-
wane byly w jezyku niemieckim (M. Walicki, Stilstufen der gotischen Tafelmalerei in Polen
im XV, Jahrhundert. Geschichtliche Grundlagen und formale Systematik, ,Sprawozdania
z posiedzen Towarzystwa Naukowego Warszawskiego” (Wydz. 2), 1933, 3/6(26), s. 61-101)
iw jezyku francuskim (M. Walicki, La peinture d’autels et de retables en Pologne au temps
des Jagellons. Avec une introduction de Pierre Francastel, Paris 1937, Bibliothéque de I'Institut
Francais de Varsovie). Publikacja réwnolegta Instytutu Francuskiego, w tej samej szacie typo-
graficznej, byta rozprawa Tadeusza Szydtowskiego o oftarzu mariackim Wita Stwosza.
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3. Tryptyk z kosciota parafialnego w Szancu, ok. 1490-1500 (zaginiony)

bocznych, przy czym wolnostojgce figury zastepuja tu sceny wielopostaciowe”.
Ogolnie biorgc, mamy tu do czynienia ,nie tyle z prymitywizacja emocjonal-
nego kontaktu i nieudolno$cia tréjwymiarowej ekspresji, ile raczej z postepo-
waniem $wiadomym, zwigzanym logicznie z catoksztattem plastycznej wizji,
wzmacniajgcym konsekwentnie ptasko-dekoracyjng wymowe formy”, ktorej
0SNOW3 S3 SZEregowo ustawione tej samej wysokosci figury™.

Walicki podnidst wycinek sztuki polskiej do rangi produktu rdzennego i sa-
morodnego, przyznat sztuce polskiej, w sferze ogladowo-formalnej, zdolnos$é
wytworzenia podéwczas najwyzej cenionej formuly tozsamosciowej. Znacze-
nie, wydzwiek, a nawet funkcja re-konstrukeji autora wykracza poza ustale-
nie historycznego stanu rzeczy. Zacznijmy od obserwacji, ze zidentyfikowana
przez niego forma grupy obrazow pédznosredniowiecznych wspo6tbrzmi z je-
zykiem artystycznym jednej z wspétczesnych postaci stylu narodowego, jaka

19 7rédlem powyzszych cytatoéw jest studium Walickiego Z badan nad problemem na-
rodowodci..., s. 85-86. W syntezie odpowiednie ustalenia Walickiego wpisane sa w szersza
narracje o polskim malarstwie cechowym, wskazujgca na takze inne jego wtasciwosci oraz
zewnetrzne odniesienia — Walicki, Starzynski, Dzieje sztuki polskiej, s. 1012 n. (116 n.),
5.993n.(97n.),5.997n. (101 n.)iil. 1215 (105) i 1245 (135).
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4. Karta tytulowa i frontyspis katalogu wystawy ,Polska sztuka gotycka”. Instytut
Propagandy Sztuki, Warszawa 1935 (fot. A.S. Labuda)

5. Wystawa polskiej sztuki gotyckiej. Widok sali II. Warszawa, Instytut Propagandy Sztuki,
1935
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wcielaly dzieta niektorych artystéw grupy Rytm?°. Ta - jak si¢ wydaje — nie-
przypadkowa zbiezno$¢ umacnia transhistoryczny status spotecznej bazy sztu-
ki narodowej w duchu esencjalistycznym, a nawet dotyka spraw ogolniejsze;j,
polityczno-spotecznej i kulturalnej natury II Rzeczypospolitej.

Wymowne jest poréwnanie kwatery srodkowej tryptyku z Szanca i drze-
worytu Wtadystawa Skoczylasa zatytutowanego Taniec zbdjnikéw (il. 6, 7)*L.

6. Wtadystaw Skoczylas, Taniec zbdéjnikéw I,
drzeworyt, 1922

7. Tryptyk z kosciota parafialnego w Szancu,
kwatera $rodkowa, ok. 1490-1500 (zaginiony)

20 Wspotbrzmienie to dostrzegt juz H. Anders, ktdry przytacza niektdre z wyzej zacyto-
wanych analiz Walickiego — H. Anders, Rytm. W poszukiwaniu stylu narodowego, Warszawa
1972, s. 119 n. Zob. tez A. Chmielewska, Charakter narodowy sztuki polskiej w dwudziesto-
leciu miedzywojennym. Kontekst polityczny i ideowy, w: W kregu Rytmu. Sztuka polska lat
dwudziestych, red. K. Nowakowska-Sito, Warszawa 2006, s. 167-182, tu s. 177 n. Na temat
grupy Rytm zob. ww. ksiazke H. Andersa oraz: K. Nowakowska-Sito, Stowarzyszenie Artystow
Polskich ,Rytm” 1922-1932 [Katalog wystawy: Muzeum Narodowe w Warszawie 11 czerwca -
29 lipca 2001], Warszawa 2001; eadem, Dlaczego Rytm?, w: W kregu Rytmu, s. 9-29.

21 Na temat artysty zob. E. Zawistowska, Wtadystaw Skoczylas, w: Nowakowska-Sito,
Stowarzyszenie Artystéw Polskich ,Rytm’”..., s. 224-227 oraz W. Wtodarczyk, Koncepcja
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Kompozycja ptaszczyznowa, dekoracyjne i rytmiczne elementy formy roz-
rysowane na plaszczyznie obrazu graficznego — wszystko to nalezy do stow-
nika Walickiego tak samo jak do rozwijanych w tym samym czasie analiz
dziet Skoczylasa. Gdyby zrodzity siec watpliwos$ci, iz taneczny ruch zbéjnikow
zaprzecza znieruchomieniu postaci na obrazach pietnastowiecznych, to wy-
starczy przywota¢ stowa Cieslewskiego syna: ,[...] obca [Skoczylasowi] jest
dynamika. Postawa czy gest, albo ruch zamieniajg sie w drzeworytach artysty
na wieczys$cie statyczna warto$¢ dekoracyjng. Jest w tym spokdj zastygtego
w nieskonczono$¢ hieratyzmu. Czy to bedzie Pochéd zbdjnikéw, czy nawet
Taniec zbdjnicki, jest to wizja niewzruszona, trwata raz na zawsze”??. Z ko-
lei szeregowe ustawienie zdominowanych przez pojedyncze figury tryptykow
i skrzydet retabuléw jawi sie jak wystawiennicza transpozycja ducha rytmiki,
ktérego wceieleniem sg maszerujacy jeden za drugim zbojnicy w drzeworycie
Pochéd zbéjnikéw (il. 8, 9).

=

Z

)

8. Wiadystaw Skoczylas, Pochéd zbéjnikéw I, drzeworyt, 1915

sztuki narodowej Wtadystawa Skoczylasa, ,Zeszyty Naukowe Akademii Sztuk Pieknych
w Warszawie. Numer specjalny: Wiadystaw Skoczylas. Sztuka — Szkota — Panstwo” 1984,
4(10), s. 7-20; A. Chmielewska, W stuzbie paristwa, spoteczenistwa i narodu. ,Paristwowo-
tworczy” artysci plastycy w Rzeczypospolitej, Warszawa 2006, s. 198 nn.

22 T. Cieslewski syn, Wtadystaw Skoczylas, Warszawa 1934, s. 31, cyt. za: Nowa-
kowska-Sito, W poszukiwaniu stylu Rytmu, w: eadem, Stowarzyszenie Artystéw Polskich
SRytm”..., s. 54-88, tus. 73.
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Trudno rozstrzygna¢, czy to Walicki inspiruje sie sztukg mu wspotcze-
sng, czy tez ustala kanon polskosci poza doswiadczeniem sztuki ,Rytmu-
-Skoczylasa”. Stwierdzmy tylko, ze z perspektywy syntezy Walicki-historyk
odstania historyczne korzenie sztuki wspotczesnej, dostarcza historyczne-
go dowodu dla wyartykutowanego wspotczesnie polskiego poczucia formy;
narodowo-artystycznej tozsamosci nadany zostaje status transhistoryczny.
Z kolei perspektywa ,Rytmu-Skoczylasa” — i tu rzecz kluczowa: sztuki na-
rodowej wyrastajacej z badz odwotujacej sie do autochtonicznej i wieczno-
trwatej kultury ludu, zwtaszcza ludu polskiego, jego specyficznej woli formy
- pozwala z wicksza ostros$cia dostrzec czynnik spoteczny w interpretacji
Walickiego??. Walicki nie postuguje sie pojeciem ludu, ludowosci, podnosi

9. Wystawa polskiej sztuki gotyckiej. Widok ekspozycji w sali gtéwnej. Warszawa, Instytut
Propagandy Sztuki, 1935

23O ludowych zrédtach Rytmu i dziet Skoczylasa zob. prace cytowane w przyp. 20-21.
Nalezy odnotowac, ze w teoretycznych wypowiedziach Skoczylasa (i takze innych wéréd
,banstwowotworczych” artystow czynnych w warszawskiej ASP) inspiracja ludowa nie mia-
ta ograniczaé si¢ do sfery folkloru etnicznie polskiego. Zob. A. Chmielewska, Styl narodowy
w Drugiej Rzeczypospolitej: arty$ci a wizerunek panistwa, w: Nardd, styl, modernizm, red.
J. Purchla, W. Tegethoff, Krakéw-Monachium 2006, s. 189-199, tu s. 197; eadem, Charak-
ter narodowy sztuki polskiej w dwudziestoleciu. .., 179 n.; W. Wlodarczyk, Niepodleglosé
1 nowoczesnos$¢, w: Sztuka wszedzie. Akademia Sztuk Pieknych w Warszawie 1904-1944
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jednak - obok kwestii narodowosci — okoliczno$é, ze sztuka poznosrednio-
wieczna to dzieto miejskich rzemie$lnikéw, a srodowiska drobno-miejskie
i wiejsko-szlacheckie byty odbiorca owej ,polskiej” grupy obrazéw. Dostow-
nosci tu z pewno$cig nie ma, ale zwigzek sztuki i warstw zajmujacych niz-
sze szczeble drabiny spotecznej nadaje temu kompleksowi faktéw posmak
demokratyczny i wydzwick egalitarny?*. Lud, ludowo$¢ juz expressis ver-
bis pojawia sie w kontekscie polskiej sztuki barokowej. Starzynski, autor
tej partii, poszukujacy odpowiednikéw dla ustalen Walickiego i w zgodzie
z jego metodologia, znajduje kontynuacj¢ polsko-cechowej péznogotyckiej
formacji w skromnej, ale rodzimej, samorodnej, na poly ludowej twoérczo-
$ci. I co wiecej: definiuje to zjawisko w opozycji do - nagle jakby nie do
konca polskiej — polskiej sztuki wysokiej, dworskiej, wytwarzanej przez wy-
specjalizowanych artystow najczesciej obcego pochodzenia, a wspdtpracu-
jacych ze zleceniodawcami?®. Ona przeciez decydowata o obrazie 6wczesnej
sztuki w Polsce, co Starzynski w syntezie przekonujaco zademonstrowat.
Objawiaja si¢ tu zgrzyty niespdjnych metodologii. Nie moze zarazem zmy-
li¢ okoliczno$¢, ze zaraz po wyzej wzmiankowanych ,rodzimych” pasazach
traktuje Starzynski o innej swojskos$ci, sarmackiej, dajac jej sugestywna wi-

[Katalog wystawy], red. J. Gola, M. Sitkowska, A. Szewczyk, Warszawa 2012, s. 40-55, tu
s. 47. Zr6znicowany obraz ludowo-folklorystycznych inspiracji w malarstwie polskim pre-
zentuje L. Luba, Dialog nowoczesnosci z tradycjg. Malarstwo polskie dwudziestolecia mie-
dzywojennego, Warszawa 2004.

24 [...] swoisto$¢ tego malarstwa [poznosredniowiecznego, cechowego w Polsce] nie
nosi jeszcze wybitnych ryséw narodowych, lecz, zawdzicczajac wiekszo$¢ swych inspira-
¢ji formalnych sztuce sasiadow, przede wszystkim réznorodnym wpltywom niemieckim
i czeskim, uktada si¢ dobrze w ramach struktury spoteczno-kulturalnej éwczesnej Polski,
reprezentujac demokratyczno-mieszezanska juz w pewnym sensie kulture miast [podkr. —
A.S.L.] doby jagiellonskiej” (Walicki, Z badan nad problemem narodowosci. .., s. 94).

25 Wobec tak przygniatajacej przewagi nazwisk obcych, ktére zmuszeni jeste$my wy-
mieni¢ nawet w tym bardzo szkicowym zarysie, stusznie mogtby zaniepokojony czytelnik
zapytaé, czy w pierwszej potowie XVII wieku nie mieli$my w ogdle wybitniejszych artystow
Polakow? Na szczes$cie postepujace prace badawcze stopniowo pozwalaja na coraz to wyraz-
niejsze naswietlenie do$¢, mimo wszystko, znacznej zywotnosci zywiotu polskiego. Wobec
powodzi eklektycyzmu i roznorodnosci kierunkow, przenikajacych sztuke oficjalng i dwor-
ska, przejawow niezaleznej tworczosci szukaé bedziemy wérod skromniejszych utworéw
sztuki cechowej, ktorej znamieniem jest silny zwigzek z rodzima tradycja”. Jest nig ,miesz-
czanskie srodowisko sztuki cechowej”, kontynuujace tradycje poznogotyckie. Tak jest na
przyktad w przypadku Krzysztofa Boguszewskiego, w ktorego tworczosci ,wystepuje silna
sktonnos$¢ do linearnej stylizacji i $cisle przeprowadzona zasada symetrii, tak bardzo obca
duchowi baroku”. Walicki, Starzynski, Dzieje sztuki polskiej, s. 1071 n. (175 n.), zob. tez
s. 1061 n. (165 n.).
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zje, obejmujacg dom, patac, obraz, strdj, niecomal teatr zachowan w epoce
Jana IIT Sobieskiego?®. Jednakowoz swojsko$¢ sarmacka pozostaje sytuacja
kulturowo-historyczng ,tam i wtedy”, dzieto i wtasno$¢ warstwy szlachec-
kiej, a nie — narodu w nowoczesnym rozumieniu.

W syntezie zakodowana jest zatem dwoisto$¢ korzeni polskiej sztu-
ki, dwoisto$¢ jej obiegu, wzajemnie odizolowanego obiegu, z jednej strony
w orbicie wyzyn spoteczno-politycznych, z drugiej - w Rzeczypospolitej szla-
checkiej - w znacznej czesci spoteczno-politycznego marginesu. W dalszym
wywodzie Starzynskiego — i w kontekscie spotecznej samowiedzy demokra-
tycznej IT Rzeczypospolitej — zapowiedz zniesienia tej dwoistosci przynosi
epoka Stanistawa Augusta Poniatowskiego, mecenasa, kolekcjonera i orga-
nizatora zycia artystycznego, ktore miatoby stuzy¢ catemu spoteczenstwu?’.
Wedle autora, mecenat krola miat funkcje spoteczng i wychowawczy”, co
nawiagzuje do pedagogiki Jana Jakuba Rousseau, ale i brzmi jak wspotczesny
autorowi panstwowotworczy zargon. Dodajmy, ze nie inaczej okreslat rzecz
najwybitniejszy badacz tematu Tadeusz Mankowski. Wlasénie ,spotecznym”
adresem rdznit si¢ ten mecenat od mecenatéw poprzednich kroléw polskich:
Zygmunta Augusta, Zygmunta III, Jana III, albowiem ,[...] w protekcji baro-
kowej [chodzito] 0 wzmozenie blasku dworu panujacego, [mecenat] podnosi¢
miat krola jako wcielenie panstwa samego”?®. W tym $wictle Stanistaw Au-
gust Poniatowski reprezentuje juz ,inne” panstwo, panstwo zatroskane o po-
ziom kulturalny swych obywateli. Niezaleznie od elitaryzmu, kosmopolitycz-
nego francusko-arystokratycznego habitusu kréla, w jego dziataniach mozna
byto odkrywac¢ drogowskazy dla Polski odrodzonej?**. Natomiast Walicki daje
legitymacj¢ egalitarno-demokratycznej IT Rzeczypospolitej juz w pdznym
$redniowieczu - zamyst dobrze ugruntowany w badaniach péznomediewi-
stycznych tego czasu, zwtaszcza we Francji®®. I by¢ moze implicite zawarta
jest w tej koncepcji sztuki poznosredniowiecznej krytyka Rzeczypospolitej

26 Walicki, Starzynski, Dzieje sztuki polskiej, s. 1105 nn. (209 nn.): Rozdziat III - Roz-
kwit pelnego baroku za Jana III.

27 Ibidem, s. 1105 nn. (209 nn.): Rozdziat V - Epoka i styl Stanistawa Augusta.

28 T. Mankowski, Mecenat Stanistawa Augusta, ,Zycie Sztuki” 1934, 1, s. 157-167,
tus. 157.

29 O Stanistawie Auguscie Poniatowskim w II Rzeczypospolitej w innym uktadzie
rzeczowo-argumentacyjnym zob. E. Manikowska, Materialna historiografia sztuki. Wokét
ksigzki Galerja Stanistawa Augusta Tadeusza Marikowskiego, ,Biuletyn Historii Sztuki”
2013, 3(75), 5. 505-535.

30 A. Thomine-Berrada, E-R. Martin, Styl i naréd we Francji na przetomie XIX i XX
wieku. Sredniowiecze jako #rédto tradycji w architekturze i historiografii, w: Naréd, styl,
modernizm, s. 37-55, tu s. 41 nn.; Passini, La Fabrique de I'art national, s. 89.
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szlacheckiej, do ktérej upadku miat przyczynicé si¢ brak spotecznej réwnowa-
gi w postaci wybujatego uprzywilejowania stanu szlacheckiego i zepchniecia
na margines zycia panstwowego standéw mieszczanskiego i wtoscianskiego.
Pisali o tym zwtaszcza historycy, ale mysli tego rodzaju podjat bezposrednio
Mieczystaw Gebarowicz. Inaczej niz Walicki cenit nie formalizm i idealizm
polskiej sztuki péznogotyckiej, a niesiong przez nig moc przedstawiania $wia-
ta, jej oblicze naturalistyczne, ktore wigzat z racjonalizmem przynaleznej do
Zachodu klasy mieszczanskiej, ktorej staba obecno$é¢ w dziejach Rzeczypo-
spolitej — tak ujat to Gebarowicz wprost — zawazyta negatywnie na jej losach?!.

*

Przejde do nastepnej kwestii: problemu sztuki ,wschodniej”, tu doktad-
nie: wschodnio-ortodoksyjnej w dziedzictwie sztuki Rzeczypospolitej, rozwi-
jajacej sie zwlaszcza na terenach potudniowo-wschodnich panistwa. Przyjmu-
je sie czesto, ze jest to typowy obszar pogranicza, na ktorym spotykaty sie,
przenikaty, hybrydyzowaty kultury o réznym podtozu etnicznym i konfesyj-
nym. Umyka wtedy z pola widzenia skadinad oczywisty fakt, ze mamy tu do
czynienia z obszarem bedgcym integralng czescig Rzeczypospolitej Obojga,
a nawet Trojga, Narodow, na ktérym aktywni byli obywatele Rzeczypospoli-
tej, a dopiero potem Polacy, Rusini, Litwini, przedstawiciele takiej czy innej
konfesji®2. Natomiast z syntezy wytania si¢ raczej obraz artystycznego pogra-
nicza. Jest to rezultat jednostronnej, polsko-narodowej (z zachodnim ,cen-
trum” w odwodzie) charakterystyki zjawisk sztuki i architektury wschodnio-
-ortodoksyjnej. Gléwnym narzedziem byt tu aparat formalistycznej historii
sztuki; niekonsekwentnie zaznaczylo sie spojrzenie kulturowo-historyczne.

Kwestia zabytkéw Kos$ciota wschodniego pojawia si¢ juz — anachronicz-
nie, ale z racji zasiegu wschodnich granic Polski miedzywojennej - w rozdzia-
le dotyczacym epoki piastowsko-romanskiej. Od XIV stulecia anachronizmy
znikaja. Walicki omawia rusko-bizantyjskie malowidta $cienne ufundowa-

31 M. Gebarowicz, Wschéd i Zachéd w sztuce polskiej, ,Sprawozdania Towarzystwa
Naukowego we Lwowie” 1935, 2(15), s. 146-153, tu s. 148, 151 nn.; idem, Sztuka $rednio-
wieczna, Lwow 1934 (Historia sztuki, 2), s. 399, 415.

3 O tych rozroznieniach zob. A. Sulima-Kaminski, Historia Rzeczypospolitej wielu
narodéw 1505-1795, Lublin 2000, s. 10 n. Jego wywod cytuje R. Stobiecki, Najnowsze
syntezy dziejéw Polski i Ukrainy. Préba poréwnania, w: Historia, mentalnosé, tozsa-
mosé. Miejsce i rola historii oraz historykéw w zyciu narodu polskiego i ukrainskiego
w XIX i XX wieku, red. J. Pisulinska, P. Sierzega, L. Zaszkilniak, Rzeszow 2008, s. 557-
573, tus. 560-561. Sulima-Kaminski zwraca uwage, ze ,0d XVI wieku stowo «Polak» [...]
mogto oznaczac etnicznego Polaka lub tez obywatela Rzeczypospolitej, i to niezaleznie od
jego narodowosci”.
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ne przez Wiadystawa Jagiette dla katolickich ko$ciotow i kaplic w Koronie,
Starzynski - architekture cerkiewng epoki nowozytnej. Osobliwym, a moze
znamiennym, zabiegiem jest wlaczenie szeregu dziet sztuk przedstawiaja-
cych lokalno-ortodoksyjnej proweniencji (malarstwo ikonowe) do katalogu
zamieszczonego na koncu syntezy i tylko w jej edycji z roku 1934. Katalog ten
rejestruje sztuke obcg (zagraniczng) w zbiorach znajdujacych sie na terenie
Polski??. Jest wiec konsekwentne, ze nie ma w teksécie gtéwnym wzmianek
o produkcji malarskiej i snycerskiej stuzacej wyposazeniu cerkwi. W rezul-
tacie ambiwalencja charakteryzuje stosunek do rusko-ortodoksyjnej sztuki:
raz jest uznana za sktadnik sztuki polskiej, to znowu traktowana jest jak ciato
obce i wytaczona z rozwazan.

Hastem polskiego dyskursu o sztuce wschodnio-ortodoksyjnej jest ok-
cydentalizacja. Zjawisko okcydentalizacji wzglednie latynizacji architektury
i sztuki ortodoksyjnej uznaje sie za historyczng rzeczywisto$é. Jednak, jak za-
uwazylt Piotr Krasny, kryterium ,okcydentalne” stato sie ,swoistg «przepust-
ka» dla wybranych cerkwi do kanonu kluczowych zabytkéw sztuki polskiej”,
zarazem - narzedziem jednostronnej charakterystyki dziet architektury
o wielowarstwowej problematyce?*. Wskazmy tu tylko na grecko-katolicka ka-
tedre $w. Jura, wzniesiona w latach 1744-1772 przez architekta pochodzacego
z Niemiec - Bernarda Meretyna. Starzynski pisze:

[W tworczosci architekta] krzyzuja sie prady potudniowoniemieckie z oddziaty-
waniem pdznego baroku rzymskiego [...]. W planie cerkwi widzimy nawigzanie
do wioskich zatozen centralnych na zasadzie krzyza greckiego [...]. Typ budowli
centralnej dobrze dawat sie zastosowa¢ do wymogéw obrzadku wschodniego, choé
w danym wypadku jeszcze przez wydtuzenie nawy gtéwnej dobitnie zostato pod-
kreslone zwycigstwo idei artystycznej Zachodu.

Architektura cerkwi jest tutaj miejscem zmagania sie sprzecznych form, a hi-
storyczny czynnik konfesyjno-ortodoksyjny, jakby nie byto fundatorski, wytg-
czony jest zdomeny Zachodu-Okcydentus®.

Cofnijmy si¢ do fundacji Wtadystawa Jagietty;, zjawiska oryginalnego i jed-
norazowego na rdzennym, powiedzmy: tacinsko-okcydentalnym, obszarze

33 Walicki, Starzynski, Dzieje sztuki polskiej, s. 1198 n.

34 P Krasny, Architektura cerkiewna na ziemiach ruskich Rzeczypospolitej 1596-1914,
Krakow 2003, s. 13, zob. tez s. 31 nn.

35 Walicki, Starzynski, Dzieje sztuki polskiej, s. 1096 (200).

36 Krasny, Architektura cerkiewna na ziemiach ruskich..., s. 158, wprowadza pojecie
modernizacji dla okre$lenia fenomenu katedry $w. Jura, negujac uzytecznos$¢ pojecia okey-
dentalizacji.
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Korony. Odcina sie ono jednoznacznie od dominujacego tu malarstwa gotyc-
kiego. Zespotowi lubelskiemu poswiccone byly osobne, szczegétowe studia
samego Walickiego i Celiny Filipowicz-Osieczkowskiej?”. W bizantynsko-
-wschodniej tkance dzieta obaj autorzy odstaniaja watki facinsko-zachodnie,
zwlaszcza w ikonografii, ale takze incydentalnie w stylu malowidet. Walicki
pisze w syntezie:

Katolicka mysl teologiczna ujeta zostata w formalny wyraz sztuki bizantyjskiej
[...]. Cowigcej, twodrca scen pasyjnych [...] reagowat zywo na prady wspotczesnej
mu sztuki gotyckiej, co najwyrazniej przejawito sie w scenie ,Komunii Aposto-
16w” nawigzujacej zaréwno w swej ikonograficznej redakcji, jak i szczegotach sty-
listycznych do wzoréw zachodnioeuropejskiego malarstwass.

Na innym miejscu wypowiedziat opinie, ze jednym z czynnikdw, obok poufa-
tego wspotzycia kulturalnego Polski i Rusi, sprzyjajacym infiltracji sztuki ,ob-
cej” (tak Walicki) byta ,swoista wspotkrwistosé tej sztuki, w ktdrej formach,
nie$miato wprawdzie, dzwieczata przeciez melodia gotyckiej linii, gotyckiej
rzeczywistosci: i mimo woli przypominajg sie tu stowa Worringera, «ze tylko
w tak zwanej maniera greca mogta rozgorzeé gotycka wola formy»”%°. Z kolei
Filipowicz-Osieczkowska wprost wysuneta teze o istnieniu polskiej szkoty
malarstwa bizantynskiego. Poglady te nie wytrzymaty jednak krytyki, co tym
silniej uwypukla zawarta w nich tendencje charakterystyczna dla polskich ba-
dan nad bizantynsko-ortodoksyjng sztuka w dawnej Polsce*.

Hasto ,okcydentalizacja”, klasyfikujace i warto$ciujgce zarazem, stanowi
w istocie figure polonizacji (w sensie etniczno-narodowym), mianowicie poloni-

37 M. Walicki, Malowidla $cienne kosciota sw. Tréjcy na Zamku w Lublinie (1418),
,Studia do Dziejow Sztuki w Polsce” 1930, 2; C. Filipowicz-Osieczkowska, Ze studiéw nad
szkolq polskq malarstwa bizantyjskiego, ,Zycie Sztuki” 1934, 1, s. 101-136; eadem, Les
peintures byzantines de Lublin, ,Byzantion” 1932, 1(7), s. 241-252; eadem, Ze studiéw
nad szkotq polskq malarstwa bizantyjskiego — Notes sur la Majestas Domini et sur I'école
polonaise de la peinture byzantine, Krakéw 1936.

38 Walicki, Starzynski, Dzieje sztuki polskiej, s. 987 (91).

39 M. Walicki, Wschéd i Zachéd w sztuce Rusi Czerwienskiej (Uwagi na marginesie
Wystawy Sztuki Ukrairiskiej w Warszawie), ,Pion. Tygodnik Literacko-Spoteczny” 1934,
9(22), s. 1-2, tu s. 2. Walicki odwotuje sie tu zapewne do W. Worringera, Formprobleme
der Gotik (Miinchen 1911) lub Griechentum und Gotik. Vom Weltreich des Hellenismus
(Miinchen 1928).

40 A. Rozycka-Bryzek, Malarstwo cerkiewne w polskiej tradycji historycznej i w ba-
daniach naukowych, w: Sztuka cerkiewna w diecezji przemyskiej. Materialy z miedzy-
narodowej konferencji naukowej 25-26 marca 1995 roku, red. J. Giemza, Eancut 1999,
s. 11-26, tus. 19 n.
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zacji tego, co poprzez zachodnie przyporzadkowanie form artystycznych dato sie
polonizowaé. Polska jest tu pasem transmisyjnym lub zgota misjonarzem ddbr
zachodnich. Jesli uznamy, ze sztuka panstwa krzyzackiego zlokalizowana na te-
rytorium II Rzeczypospolitej i przyjeta w syntezie do korpusu sztuki w Polsce
mogla by¢ pojmowana jako figura Zachodu, to tym silniej bije w oczy ostabienie
i pomniejszanie roli czynnika wschodnio-ortodoksyjnego, ktory byt sktadnikiem
historycznej rzeczywisto$ci I Rzeczypospolitej. Podnoszona we wstepie do syn-
tezy konieczno$¢ uwzglednienia szeroko rozumianego kontekstu historycznego
przyjeta w przypadku sztuki wschodnio-ortodoksyjnej dwojaka postaé: apliko-
wany byt forsownie i jak sie okazato na wyrost w odniesieniu do fundacji Jagielty
(jako katolickich), pozostat za$ de facto nieobecny w odniesieniu do zjawisk znaj-
dujacych sie poza ,rdzennym” facinskim obszarem Korony.

Z powyzszej niewspotmiernoéci nie mozna wyciagaé zbyt daleko idgcych
wnioskéw. Kto w czasie, gdy powstata nasza synteza, byt przygotowany, by
przekroczy¢ ograniczenia narodowego modelu historii, umieszczajac takze
w zleceniodawczo-odbiorczym przedpolu dzieta sztuki owych wspomnianych
wyzej ,obywateli Rzeczypospolitej”, a nie od razu przedstawicieli anachro-
nicznie i antagonistycznie pojmowanych narodowosci? Tym wiecej w Pol-
sce wskrzeszonej po traumatycznym okresie zaboréw. Silna na przyktad byta
pamiec o roli KoSciota prawostawnego jako instrumentu rusyfikacji. Z kolei
napiecia migdzy budzacymi si¢ do zycia narodowego Ukrainicami i podbudo-
wywanymi historyczng wielko$cig Polakami rysowaty si¢ juz w wieku XIX,
acz pod wtadztwem habsburskim byly zinstrumentalizowane, jednocze$nie
podsycane i odgérnie roztadowywane. Ale to juz wtedy Marian Sokotowski
orzekt, ze sztuka Rusinéw, ktdrej poswiecit badania, jest ciatem odrebnym,
innym, zgota obcym w dziedzictwie Rzeczypospolitej*'.

*

Poznawcze, a takze historyczne, znaczenie dzieta Walickiego i Starzyn-
skiego lezy w dociekliwym poszukiwaniu ryséw polskich w sztuce w Polsce.
Przedstawiony wyzej rekonesans zawartych w syntezie dociekan na ten temat
daleki jest od kompletno$ci. Jedng z przyczyn tego stanu rzeczy jest okolicz-
nos¢, iz na plan pierwszy wysunicte zostaly te ustalenia, dla ktérych meto-
dologiczng baza byta analiza formalno-stylistyczna dzieta sztuki, przy tym
,narodowo” kontekstualizowana. Podej$cie historyczne, historyczno-kulturo-
we, w dwudziestoleciu miedzywojennym czesto okreslane jako ,socjologicz-

41 M. Kuninska, Historia sztuki Mariana Sokofowskiego, Krakow 2014, s. 226 nn. Zob.
tez M. Rampley, The Vienna School of Art History. Empire and the Politics of Scholarship,
1847-1918, University Park 2013, s. 89 nn.
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ne”, wymagatoby odrebnego przeswietlenia. O potrzebie podjecia tego zada-
nia przekonuja cho¢by odnotowane wyzej problemy umiejscowienia sztuki
wschodnio-ortodoksyjnej w dziedzictwie artystycznym Rzeczypospolitej.
Droga do lepszego zrozumienia dokonan Walickiego i Starzynskiego bytoby
ukazanie ich w szerokiej perspektywie poréwnawczej, w planie rzeczowo-hi-
storycznym i metodologicznym - obejmujace zaréwno polskie pismiennic-
two fachowe i to uznane za nie-akademickie, jak i historiografie artystyczna
catej Europy. Dotyczy to zwlaszcza naszych sgsiadéw, historiografii czecho-
stowackiej czy litewskiej, takze ukrainskiej, w stosunku do 6éwczesnej pol-
skiej bardzo polemicznej, a stosujacej podobne figury interpretacyjne*?.
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Summary

Writing an academic history of Polish art was an urgent task of art historians after
World War I, when the country regained its political independence. An important
and creditable achievement in that respect was a study by Michat Walicki and Juliusz
Starzynski, published in 1934 as a kind of supplement to the monumental Geschichte
der Kunst von der altchristlichen Zeit bis zur Gegenwart by the Marburg historian
Richard Hamann, translated at that time into Polish. In 1936, the work of the Polish
scholars was published again in the form of a separate book. The paper focuses on
three problems that were addressed in it: the cultural and artistic ties of Poland to the
West, the vernacular features of Polish art, and the presence of the “Eastern art” in
Polish artistic heritage. The author examines also the question whether those issues
were related to the political, social, and cultural reality of the Second Polish Republic.
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ANNA MARKOWSKA

WOKOE ROKU 1948:
JREWOLUCJA EAGODNA” I HISTORIA SZTUKI

REWOLUCJA: GRAZ WEADZA CZY UCIECZKA
W BEZPIECZENSTWO AUTORYTARYZMU?

Czy da sie zwizualizowaé zaczetg w latach 40. polska rewolucje bez odno-
szenia sie do obrazow doby socrealizmu? Rewolucja zaczela sie przeciez wcze-
$niej niz socrealizm i poodwilzowa (po roku 1955) ikonografi¢ artystyczna,
$cisle zwiazana z Ecole de Paris, Picassem i sztukg informel - rodzaj dziwnej
mimikry, udajacej, ze nic sie nie stato! — uzna¢ mozna za ikonografie wygranej
quasi-komunistycznej rewolucji, w jej lokalnej odmianie. Polska powojenna
rewolucja jest nierozerwalnie zwigzana z nowoczesnoscig, ktdrg rozumiem
tu za Walterem L. Adamsonem jako kulturowa regeneracje poprzez dgzenie
do nowych warto$ci, oraz — za Anthonym Giddensem - jako niosaca ze soba
idee $wiata otwartego na zmiany poprzez ludzkie interwencje?. Z jednej stro-
ny podkresli¢ nalezy powszechno$¢ dgzenia do odnowy w omawianym czasie,
z drugiej — fakt wytworzenia sie w spauperyzowanym i straumatyzowanym
spoteczenstwie mechanizmu autorytarnej osobowosci, co ze sobg konwenio-

' Odnosze sie tu zarowno do ksigzki A. Ledera Przesniona rewolucja, jak i do tezy
W. Wtodarczyka. Badacz pisat o gwattownym oddalaniu sie sfery kultury i do§wiadczenia
politycznego w czasach, gdy na poczatku lat 50. poluzowano polityke w obszarze plastyki,
jednocze$nie wzmacniajac represje; por. idem, Pieé lat, w: Zaraz po wojnie, red. J. Kordjak,
A. Szewczyk, Zacheta — Narodowa Galeria Sztuki, Warszawa 2015, s. 33-34.

2 W.L. Adamson, Modernism and Fascism: The Politics of Culture in Italy, 1903-1922,
,The American Historical Review” 1990, 2(95), s. 360; Ch. Pierson, Conversations with
Anthony Giddens. Making Sense of Modernity, Cambridge 1998, s. 94. Giddens generalnie
wiaze nowoczesno$¢ z Zachodem, por. rozdziat Is Modernity a Western Project, w: idem,
The Consequences of Modernity, Cambridge 1990, s. 174-176, a oceniajac totalitaryzm
nazistowski i stalinowski jako jedna z ciemnych stron modernizmu, uznaje, iz doszto tu do
konsolidacji wtadzy politycznej, militarnej oraz ideologicznej w stopniu, jaki byt niemozli-
wy przed powstaniem panstw narodowych (ibidem, s. 8).
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walto®. Autokraci uwodza - jak pisat Detlef Oesterreich - oferujac moc i wiel-
ko$¢*. Hannah Arendt pisata z kolei o $cistej relacji wojny i rewolucji®.

Rolf Reichardt i Hubertus Kohle, zajmujacy sie obrazowaniem doby Wiel-
kiej Rewolucji Francuskiej, pisali o sejsmicznym przewrocie strukturalnym,
w tym m.in. o zrewitalizowaniu tradycyjnej ikonografii poprzez unaocznienie
konfliktu, jakim byto uzywanie starych (chrzescijanskich) wzorcéw, ktore nie
pasowaty do wyrazania nowych tresci, o zacieraniu granic miedzy klasyczng
hierarchig gatunkéw (malarstwo historyczne, rodzajowe, pejzazowe i portre-
towe) oraz o polityzacji artystow i o wspolczesnej tematyce®. Takze w Polsce
Matka Boska zmieniata sie w umeczong Matke, a meczennicy - choé niezwig-
zani z KosSciolem - nadal przelewali swg krew. Mieliémy rewolucyjne bluz-
nierstwa, jak Matka z zabitym synem (1949) Andrzeja Wréblewskiego, dla
ktérego wzorcem byta ikonografia maryjna i optakiwanie ofiar rewolucji, bo
Elektra — na obrazie Szczesnego Kowarskiego — obsadzona zostata w starej/
nowej roli przygladania sie zbrodniom popetnionym w imie sprawiedliwo$ci:
jestjuzrok 1947, sa to wiec prawdopodobnie zbrodnie ojco- i bratobojcze, uta-
twione przez wojenng przemoc, a nie lament nad samg wojna.

Typowa dla tuzpowojennych czaséw tzw. rewolucji tagodnej” byta perswa-
zyjna, heterogeniczna formuta wizualna, sugerujaca, iz kazdy moze znalez¢

3 T.W. Adorno, E. Frenkel-Bruswick et al., The Authoritarian Personality, New York
1950.

4 Badacz podkreslal, ze cho¢ tematem interesowali sie weze$niej Kant, Hegel i Marks,
to dopiero w XX wicku systematycznie badano dobrowolne postuszenstwo i ulegtos¢ tak
w duzych, jak i matych grupach, por. D. Oesterreich, Flight into Security: A New Approach
and Measure of the Authoritarian Personality, ,Political Psychology” 2005, 2(26), s. 275~
297. Na temat tak zwanej autorytarnej osobowos$ci wypowiadali sie m.in. filozofowie tzw.
szkoty frankfurckiej (m.in. T. Adorno) oraz naukowcy z uniwersytetu Stanforda. Chociaz
odpowiedzi jest tu wiele i zaleza takze od pogladéw politycznych, tzw. autorytarna reak-
cja zwigzana jest z niemoznoscia indywidualnego poradzenia sobie w trudnych sytuacjach
taczona jest czesto z pasywnoscia, ze sztywnym trzymaniem sie norm oraz niechecig do
nowosci; przyjete autorytarne normy okazuja sie mie¢ moc ochronng i z tego wtasnie po-
wodu ludzie nie stronig od nieuprawnionej kontroli. Wskazujac sytuacje, w ktorych osoba
staje sie autonomiczng jednostka lub osobowo$cig autorytarng, i wyjasniajac autorytarna
socjalizacje, podkresla sie role sytuacji ekonomiczne;j.

5 H. Arendt, O rewolucji, przet. M. Godyn, Warszawa 2003.

6 R. Reichardt, H. Kohle, Visualising the Revolution. Politics and Pictorial Arts in Late
Eighteenth-Century France, ttum. C. Attwood, London 2008, s. 7-8191.

7 A. Ostrowski, Hugo KoHgtaj i tagodna rewolucja 1791 r., ,Kuznica” 1945, 4-5, s. 11;
J. Borejsza, Rewolucja tagodna, ,Odrodzenie” 1945, 10-12, przedruk: Czas debat. Antologia
krytyki artystycznej z lat 1945-1954, opr. A. Pietrasik, P Stodkowski, t. 1, Warszawa 2016,
s. 21-30.
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swe miejsce w nowej, odmienionej ojczyznie: jednoczesne uzycie symboli
religijnych i komunistycznych podczas wiecéw Bieruta i Gomutki moze tu
stuzy¢ za przyktad. Rewolucja tagodna swoja modelowy realizacje ukazata na
Wystawie Ziem Odzyskanych (WZO), gdzie wspétzyly formy awangardowe
z socrealistycznymi; innym uciele$nieniem rewolucji indulgens bylta ,ekste-
rytorialna ambasada utopii” (okreslenie Piotra Graczyka®) lub ,kaplica her-
metycznego modernizmu”, jak nazwat ja Jakub Woynarowski, czyli stworzona
przez Whadystawa Strzeminskiego sala neoplastyczna w otwartym w kwietniu
1948 roku Miejskim Muzeum Sztuki w £odzi — wcielony idealny model do-
skonale wyrazajacy, jak pisat Woynarowski, ,sprzeczno$¢ miedzy dgzeniem
do petryfikacji dobr kultury a wciaz zywa potrzebg wyzwalania kreatywnej
energii”, przy jednoczesnym buncie przeciw zastanej architekturze budynku®.
Te dwie realizacje u$wiadamiaja rézne strategie rewolucyjne: Strzeminski
w obrebie dawnego, historyzujacego budynku wykroit cze$¢ osobna, idealng,
sugerujac konieczno$¢ wyswabadzajacych cie¢ w obrebie zastanych organi-
zmow; Jerzy Hryniewiecki, gléwny projektant WZO, stworzyt bardziej prze-
puszczalne granice, byt bardziej otwarty na r6znorodnosc¢; inaczej wygladata
tez w rezultacie sugestia przenoszenia wzorcow: wsobny koncept t6dzkiego
artysty, skupiony na formie i czystej wizualnosci, byt jak najdalszy od idei ple-
bejskiego rozproszenia dar6w-pamiatek, ktore kierowani afektem zwiedzaja-
cy wywozili z Wroctawia, utozsamiajgc obfito$¢ (a nie: dyscypline, jak w przy-
padku todzi) z nowym komunistycznym panstwem!. Badajgc ikonosfere
WZO, szybko dojdzie si¢ do przekonania, iz nie byto tu mowy o starciu dwéch
uniwersalistycznych - a przy tym rzekomo dychotomicznych — doktryn arty-
stycznych: realizmu socjalistycznego oraz abstrakcyjnego modernizmu, jak
to jeszcze niedawno ujat Piotr Piotrowski''. W powyzszym kontekscie najbar-
dziej nieudana byta agitacja komunistyczna trzeciej waznej wystawy z roku
1948: krakowskiej Wystawy Sztuki Nowoczesnej (WSN), zorganizowanej
przez Tadeusza Kantora i Mieczystawa Porebskiego, gdzie podniesiono na
wyzyny ,indywidualistyczne przezywanie dziwnos$ci”!?, co spuentowata naj-
trafniej uczestniczaca w wystawie Janina Kraupe: ,Kantor wtasciwie zyje na

8 P Graczyk, Sala neoplastyczna w £odzi, ,Kronos” 2015, 3, [plik MOBI], s. 51-52.

9 J. Woynarowski, Taksydermia, ,Kronos” 2015, 3, [b.n.s.].

10 Afektywna interpretacje tworczo$ci artysty daje: L. Nader, Afekt Strzeminskiego.
,Teoria widzenia”, rysunki wojenne, Pamieci przyjaciét — Zydéw, Warszawa 2018.

I P Piotrowski, Globalne ujecie sztuki Europy Wschodniej, Poznan 2018.

12 1. Bogucki, Miejsce opuszczone przez dziecioly, czyli sztuka majaczenia i dyscypli-
ny, Odrodzenie” 1949, 5, przedruk: W kregu lat czterdziestych, 3, red. J. Chrobak, Krakéw
1991, s. 32.
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Ksiezycu i wyobraza sobie, ze rzad bedzie popierat klub egocentrykow”!3. Tak
czy inaczej, byta to oddolna oferta ztozona wtadzy, ktorej towarzyszyto opro-
wadzanie duzych grup robotnikéw, zotnierzy i tzw. mas ludowych oraz bardzo
wyrazista frazeologia rewolucyjna'*. ArtySci pragneli zmian i wtadzy, chcieli
nauczac o historycznym determinizmie, a szukanie przez Kantora za granica
artystycznego hegemona byto oczywistym skutkiem nieprzepracowania cie-
nisto$ci modernistycznego autokratyzmu.

Symbolem ,rewolucji tagodnej” zostat Picasso, popularyzowany w kra-
ju bynajmniej nie tyle ze wzgledu na wartosci artystyczne, ile przez fakt, iz
byt to artysta-cztonek partii komunistycznej'®. Wskazuje to niewatpliwie, ze
pragmatyczni zarzadcy rewolucjg tagodng nie w czysto wizualnej formie wi-
dzieli (przynajmniej poczatkowo) istote swojego zwyciestwa; najszersze spek-
trum nowego rewolucyjnego sensorium zaprezentowata WZO, bo nie byto
tam samej ,czystej” i ,wysokiej” sztuki.

Jesli pragniemy opisa¢ polska rewolucje, dochodzi do tego konieczne
zniuansowanie metodologii jej dotyczacych, wypracowanych we Francji czy
w Rosji (ZSRR). Jest to nicodzowne z co najmniej dwdch powoddéw: po pierw-
sze, z powodu swoistej stratygrafii — nawarstwiania si¢ w powojennej Polsce
lokalnych potrzeb i postulatéw regeneracyjnych natozonych na imperialna
logike bezwzglednej ,pierekowki” (nepexosxa'®), oraz po drugie — zasadni-
czej trudnosci, jaka rodzi odmienne rozumienie podstawowych stéw i pojeé
w tych dwdch zakresach: projektu radzieckiego i rodzimego (przy wszelkich
zastrzezeniach co do podobnej dychotomii). Jednym z pomystéw na takie
zniuansowanie bytoby unikanie wyja$nien na podstawie zastanych, binarnie
nacechowanych poje¢ i zastgpienie etycznie nacechowanej koncepcji ofiar
(i przesladowcoéw) bardziej neutralng koncepcja graczy. We wspolnym polu
pierekowki i regeneracji nie ma miejsca na binaryzm; co wazne ponadto — jest
to jedynie fragment pola sztuki zaraz po wojnie, nieaspirujacy do reprezenta-
cji calosci, ale tez nieograniczajacy si¢ jedynie do tego, co Maria Dabrowska

13 List Janiny Kraupe do Lili Krasickiej z 29 listopada 1948, za: I Wystawa Sztuki No-
woczesnej piecdziesigt lat péZzniej, Krakow 1998, s. 200.

14 Otwarcie krakowskiej Wystawy Sztuki Nowoczesnej nastapito - jak sie wydaje nie-
przypadkowo - w momencie, gdy odbywat sie Kongres Zjednoczeniowy Polskiej Partii Ro-
botniczej i Polskiej Partii Socjalistycznej, por. W. Wiodarczyk, Pieé lat, w: Zaraz po wojnie,
red. J. Kordjak, A. Szewczyk, Warszawa 2015, s. 39.

15 O$wiadczenie Pabla Picassa, ,Kuznica” [£6dz], 1 czerwca 1945, 1, s. 21. Tamze czy-
tamy: ,Stalem si¢ komunista dlatego, ze komunisci to najmezniejsi ludzie w Zwigzku Ra-
dzieckim, we Francji, tak samo jak w moim ojczystym kraju. Nigdy nie czulem sie bardziej
wolny, nigdy nie czutem sie bardziej soba anizeli teraz, kiedy wstapitem do partii”.

16 Etymologia stowa nepexoska od przekuwania zelaza (stali) - xkosamu, svikosamo.
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w Przygodach cztowieka myslgcego nazwata neotelimenizmem. Nakreslenie
niewielkiego obszaru wspolnego (nawet jesli okazat sie putapka) powoduje, ze
rewolucja stataby si¢ wreszcie widoczna weze$niej, juz w trakcie wojny i zaraz
po niej, a historyk sztuki operujacy w jego ramach statby sie¢ jej uczestnikiem.
Ten pomyst przyszedt mi do gtowy po m.in. badaniach Macieja Szymanowi-
czaV, ktdéry pokazal, jak konserwatywni poznanscy piktorialisci tworzyli zre-
by stalinowskich struktur. Z kolei badania Karoliny Zychowicz i Szymona
Kubiaka pokazuja zachodnioeuropejski import socrealizmu i nie pozostawia-
ja watpliwosci, ze infiltracji komunizmem i implementacji socrealizmu nie
mozna ograniczy¢ do importu zza wschodniej granicy'®. Tzw. rewolucja tagod-
na, bagatelizowany dotad w badaniach nad sztukg etap zmian w artystycz-
nej infrastrukturze!, pozwolit zaistnie¢ wielu heterogenicznym podmiotom
ioznaczat, iz w momencie, gdy wtadza zmienita $rodki na bardziej radykalne
- gdy po tych indulgents, co chcieli roznych i nieskoordynowanych zmian,
wkroczyli — obecni przeciez caty czas — inspirowani sowietami enragés, duza
cze$¢ artystow, dziataczy kultury i historykow sztuki — od radykalnej anarchi-
stycznej lewicy po autorytarng i nacjonalistyczng prawice — ulokowata si¢ juz
w ramach nowej struktury wladzy i w ramach odbudowy kraju ze zniszczen.
Co wiecej, czuli sie oni wspdttwdrcami tej nowej struktury, w ktérej panstwo
decydowalto si¢ wesprzeé finansowo rézne oddolne inicjatywy. Umiarkowany
poczatkowo program o silnych akcentach narodowych spowodowat, iz wraz
z obietnicami konkretnych finansowych gratyfikacji kulturalny program ko-
munistycznych wtadz okazat sie atrakcyjny nie tylko dla lewicy. Rewolucja
tagodna byta wiec posunieciem makiawelicznym, umozliwiajacym rozpro-
szenie wtadzy, by tym skuteczniej mdc ja potem scentralizowaé. Pokutujacy
w Polsce koncept, ze zty rezim wizualizowany jest przez brzydki socrealizm,
uwazam za infantylny. Jest w tym marzenie o niewinnosci i czysto$ci histo-

17 Jak napisat Szymanowicz, wywodzaca sie z Heimatphotographie koncepcja polskiej
fotografii ojczystej, sformutowana co prawda przed wojng, ale kontynuowana po roku 1945,
nie brata pod uwage wszystkich - ,niewygodnych” — aspektéw niemieckiego programu 13-
czacego si¢ z nazistowska teoria rasowy”, por. M. Szymanowicz, Zaburzona epoka. Polska
fotografia artystyczna w latach 1945-1955, Poznan 2016, s. 69. Tworzenie struktur insty-
tucjonalnych przez fotograféw — bedacych jednocze$nie by¢ moze i pragmatystami, i 0so-
bowosciami autorytarnymi uformowanymi w warunkach strachu i niepewnosci - taczy sie
niewatpliwie z koncepcja ekonomicznej podstawy jako zrodta wolnosci i starg zasada novus
rex, nova lex, co dziatato tu synergicznie.

18 K. Zychowicz, Paryska lewica w stalinowskiej Warszawie, Warszawa 2014; Sz.P. Ku-
biak, Daleko od Moskwy. Gérard Singer i sztuka zaangazowana, Szczecin 2016.

19 Jednym z wyjatkow jest wystawa w warszawskiej Zachecie: ,Zaraz powojnie” (2015),

por. przyp. 1.
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rycznej: magicznie zwizualizowane zto mozna prosto odrzuci¢, pozby¢ sie go
jak za dotknieciem rozdzki (umieszczajac np. w Koztéwee). Poreczny koziot
ofiarny wykreowat miraz, zaczarowat §wiat, w ktérym tatwiej - i pickniej -
byto nam zy¢. Po tzw. odwilzy powrécono do Picassa i wzorcow z Ecole de
Paris - ktore byly intensywnie obecne w fazie tagodne;j. Ikonografia rewolucji
skojarzona jednak zostata jedynie z socrealizmem — wigzanym z ZSRR, cho¢
to adaptacja sztuki Ecole de Paris wyrazata w Polsce najpelniej zwycieska faze
rewolucji, cynicznie i konsolacyjnie przy tym zacierajac jej sowiecky inspi-
racje. Taki dziwny miszmasz bezsilnosci, pragmatyzmu, dobrych checi i sa-
mozaktamywania stat si¢ podstawg inteligenckiego etosu na wiele kolejnych
lat. Teza o estetyzacji doswiadczenia rewolucji zgodna jest zresztg z general-
na diagnozg Preziosiego, ze historia sztuki jest produktem estetyzacji zycia
spotecznego i uciele$nieniem spotecznych pragnien®. Przez to wszystko nie
udato sie jednak wytworzy¢ szczepionek przeciw inzynierii spotecznej, czyli
nie poddano gruntownej refleksji przejscia od modernizmu do komunizmu,
a przeciez byly tu historyczne modele do refleksji: wszak po pierwszej woj-
nie $wiatowej analogicznie we Wtoszech nastapito przejscie miedzy moder-
nizmem a faszyzmem. Por6wnanie o tyle zasadne, ze taczy je doswiadczenie
wojny, bo — jak pisat Walter L. Adamson - polityczna sytuacja wytworzona
przez wojng byta na wiele sposobdéw ,rewolucyjna” i sprzyjata polityzacji mo-
dernizmu oraz taczeniu go z regeneracyjng przemocag?.

Wydany w roku 1948 Zarys dziejéw polskiej historii sztuki Adama Boch-
naka niewielu wymienia autoréw zainteresowanych sztuka wspotczesna.
Znajduje sie wérdd nich oczywiscie Jan Botoz Antoniewicz, o ktorym Bochnak
napisat, iz ,na par¢ miesiecy przed $miercig przemdwit na otwarciu wystawy
formistéw z takim zrozumieniem intencji zwolennikéw ekspresjonizmu i ku-
bizmu, ze wywotato to podziw dla lotnosci umystu tego juz 64-letniego wielbi-
ciela renesansu”??. Bochnak podkreslat, ze whasciwie stuszne jest, iz polscy hi-
storycy sztuki nie ziécili wielkiego marzenia Botoza Antoniewicza o szerszym
rozmachu dyscypliny i pracujg ,przede wszystkim w dziedzinie dziejéw sztu-
ki w Polsce, rodzimej czy importowanej, wyjatkowo tylko podejmujac tematy
w zaden sposob niezwigzane z Polsky”. Wedle Bochnaka program Antonie-
wicza okazat si¢ nierealny, bo polski historyk sztuki ,nie moze si¢ obej$¢ bez
autopsji dzieta sztuki na miejscu”, przeto musiatby podr6zowac i przebywaé
dtugo za granica. Dlatego zamiast opcji lwowskiej — jak ttumaczyt - zwycie-

20 D, Preziosi, The Art of Art History. A Critical Anthology, Oxford 2009, s. 495.

21 W.L. Adamson, Avant-garde Florence. From Modernism to Fascism, Cambridge,
MA, 1993, 5. 219-227.

22 A. Bochnak, Zarys dziejéw polskiej historii sztuki, Krakow 1948, s. 29.
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zyta opcja krakowska Mariana Sokotowskiego, czyli badanie dziet dostgpnych
w Polsce. ,Program Sokotowskiego wytrzymat prébe czasu i okazat sie zywot-
nym do dzi$” - dobitnie podsumowat uczony, a cho¢ weczedniej nie omieszkat
zauwazy¢, iz Sokotowski ,dtugie lata spedzit za granicg”, to jednak po powro-
cie ogtosit obszerng rozprawe Ruiny na Ostrowie Jeziora Lednicy. Bochnak
w rezultacie uznat, iz w roku 1948 najpilniejszym zadaniem dyscypliny jest
petna inwentaryzacja zabytkéw i dopiero wowczas zamiast przyczynkéw zdo-
by¢ sie bedzie mozna na opracowania ogolniejsze. Jako jeden z wazniejszych
probleméw historii sztuki wymienit ,problem swoisto$ci naszej produkeji ar-
tystycznej”, podkreslajac iz ,jedynie metoda poréwnawcza”, ktadaca nacisk
na relacje ze sztukg zagraniczng, jest wiasciwa?’. Ten sam Bochnak bowiem,
ktéry pragmatycznie ograniczat perspektywy badawcze, starat sie jednak, by
przy trudnos$ciach w podrézowaniu i ogélnej biedzie da¢ studentom mozliwie
najszersze spojrzenie na sztuke europejskga. W roku akademickim 1947/1948
miat na przyktad wyktad o barokowej sztuce flamandzkiej?*.

HISTORYK SZTUKI WOBEC MASOWYCH WYWEASZCZEN:
AMBIWALENCJA W SAMYM SERCU ETOSU

W tuzpowojennych programach odbudowy ze zniszczen i projektach orga-
nizacji zycia artystycznego kwestia wlasnosci nie jest wtasciwie podnoszona.
Jan Zachwatowicz, piszac o tym, ze nardd i pomniki kultury to jedno i ze wo-
bec zniszczen wojennych, nie mogac ,zgodzi¢ sie na wydarcie nam pomni-
kéw kultury, bedziemy je rekonstruowali, bedziemy je odbudowywali od fun-
damentdw, aby przekazaé pokoleniom, jesli nie autentyczng, to przynajmniej
doktadng forme tych pomnikéw, zywa w naszej pamieci i dostepng w mate-
riatach”?°, miat §wiadomos¢, ze jego koncepcja konserwatorska nickoniecznie
jest zgodna z éwczesnym prawem: ,Ochrona prawna to sg przede wszystkim
zakazy, ktdre nie tworzg, lecz reguluja. Nie zakazami, lecz pozytywnym, zy-
wym programem zdotamy postawi¢ sprawe zabytkéw w Polsce na naleznym
jej poziomie”?¢. Tadeusz Dobrowolski miat z kolei nadzieje na pojawienie sie
nowego cztowieka:

23 Tbidem, s. 62.

24 A. Bochnak, Malarstwo flamandzkie XVII wieku: Rubens — Jordaens — Van Dyck:
wyktady uniwersyteckie z r. 1947/48, Krakéw 1949.

25 J. Zachwatowicz, Program i zasady konserwacji zabytkéw, ,Biuletyn Historii Sztuki
i Kultury” 1946, 2, s. 48.

26 Tbidem, s. 50.
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Muzea musza wyj$¢ naprzeciw cztowiekowi, skarlatemu w wadliwie uksztatto-
wanych normach zycia spotecznego, kulturalnie nierozbudzonemu i nieraz leni-
wemu umystowo. Réwniez i 6w cztowick musi wykazaé nieco wiecej inicjatywy
i zdoby¢ sie na probe otrzaéniecia sie z umystowej biernosci?’.

Prometejskie stowa, zwiekszajace dystans - tak charakterystyczny dla nowo-
czesnej $wiadomosci — miedzy ,przestrzenia do$wiadczen” a ,horyzontem
oczekiwan”?¢, padaty juz po prawie dwdch latach od ogtoszenia przez PKWIN
reformy rolnej, na mocy ktorej teoretycznie dokonywano parcelacji majatkow
ziemskich, ale praktycznie — wszelkiego typu przywtaszczen i przejeé, takze
ruchomosci, gdy jeden dysponent gruntéw i zasobéw ekonomicznych utatwiat
kreowanie nowych wizji. Zapowiedz Zachwatowicza nieliczenia si¢ z prawem
padata w Polsce juz po dekrecie Bieruta z 26 pazdziernika 1945 roku, ktory
W paragrafie 1 stanowit:

W celu umozliwienia racjonalnego przeprowadzenia odbudowy stolicy i dalszej jej
rozbudowy zgodnie z potrzebami Narodu, w szczegdlnosci za$ szybkiego dyspo-
nowania terenami i wtasciwego ich wykorzystania, wszelkie grunty na obszarze
m.st. Warszawy przechodza z dniem wejscia w zycie niniejszego dekretu na wta-
sno$¢ gminy m.st. Warszawy?.

A zatem, cho¢ kwestia wtasno$ci dziet to sprawa szersza, to po rewolucji
w Polsce nabiera specyficznego rysu i warta jest osobnego naswietlenia, w kto-
rym wazna jest takze ciggtos¢ siegajaca okresu przedwojennego. Juz bowiem
przedwojenne rozporzadzenie Prezydenta RP o opiece nad zabytkami z 6 mar-
ca 1928 wydato si¢ wielu niewystarczajace® i przemysliwano, jak w odrodzo-
nym kraju mogltoby powsta¢ muzeum zawierajace europejskie arcydzieta ,bez
narazania panstwa na duze wydatki lub na wydatki w ogoéle i bez naruszania
zasad prawnych zagwarantowanych konstytucja”, co doprowadzito do projek-
tu ,,0 obowigzku wystawiania obrazéw dawnych mistrzow”, po ich obowiaz-
kowej rejestracji*'. Wolno$¢ woli rozumiana jako zasada sprzeciwiajaca sie

27 T. Dobrowolski, Zagadnienie muzealnictwa, ,Biuletyn Historii Sztuki i Kultury”
1946, 3-4(8), s. 162.

28 Koncepcja R. Kosellecka, Erfahrungsraum oraz Erwartungshorizont przywotywana
przez Habermasa, por. idem, Filozoficzny dyskurs nowoczesnosci, Krakéw 2004, s. 21.

29 Dekret z dnia 26 pazdziernika 1945 r. o wtasnosci i uzytkowaniu gruntéw na obsza-
rze m.st. Warszawy, opublikowany w Dzienniku Ustaw z 1945, nr 50, poz. 279.

30 Rozporzadzenie Prezydenta Rzeczypospolitej z 6 marca 1928, Dz.UR.P. nr 29,
poz. 265. Opisano tu m.in. mozliwo$¢ wywtaszczenia gruntéw, na ktérych dokonano od-
krycia zabytkéw na rzecz Panstwa oraz mozliwo$¢ wywlaszczenia samych zabytkow.

31 H. Gotlib, Projekt ustawy o przymusie wystawiania obrazéw dawnych mistrzéw,
,Glos Plastykéw” 1932, 4, s. 50.
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historycznie zastanemu prawu nie jest mozliwa bez rewolucji. Niewatpliwie
takie realizacje, jak budowa w stolicy szerokich arterii zamiast waskich ulic,
wymagajacych respektowania prawa wiasnosci, czy odbudowa warszawskiej
Staréwki, zawieraty w sobie réwniez faktor koniecznej (nieodpartej) zmiany:
byty miejscem przywrocenia sprawiedliwo$ciznajdujacej uzasadnienie wmoz-
liwosciach, jakie dawata rewolucja: ,zabytek o przywréconym mu majestacie
musi sta¢ sie czynnym i petnic role spoteczng, jako konieczny element osiedla
z pelnig swego oddzialywania” - pisat Zachwatowicz??. Rewolucyjna prze-
strzen pojednania w postaci starej formy wypetnionej nowa trescig, nastawio-
na na codzienno$¢ (Zachwatowicz pisat o zwrdceniu zabytkéw ,czynnemu
zyciu w starannie opracowanej, wlasciwej formie architektonicznej”??), miata
przy tym zupelnie inny charakter niz ceremonialny charakter ostentacyjnie
wertykalnej i dominujacej obcej formy, uniewazniajacej wszystko to, co byto,
czym stat sie sowiecki Patac Kultury. Odwotywata sie do wizualnosci, do for-
my, ale nie byly to formy nowe, ale stare, znane — bo tylko ich nowa funkcja
mogta zaswiadczy¢ o tym, ze tu faktycznie zaszta zmiana. Forma koita prze-
moc; czynita nowo$¢ swojska. Celem rewolucji — zaréwno francuskiej, paz-
dziernikowej (,pierekowki”), jak i zamierzonej, polskiej — byta wszak zmiana
stosunkow spotecznych, z ktorych wytonié sie miat nowy cztowiek (homme
nouveau). Naukowa i socjalna neutralizacja dziatan ekspropriacyjnych sprzy-
jata jego narodzinom; juz w listopadzie 1944 na terenie znacjonalizowanego
patacu Zamoyskich w Koztéwce utworzono muzeum?*. Postuze sie jednak
innym przyktadem: ocena kolekcji Potockich, przejetej przez panstwo w paz-
dzierniku 1946 po akcji wtadz bezpieczenstwa, ktore odkryty skarby m.in.
w klasztorze kamedutow?® . W aneksie katalogu Pokaz obrazéw i dziet sztuki
ze zbioréw Potockich zabezpieczonych przez wtadze bezpieczeristwa przed
wywozem za granice przeczyta¢ mozna byto o podstawie prawnej ,zabezpie-
czenia zbioru”, jego autorzy powotywali sie bynajmniej nie tylko na powojen-
ny dekret (z 1 marca 1946, Dz.UR.P. nr 14, poz. 99), ale réwniez na rozporza-
dzenie Prezydenta Rzeczypospolitej o opiece nad zabytkami (z 6 marca 1928,

32 Zachwatowicz, Program i zasady konserwacji zabytkéw, s. 48.

33 Tbidem.

34 Zaraz po wojnie, red. J. Kordjak, A. Szewczyk, Warszawa 2015, s. 10.

35 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich zabezpieczonych przez wtadze
bezpieczenstwa przed wywozem za granice [katalog wystawy listopad-grudzien 1946, Mu-
zeum Narodowe], Warszawa 1946. Tekst przewodnika opracowali: Kazimierz Malinowski
(malarstwo), Maria Mrozinska (miniatury), Marisa Suchodolska (druki), Stanistaw Ge-
bethner (sztuka zdobnicza), Jozef Jodtowski i Stanistaw Gebethner (pamiatki historyczne
ijubilerstwo).
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Dz.UR.P. nr 29, poz. 265). Kazimierz Malinowski (1907-1977), éwczesny
kustosz i wicedyrektor Muzeum Narodowego w Warszawie, absolwent Uni-
wersytetu Poznanskiego i w niedalekiej przysztosci (1948) dyrektor Muzeum
Wielkopolskiego, czyli pdzniejszego Muzeum Narodowego w Poznaniu®®,
oceniajac zbiory malarstwa rodziny Potockich, podniost na mocy ich zawodo-
wej oceny, iz kolekcja nie byta tylko rezultatem jakichs szczeg6lnych potrzeb
artystycznych, gdyz duzy zespot portretéw rodzinnych pokazuje, iz waznym
celem byto uwiecznienie wizerunkéw cztonkéw rodziny i zdokumentowanie
—jak pisat — ,tak istotnej niegdys$ ciggtosci rodu”?’. Jednocze$nie, przygladajac
sie dziewictnastowiecznym portretom, Malinowski opiniowat, izwtasnie z po-
wodu popularnos$ci malarstwo portretowe nie odegrato w historii sztuki po-
wazniejszej roli, gdyz - jak podnosit — ,w dziejach sztuki ostaty si¢ tylko na-
zwiska malarzy awangardowych”. Dodajac, iz nie jest to akurat wing rodziny
Potockich, to jednak ,gdyby kierowali si¢ nie tyle checig uwiecznienia swych
wizerunkow, ile posiadania warto$ciowego obrazu, z pewno$cig portrety ich
miatyby warto$¢ ponadczasowy i nie zdeprecjonowatyby sie po uptynieciu kil-
kudziesigciu lat do prostej ilustracji panujacych swego czasu upodoban”s®.
Mozna uznad, iz dostajac od wtadz bezpieczenstwa zlecenie eksperckie histo-
ryk sztuki — postugujac sie praktyka ,egzegetyczng i kryptograficzna”?®, jako
przedstawiciel nauki - potrafit zademonstrowaé¢ swoja niezaleznos$¢, nawet
gdy w katalogu pisze si¢ o ,czujnos$ci Wtadz Bezpieczenstwa Publicznego” po-
magajacej zachowaé narodowi swoje skarby* i jest to ta sama wtadza, ktora
niekoniecznie zajmowata si¢ jedynie ratowaniem skarbéw. Taka transakcja
ratownicza dyscypliny byta mozliwa dzigki wsparciu nauki, ktéra neutralizo-
wata - a wladciwie waloryzowata pozytywnie — obecno$¢ dziet sztuki w mu-
zeum, nawet gdyby znalazly si¢ tam prawem kaduka. To bowiem akurat nie
byto istotne, gdy badato sie rozwdj okreslonej formy, pytato o to, czego kon-
kretnego w historii moze dany obiekt dowies$¢, gdyz dzieto to okaz bedacy de-
pozytariuszem okre$lonych danych (specimen data) w okre$lonej przestrzeni
badawczej (interrogative field)*'. Nowoczesna koncepcja transferu wielkiej
ilosci dziet sztuki, ktore utraciwszy swoj habitat, zostaly umiejscowione
w nowych warunkach, aby stuzyty edukacji obywateli, to pomyst tylez rewolu-

36 H. Kondziela, Malinowski Kazimierz (1907-1977), w: Polski Stownik Biograficzny
Konserwatoréw Zabytkéw, Poznan 2000, 1, s. 47-49.

37 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich. .., s. 3.

38 Tbidem, s. 16.

3 D, Preziosi, The Question of Art History, ,Critical Inquiry” 1992, 2(18), s. 374.

40 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich..., s. 55.

4 specimen of data” oraz ,interrogative field” to okresélenia Preziosiego, w: idem, The
Question of Art History, s. 375.
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cji, co nauki z jej ,laboratoriami” wiedzy, czyli uprzywilejowanymi przestrze-
niami badawczymi zadajacymi wlasciwe pytania. Sugerujac, ze wladze bez-
pieczenstwa przejety tez osobiste pamiatki rodzinne, Malinowski byt nawet
W stanie - na gruncie dyscypliny — podja¢ dyskusje o zasadnosci catosci prze-
jecia. Jednak zaklasyfikowanie wzmiankowanych nieocenionych najwyzej
portretéw do dzialu sztuki zdobniczej jako materiatow ilustrujacych dzieje
kostiumu i stroju wskazywato raczej na uniwersalizm nauki o sztuce, w ktorej
kazda pamigtka rodzinna moze zosta¢ eksponatem muzealnym i zosta¢ skla-
syfikowana — w oderwaniu od swojego dotychczasowego celu - jako doku-
ment, w tym konkretnym przypadku - o charakterze kostiumologicznym.
Duma z dyscypliny, ktéra wyzwala z dawnych partykularnych celéw ku celom
uniwersalno-naukowym, przebija tez przy ocenie ,replik lub kopii z epoki”
Rafaela, Andrei del Sarto i Giorgionego, gdyz majac znaczenie artystyczne
oraz dydaktyczne, malowidta te kupione zostaty jako oryginaty i ,dopiero pre-
cyzyjne znawstwo naszych czaséw pozwala w nich widzie¢ znamiona posred-
niego autorstwa”*?. W inne tony, zwiazane z dziedzictwem narodowym, ude-
rzyt w tej samej publikacji Stanistaw Gebethner, opisujacy kolekcje pasow
kontuszowych: wobec zniszczenia przedwojennej kolekeji Muzeum Narodo-
wego, przejety zbidr stat sie ,jedynym tego rodzaju w catej Polsce”**. Mozna
wiec powiedzie¢, iz upanstwowienie zbioréw prywatnych w obliczu narodo-
wej apokalipsy stalo si¢ — przynajmniej dla czesci inteligencji — rzecza sama
przez si¢ zrozumiaty. Kwestia wtaczenia obiektow w przestrzen nauki i uru-
chomienia procedur eksperckich byta tak wazna, bo w ostatecznym rachunku
mogta stuzy¢ uniewaznianiu wtasno$ci. Nauka zostata zatem wykorzystana
do rewolucji, a nowoczesno$¢ — dzigki teleologicznym konstrukcjom histo-
rycznym - pozwolita ,zaryglowaé przysztosé jako zrédto niepokoju”+*. Z kolei
,magiczny urok konieczno$ci historycznej”*> pozwolit nie tylko nie zauwazy¢
rewolucji, ale przemieni¢ w mobilizacje w imi¢ szczytnego zbiorowego obo-
wigzku. Nie aspirujac do roli prawodawcy, a pozycjonujac sie w roli thtumacza,
historyk sztuki zajat przestrzen Hermesa w kitlu oddziatu ratownictwa, nie
tracac z horyzontu innego $wiata, ktory (teoretycznie) tylko dzieki niemu zo-
staje ocalony. Ustanawiajac swa autonomie, ratownik-hermeneuta paradok-
salnie potwierdza w istocie o$wieceniowe zerwanie z tradycja i autorytarne
samostanowienie swojej wyjatkowej rangi, ktérej nie moze mu nadaé nikt
inny jak on sam. Historyk sztuki, wspierajac nowoczesno$¢, akceptowat

42 Pokaz obrazéw i dziet sztuki ze zbioréw Potockich. .., s. 5.

43 Ibidem, s. 28.

4 Habermas, Filozoficzny dyskurs nowoczesnosci, s. 2.2..

4 H. Arendt, O rewolucji, przet. M. Godyn, Warszawa 2003, s. 67.
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o$wieceniowe ideaty separacji-specjalizacji, o ktérych tyle pisat p6Zzniej m.in.
Habermas, prébujac zaradzi¢ pomylce i nieszcze$ciu nowoczesnosci, zdefi-
niowanej przezen jako powstanie trzech autonomicznych sfer (instytucjonal-
nych dziedzin aktywnosci): nauki, moralnosci i prawa oraz sztuki wedle sobie
whasciwych prawidet. Filozof w domenie sztuki sprecyzowat problem nowo-
czesnosci jako eksperckie i przez to samoutwierdzajace sie podejscie do kul-
tury oraz instytucjonalizacje celowo racjonalnego dziatania administracyjne-
go, skutkujgce uniwersalizacja norm i nowa mitologia w stuzbie idei.
Wyjéciem moze by¢ - jego zdaniem - model dziatania nastawiony na porozu-
mienie, koordynacje wzajemnych planéw uczestnikéw interakeji i rezygnacja
z nastawienia uprzywilejowanego. Giddens pisat z kolei m.in. o funkcjonalnej
specjalizacji oraz o systemie eksperckim, w ktérym poktada sie zaufanie (choé
nie mozna go samemu zweryfikowac), co prowadzi do uniewaznienia relacji
spotecznych zaleznych od bezposredniego kontekstu, czyli do separacji czasu
i przestrzeni oraz zniesienia umocowania systemu spotecznego w konkret-
nych realiach (tzw. disembedding)*¢. Nicosobowa natura ekspertyzy powodo-
wata, ze ekspert operowat w abstrakcyjnym czasie i przestrzeni, niezdetermi-
nowany przez konkretny kontekst i lokalno$¢; wymeldowywat si¢ z tu i teraz,
czyli po pierwsze — oddalat sie od lokalnej tradycji, oraz po drugie — wznosit sie
ponad wulgarno$¢ zawtaszczen stuzby bezpieczenstwa, choé przeciez (to
prawdziwy paradoks!) relacja z nig oparta by¢ musiata na relacji zaufania
(Giddensowski trust) jako katalizatorze symbolicznych $rodkéw wymiany.
Zaufanie to nie opierato sie na uczciwosci moralnej, a jedynie na wierze w po-
prawno$¢ zasad. W systemach totalitarnych czy quasi-totalitarnych - gdy do-
datkowo ztamana zostata zasada zaufania - podwazone zostaty zaréwno sym-
boliczne $rodki wymiany, jak i wiara w poprawnos¢ zasad. Skoro wewnetrzna
referencjalno$¢ skonstruowanych norm i standardéw eksperckich unika
wszelkich relacji poza okre$long specjalistyczna domeng — innymi stowy bez
Boga lub idei Boga oraz bez konkretnych ludzi ulokowanych tu i teraz - sys-
tem ekspercki przeniesiony w abstrakcyjny czas i przestrzen stuzy¢ poczat
samemu sobie. Przedefiniowaniu ulec musiata sztuka, nieodwotalnie stajac
sie cze$cig zamknietego systemu eksperckiego, ktory miat racje bytu o tyle,
o ile stuzyt wtadzy, a nie ludziom w okre$lonym czasie i miejscu. Opisujac
kolekcje Potockich za pomoca pewnikdéw swej dyscypliny, uczony uzyskiwat
racjonalng spdjnos$¢ i maksymalng pewnos¢ co do uzyskanych wnioskéow;
znacznie wiekszg niz gdyby rozpatrywat kolekcje np. pod katem tego, czym
byta dla cztonkéw rodziny w konkretnych momentach ich zycia. Cienistosé

% A. Giddens, The Consequences of Modernity, Cambridge 1991, od s. 21. Polskie
wydanie: Konsekwencje nowoczesnosci, przet. E. Klekot, Krakéw 2008.



Wokot roku 1948:  rewolucja tagodna” i historia sztuki 379

modernizmu oczywista jest w jej uniwersalnym aspekcie, lecz w relacji do
systemu implementowanego po wojnie mozna mowi¢ wrecz o tragizmie. Ten
tragizm rozpoznaje w rozpieciu dyscypliny miedzy checia skupienia sie na
opcji krajowej (czyli stuzeniu lokalnej spotecznosci po traumatycznych do-
$wiadczeniach wojennych) z nadzieja, ze bedzie to mozliwe przy niepodwaza-
niu eksperckich fundamentéw dyscypliny, oddalajacych sztuke od ludzi. Na
szczedcie — w PRL-u - nie mozna méwic o szczelnosci systemu. Niemniej,
relacja ,ustrukturowana przez system krzyzujacych sie perspektyw mowcow,
stuchaczy i aktualnie nieuczestniczacych obecnych”4” nie mogta zaistnieé
w sytuacji, gdy zdziesigtkowane mieszczanstwo uzalezniano od wszechwta-
dzy panstwa, niszczono ziemianstwo, obrabowujac ich z wtasno$ci na rzecz
,Judu” i konstruowano retorycznie 6w ,lud”.

SZTUKA LUDOWA A ART BRUT -
W POSZUKIWANIU PRZECIW-HISTORII

Jesli zgodzimy sie ze stwierdzeniem Foucault, iz opowiadanie historii dtu-
go byto spokrewnione z rytuatami wiladzy i stato sie rodzajem ceremonii ja
uzasadniajacej i umacniajacej — jako dyskurs blasku - rola i sposob przedsta-
wienia przedmiotu wtadzy staje sie miejscem rozstajnych drog — czy stajemy
po stronie Tytusa Liwiusza, czy Biblii*®. Sztuka ludowa jest dzisiaj przedmio-
tem analiz critical folklore studies, poddajacym refleksji ,zdolnos$¢ do decydu-
jacego wktadu w krytyke wtadzy i dominujacych lub uciskajacych obyczajno-
$ci” i retoryke ludowosci, majaca wktad w ukonstytuowanie sie spotecznego
tadu*; pamietac¢ bowiem nalezy, ze powigzany z ludowo$cia koncept ,prymi-
tywizmu” zwigzany byt z ideologicznym konstruktem towarzyszacym impe-
rialnym podbojom®°, implikujac odmienne podejscie do czasu i historii. Kry-
tyczna historia ludowo$ci pisana jest zatem przez tych, co nie dowierzaja
potomkom Tytusa Liwiusza. W tej domenie umie$ci¢ mozna wnikliwe anali-
zy Piotra Korduby: refleksje nad splotem nowoczesno$ci i lokalnego ,prymity-
wu”. Juz sam tytul jego ksiazki Ludowos¢ na sprzedaz wskazuje, iz autor nie
omija kwestii instrumentalizacji sztuki ludowej, wtaczania jej w szersze kon-

47 Habermas, Filozoficzny dyskurs nowoczesnosci, s. 337.

4 Odwotuje sie do: M. Foucault, Wyktad z 28 stycznia 1976, w: idem, Trzeba bronié¢
spoteczenstwa, thum. M. Kowalska, Warszawa 1998, od s. 71.

49 S.0. Gencarella, Constituting Folklore: A Case for Critical Folklore Studies, ,The
Journal of American Folklore” 2009, 122(484), s. 173.

50 M. Antliff, P Leighten, Primitivism, w: Critical Terms for Art History, red. R.S. Nel-
son, R. Schiff, Chicago 2003, s. 217.
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cepcje rozwoju ekonomicznego, gustu, wizji spotecznych. Korduba ukazuje
wiele takich uwiktan, piszac m.in. o ludomanskich potknieciach, secesyjnej
lub artdekowskiej ,ondulacji” w kontekscie dochodzacych do gtosu nurtéw
awangardowych, o rozwoju turystyki i checi przezycia czego$ ,autentyczne-
go”, o wprzegnieciu sie w ruchy niechetne maszynie i rozwojowi przemysto-
wemu oraz o miescie powodujacym rzekomo rozktad moralny, o wiejskiej
biedzie konserwujacej tradycje i zwigzanej z tym etnograficznym konceptem
apoteozowania izolacji artystycznej oraz konceptem przeciwnym, apostol-
skim i ekonomicznym jednoczeénie, polegajacym na zachecaniu inteligencji
do wprowadzania dziet przemystu ludowego do wtasnych mieszkan celem
wspomagania wychodzenia wsi z nedzy, o wyjatawianiu inwencji poprzez sys-
tem chatupniczy, wreszcie - o roli panstwowych instytucji, ktore jeszcze przed
wojng wzicly na siebie role straznika tradycji®'. Mozna uznaé, iz Korduba po-
kazat wnikliwie, co z twdrczoscia ludowa zrobitby najprawdopodobniej Tytus
Liwiusz; zgodnie z zalozeniami pracy i jej tytutem nie pojawia siec wszak ,hi-
storia biblijna” ludowosci, cho¢ doglebna i wszechstronna krytyka ludowosci
na sprzedaz — bedaca rodzajem kolektywnej fantazji na temat ,ludu”, ktora
przez swa retoryczng perswazyjnos$¢ ukonstytuowata w PRL-u komunikacje
miedzy miastem a wsig — zostawita niewatpliwie przestrzen na takg przeciw-
-historie (by znéw uzy¢ terminu Foucault). Sprawg, ktora interesuje mnie na
styku sztuki ludowej i wytaniajacej sie zaraz po wojnie koncepcji art brut (be-
dacej w dyskursie rodzajem wiedzy nieujarzmionej, ,autentycznej”’), jest za-
tem nieuchronnie funkcja pamieci: nie — zapobieganie zapominaniu, ale uka-
zywanie tego, co zostato, zdaniem Foucault, ,starannie, z rozmystem, ztodliwie
przeinaczone i zamaskowane”*?. Korduba pisze bowiem - ustami Heleny
Schrammowny (zm. 1942) - 0 napieciu miedzy o$wiecaniem ludu a uswiada-
mianiem inteligenta, ze edukacja stuzy¢ moze gubieniu przez tworce ludowego
jego pierwotnych umiejetnosci®®. Zaskakujacy wniosek, jaki autor wysnut ze
$ledzenia koncepcji sztuki ludowej w okresie miedzywojennym, polega na pod-
kresleniu kluczowej roli zaréwno przed-, jak i powojennego panstwa w projek-
cie popierania przemystu ludowego: centralistyczny i monopolistyczny charak-
ter wsparcia ludowosci, ,poddajacy przemyst ludowy panstwu zaréwno pod
wzgledem finansowej, jak i merytorycznej kontroli, sprzyjat wykorzystaniu
zdobytych juz do$wiadczen czy wrecz dopasowaniu go do powojennej organi-

51 P. Korduba, Ludowo$¢ na sprzedaz. Towarzystwo Popierania Przemystu Ludowego,
Cepelia, Instytut Wzornictwa Przemystowego, Warszawa 2013.

52 Foucault, Wyktad z 28 stycznia 1976,s. 77.

53 Korduba, Ludowos¢ na sprzedaz, s. 60 i 55.
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zacji zagadnienia w komunistycznej Polsce”**. Zanim jednak zajme si¢ wza-
jemnymi korzy$ciami, jakie $wiadczyli sobie komunistyczne panstwo i anty-
komunistycznie nastawiona inteligencja w zakresie sztuki ludowej, chce
podja¢ watek poszukiwan tzw. autentycznej kultury ludowej, ktéra intereso-
wata po wojnie badaczy catej Europy, w kontekscie rozktadu imperialnych
mocarstw oraz kolonizacyjnej orientalizacji i egzotyzacji kultury ludowe;.
Przyktadem moze by¢ pobyt Claude’a Lévi-Straussa w Nowym Jorku (1941-
1945), zainteresowanie sztuka nieprofesjonalng i tym, co nie wigze sie z ,kul-
turowym przemystem” w ujeciu Adorna; tu wazne byty relacje z surrealistami
oraz Indianami. Lévi-Strauss w obmysleniu strukturalnej antropologii i zwig-
zanej z nig niehierarchicznej koncepcji sztuki skorzystat zaréwno z koniecz-
nosci tworzenia dla procesu kreacji ,nieprawdopodobnych zestawien” surre-
alistow, jak i z przechadzek po zautkach imigranckiego Nowego Jorku,
wyktadéw Romana Jacobsona, pomniejszajacych role autora, oraz z przemy-
$len stworzonej przez Franza Boasa Northwest Coast Indian Gallery w tam-
tejszym Muzeum Historii Naturalnej; nie bez znaczenia bylto takze zapozna-
nie si¢ ze sztuka wieZzniéw*>. Po powrocie do Paryza uczony stat sie cztonkiem
Compagnie de I’art brut i zwiedzit wystawe ,L’Art Brut préféé aux arts cultu-
rels” (1949, Galerie René Drouin). Mniej wigcej w tym samym czasie (od
grudnia 1948 do lutego 1949) w Musée National d’Art Moderne trwata ,\Wy-
stawa Polskiej Sztuki Ludowej i Przemystu Artystycznego”, zorganizowana
przez zatozone przez Wande Telakowska Biuro Nadzoru Estetyki Produkc;ji.
Dla Dubuffeta sztuka surowa nie byta oczywiscie zwiazana z produkeja; byta
nadziejg na przekroczenie narodowych animozji i historycznych uwarunko-
wan; moze by¢ rozpatrywana w kontekscie ,estetyki bezdomnosci” T.J. De-
mosa i jako ostatni ,inny” modernizmu®®. Jakkolwiek dzisiaj negatywnie

5¢ Ibidem, s. 132. Korduba nie zaznacza co prawda, czy polska sztuka ludowa w ramach
Cepelii skupiata sie na wzorach tych narodéw, ktore wehodzity w sktad przedwojennej Rze-
czypospolitej, wydaje sie jednak, ze oczywista byla tu (a przez to znaturalizowana) pozba-
wiona krytycznosci geografia, nastawiona na wzorcotwoércza role terenéw Podhala i Polski
centralnej; jesli tak — odnositaby sie do konstruowania ,narodu” i ,ludu” w ramach pojattan-
skiego porzadku, wymagajacego — w ramach lojalno$ci w stosunku do ZSRR - amnezji, gdy
chodzi o wszystko, co zostato za Bugiem. Skoro Dulski musiat chodzi¢ po wojnie na kopiec
Ko$ciuszki (a nie na Iwowski kopiec Unii Lubelskiej), ludowo$¢ definiowata sie przez Kurpie
iokolice.

55 K. Minturn, Dubuffet, Lévi-Strauss, and the Idea of Art Brut, ,RES: Anthropology
and Aesthetics” 2004, 46, s. 247-258; por. tez: J. Clifford, On Collecting Art and Culture,
w: Out There: Marginalization and Contemporary Cultures, red. R. Ferguson, M. Gever et
al., Cambridge, Mass., 1990, od s. 156.

56 Minturn, Dubuffet, Lévi-Strauss..., s. 2551 258.
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oceniamy stereotypowego w swej patologii ,innego”, rézniacego sie od ,nor-
malnego” tworcy®’, a takze dziewiczo nieskalang koncepcje art brut Dubuf-
feta, to w konkretnym historycznym momencie po wojnie rzecz toczyla sie
o inkluzywnos¢ europejskiej kultury i o niedawanie (poprzez sztuke) wzor-
cow dominacji, w tym takze o kulturowe formowanie w kontrze wobec auto-
rytarnych koncepcji nowoczesnoséci; ten krytyczny aspekt byt charaktery-
styczny nie tylko dla art brut, ale réwniez m.in. dla grupy Cobra (1948-1951)
i tych jej cztonkéw, ktorzy tworzyli pdzniej ruch sytuacjonistéw. Foucault
pisze o przeciw-historii w zwigzku z jej potencjatem ,odszyfrowania, od-
grzebania sekretu, odwrdcenia podstepu, odzyskania przeinaczonej i sttu-
mionej wiedzy”®®, o jej wymiarze rewolucyjnym. Cho¢ warto by doglebniej
zbadaé, czy rodzimy ,prymityw” nie zostat wykorzystany jako ezopowy je-
zyk przeciw-historii, to roboczo mozna jednak postawié teze, ze tego typu
myslenie byto jak najodleglejsze dla polskich historykéw sztuki. ,Ludowo$é
na sprzedaz” jest prawdziwym paradoksem - jest kontynuacja przedwojen-
nego dyskursu wtadzy przejetego przez komunistyczne panstwo ijego powo-
jenna rewolucje. Dubuffet w swej retoryce ludowej naiwno$ci postugiwat sie
narzedziami krytycznymi wobec racjonalnego projektu nowoczesnosci
z jego wzorcami dominacji®. Dubuffet wierny byt ideom ,niewykastrowa-
nej”, nieudomowionej koncepcji kultury - bliskiej takze surrealistom - jako
zawierajacej emancypacyjny, rewolucyjny potencjat, zupetnie zatracony
przez uporzadkowana o$wieceniowg edukacje®. Co wiecej, jezdzac do Afry-
ki, ani my$lat czerpaé ze sztuki galijskiej, zbyt oczywista bytaby paralela
znazistowska ideologiag Blut und Boden. Art brutuznaé wiec mozna za prze-
ciw-historig; na gruncie historii sztuki w Polsce mogta by¢ nig nauka upra-
wiana przez Aleksandra Jackowskiego, kulminujagca w wystawie ,Inni”

57 The Artist Outsider: Creativity and the Boundaries of Culture, red. M.D. Hall,
E.W. Metcalf, Jr., Washington 1994; G.A. Fine, Self Taught Art and the Culture of Au-
thenticity, Chicago 2004; por. D. Wojcik, Outsider Art, Vernacular Traditions, Trau-
ma, and Creativity, Western Folklore” 2008, 2/3(67), s. 179-180.

58 Foucault, Wyktad z 28 stycznia 1976, s. 78.

5 Za przyktad stuzy¢ moze seria asamblazy, w ktorych wykorzystywat upolowane
motyle. Prowokacja byta ich hekatomba dla celéw artystycznych: w logice nowoczesnosci
wydawac si¢ mogta bezsensowna (czyli ekonomicznie nieuzasadniona, niefunkcjonalna),
a takze sam pomyst tworzenia wizerunkéw ludzi upodabniajacych sie do owadéw (ktére
z kolei - postugujac si¢ batesowska mimikra, charakterystyczng dla istot bezbronnych -
obnazaly swoja zatosna bezsilno$¢). Wszystkie te zabiegi stuzyty jednak polemice z kon-
cepcja Judu”, wprzegnietego w jakickolwiek instrumentalnie go traktujace projekty, por.
S.K. Rich, Jean Dubuffet: The Butterfly Man, ,October” 2007, 119, s. 46-74.

¢ L. Shiner, The Invention of Art: A Cultural History, Chicago 2001, s. 149-151.
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w warszawskiej Zachecie w 1965 roku®!. Wigczanie - jak pisat Jackowski,
ktory byt kuratorem wystawy — ,wzgardzanych” i ,niedostrzezonych” mozli-
we byto - ttumaczyt - dzieki przemianom sztuki®?, jednak zamiarem bada-
cza nie bylo w zaden sposéb podwazenie jej hierarchii. ,Innych” nazwaé
mozna by byto wedle kuratora po prostu amatorami, dyletantami, malarza-
mi niedzielnymi lub prymitywami, jednak nazwa ,inni” jest najadekwat-
niejsza, gdyz chodzi o ludzi zdolnych wykreowaé swoj odrebny $wiat, réz-
nigcy ich od tworcow ludowych, dziatajacych w obrebie okreslonej grupy
regionalnej (np. podhalanskiej lub kurpiowskiej). ,Inni” nie maja wspolnej
wiezi i Jackowski, pokazujgc tu spektrum ,od pogranicza twdérczo$ci ludo-
wo-odpustowej [...] do [...] amatoréw z kregu przedmies$¢ i matych miaste-
czek, tworczosci gornikdw, robotnikéw, rzemieslnikéw”, by dyskretnie wia-
czy¢ tu - poprzez czynnik cierpienia — ludzi z niepetnosprawno$ciami
psychicznymi. Faktycznie ilo$¢ nieszcze$é, jaka przydarzyta sie ,innym”,
budzi¢ musiata poruszenie: urodzeni zazwyczaj w skrajnej biedzie, wstrza-
sani depresjami, ,epilepsja, objawami lunatyzmu”, chorzy i kalecy, osamot-
nieni i zatamani, nieznajacy swych polegtych na wojnie ojcow, skonczyli
najcze$ciej ledwie 7 klas szkoty podstawowej, bo ,trzeba bowiem byto praco-
wac, aby pomdc dziadkom” lub chorej matce i rodzenstwu, choé¢ bywato, iz
zwalniani byli z pracy za udziat w strajku, dzi$ czesto - starzy i zmeczeni -
nie moga juz pracowac, ,tyle co w ogrodzie”®®. Dzieki kategorii ,innos$ci” ga-
leria Zachety w czasach rozkwitu naukowego ateizmu zapetnié si¢ mogta
m.in. wizjami religijnymi; mozna byto ponadto sproblematyzowaé twor-
czo$¢ Marii Blumenfeld, pielegniarki zwiazanej z inspirujagcym sie sztuka
surowg Jerzym Pankiem, i pozwoli¢ méwic¢ wszystkim wymienionym w ka-
talogu osobom wtasnym glosem, cho¢ przetworzonym przez instancje sztu-
ki nowoczesnej w postaci galerii sztuki. Teoretycznie oddanie gtosu Blu-
menfeld to odestanie do innego $wiata, ktéry nie uzyskat prawomocnosci
i miatl potencjat odwotania sie do historii rewindykacyjnej oraz insurekceyj-
nej; ale te $wiaty mogty sie spotkac jedynie w sytuacji wertykalnej zalezno-
$ci. Mozna zauwazy¢, iz koncepcja ,innych” wprowadza trzeci gltos w starciu
z koncepcja ,Judowosci na sprzedaz”, o ktorej pisat Korduba, osadzajac ja
w ramach centralizowanej kontroli panstwa, oraz z etnograficzng koncepcja
naukowych badan regionalnych. ,Inni” Jackowskiego nie s3 modelem dla

ot O wystawie: G. Switek, ,Inni” w kanonie nowoczesnosci, w: Polska — kraj folkloru?,
red. J. Kordjak, Zacheta - Narodowa Galeria Sztuki, Warszawa 2016, s. 171-179.

2 A. Jackowski [b.t.], Inni. Od Nikifora do Gtowackiej, oprac. A. Jackowski [katalog
wystawy, Zacheta], Warszawa 1965, [b.n.s.|.

63 Zyciorys skompilowany na podstawie biograméw twoércéw zamieszczonych
ibidem.
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regeneracji narodu, bo zrodto ich sztuki jest czesto w chorobie. Jackowski
potaczyt to, co Anglosasi nazywajg primitivism, ktéry — jak pisat Davis Mac-
Lagan - prze$laduje europejska kulture od zewnatrz, oraz outsider art odno-
szacy sie do tego, co istnieje w obrebie tej kultury®*. Jednak cho¢ ,inni” Jac-
kowskiego w tym zakresie zdaja si¢ by¢ przepracowaniem traumy
nazistowskich wystaw ,sztuki zdegenerowanej” z lat 30., to trzeba zauwazy¢,
iz sa to nade wszystko ludzie, ktorym nalezy sie wspoétczucie (takiego podej-
$cia zdecydowanie nie miat Dubuffet); co wiecej, rodzimy ,prymityw” powi-
nien, co prawda, zosta¢ wyeksponowany i ochroniony, ale w ramach protekto-
ratu oczywista jest jego kulturowa bezsilno$¢ i miejsce na marginesie®.
Dosadne szczegbty z zycia czynily z ,innych” niestety swoistg zmedykalizo-
wang i uklasowiong menazerie, szcze$liwie jednak ten ambiwalentny obraz
zostal catkowicie przestonicty przez starannie zaaranzowang i zaskakujaca
scenografic wystawy: ustawiono na podtodze, w przestrzeni wystawowej, ca-
topostaciowe, naturalnej wielko$ci fotografie artystow, co powodowato - jak
pisala Gabriela Switek — ze ,widzowie przechadzali si¢ miedzy fotografiami
artystow [...] - niemal bezposrednio spotykajac sie z «innymi»”®. Nie zmieni-
to to jednak ideologicznej nadbudowy: ,uludowiani” (okre$lenie Joanny Kord-
jak®”) ,inni” powtarzajg i utwierdzaja wszystkie hierarchie powstate na dycho-
tomicznie skonstruowanej retoryce cywilizowany-prymitywny: przemawiaja
mitycznym jezykiem niezaleznym od historii, naleza do klasy nizszej (najwi-
doczniej zaden zdeklasowany arystokrata nie zajat sie z rozpaczy sztuka®®),
jest w tej grupie stosunkowo duzo kobiet (wszak ,kobiece do meskiego ma sie
tak jak natura do kultury”®). Nawet rytuaty grupy Hruszki, ktore wziety sie

6 D. MacLagan, Outsiders or Insiders, w: The Myth of Primitivism. Perspectives on
Art, red. S. Hiller, London-New York 2005, s. 18.

% Ciekawy jest w tym kontekscie podziat Piotra Juszkiewicza, wyodrebniajacy dwa sta-
nowiska wzgledem sztuki ludowej w PRL-u: etnograficzne (ochronne) i nowoczesne, w obu
przypadkach inna byta ,relacja miedzy sztuka ludowa a sztuka wysoka i kulturg popularng,
z naciskiem na ochrone tradycyjnych form przed niekorzystnym wptywem wspotczesnej
cywilizacji i nowoczesnej kultury”, za: P. Juszkiewicz, Ludowe, dzieciece, prymitywne, no-
woczesne. O ceramice Antoniego Kenara, w: Polska — kraj folkloru?, red. J. Kordjak, War-
szawa 2016, s. 194.

66 Switek, ,Inni” w kanonie nowoczesnosci, s. 177-178.

67 1. Kordjak, Polska — kraj folkloru?, w: Polska — kraj folkloru?, Warszawa 2016, s. 23.

8 Wyjatkiem z klasy $redniej jest urodzona w Eucku i zwigzana po wojnie z Krakowem
(m.in. jako modelka w ASP) Irena Trzaskowska, ktorej ojciec byt oficerem, a matka den-
tystka. Dominacja robotnikéw w obszarze tzw. sztuki naiwnej to oczywiscie konstrukcja
ideologiczna. Por. K. Piwocki, Dziwny $wiat wspétczesnych prymitywoéw, Warszawa 1975,
s. 12.

0 Antliff, Leighten, Primitivism, s. 220.
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—jak thumaczyt zatozyciel - z ,btedow zakonnikow z Jasnej Gory”, a na ktdre
sie osobiscie napatrzyt w klasztorze ojcdéw paulinéw - byly ukazane w swietle
taniej sensacji (,,drgawki” w czasie transu) i egzotycznej w PRL-u obrazy uczué
religijnych, zakonczonej procesem karnym w dawno minionym roku 1912.
Jesli ponadto przypomnimy, iz Cepelia stata si¢ spoteczng enklawg dla zatrud-
niania tam przedstawicieli dawnej inteligencji, ziemianstwa i arystokracji —
gdyz panie z towarzystwa gwarantowaty ,kulturalng obstuge i znajomo$¢ jezy-
kéw obeych””®, tym jasniejszy stanie sie klasowy kontekst Innych. Choé
zatem wypunktowane tu relacje sztuki ludowej i art brut wymagaja dalszych
analiz, na podstawie zasygnalizowanych tu kwestii mozna przyjaé robocze
podsumowanie, iz powojenna kontynuacja $cistego zwigzku panstwa i ludo-
wosci — niegdysiejsze marzenie dziewictnastowiecznych projektéw politycz-
nych o rezurekeji polskiej panstwowosci i ,stawka w grze”, jak ujatby to
Foucault — na polu historii sztuki sprowadzita sie do przejecia autokratycz-
nych praktyk. Czy jednak tym razem stawka w grze bylo jedynie ogranie ko-
munistycznych wtadz, to kwestia ciagle nie do$¢ wyraznie naswietlona.

PODSUMOWANIE

Pragmatyczny program Bochnaka, by zajmowa¢ sie jedynie sztuka pol-
ska wraz ze wzniesieniem zelaznej kurtyny, oznaczat zapas¢, ktorej nie mogt
przewidzieé: edukacje dwdch pokolen historykéw sztuki na czarno-biatych
reprodukcjach, jednoczesng prowincjonalizacje dyscypliny i niezwykle eli-
tarne umiedzynarodowienie wybranych jednostek oraz recepcje ze $wiatowej
sztuki wspotczesnej jedynie okreslonych tresci filtrowanych przez ekspertow
oraz zwigzang z tym anihilacje innych dyskurséw niz te aprobowane przez
panstwo. Przy narodowym ujednoliceniu obywateli zajmowanie si¢ sztuka
polska oznaczato przyuczanie do monofonii. Denazyfikacja Niemiec poskut-
kowata otwarciem sie na radykalne poszukiwania artystyczne, umiedzynaro-
dowieniem dyskursu sztuki wspotczesnej (Paik i Cage, zapraszani do Niemiec
i ku aprobacie Niemcdw, ,preparowali” ich wspaniate fortepiany), komuni-
zacja zainteresowana byta estetyzacja systemu i jego unifikacja w ramach
naukowej racjonalizacji i autokratycznego zarzadzania. Mimo rewolucji spo-
tecznej klasowy podziat na etnografie i sztuke wysoka nie zostat zachwiany
- to prawdziwy paradoks, ze podwazenia separacji na muzea sztuk picknych
i etnograficzne uczy¢ sie musieli$my - jako kraj ,demokracji ludowej” — od
tzw. Zachodu. Sciste relacje sztuki i panstwa — budzace pewne nadzieje zaraz

70 Korduba, Ludowo$¢ na sprzedaz, s. 149.
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po wojnie — sg niestety per fas et nefas nadal kluczowe dla polskiej kultury, ko-
nieczna dywersyfikacja nawet po roku 1989 nie nastgpita w zbyt duzym zakre-
sie: niemal wszystkie prywatne galerie czerpig dzisiaj z dotacji panstwowych,
gdyz postkomunistyczni arywisci nie dowiedzieli si¢ w postkomunistycznych
szkotach, co mogliby robi¢ dla poszerzania horyzontéw myslowych, zacheca-
nia do podejmowania wyzwan i dobra wspolnego. Dla Malinowskiego dzieto
sztuki byto materialnym dowodem w polu badawczym (samodzielnym locus
ludzkiej kreatywnosci i estetycznej ekspresji oraz okazem ludzkiej kultury”),
gdzie stawiano okre$lone - legitymizowane przez tradycje historii sztuki - py-
tania. Umiejscowienie dzieta sztuki w tym polu byto ostatecznym celem dzie-
ta. Kwestia wtasnos$ci w tej laboratoryjnej przestrzeni byta problemem niena-
lezacym do horyzontu badawczego. Uzywanie dziet przez rodzine Potockich
iich podrzedne, partykularne cele (np. uzywanie do praktyk religijnych, zaba-
wy, réznych codziennych aktywnos$ci lub wspominania przodkéw) powinny
ustgpi¢ majestatowi nauki. Rewolucja — jak mozna domniemywaé — mogta
dostarcza¢ kolejne okazy-dowody, dzicki ktérym narracje historii sztuki sta-
watyby si¢ coraz doskonalsze. Dla Jackowskiego z kolei ,inni” w galerii ewo-
kowali pytania dotyczace statusu ich faktycznej obecnosci: naturalnej wielko-
$ci fotografie bylty kompromisem miedzy skompromitowanym w etnografii
ludzkim zoo a catkowitg nieobecnoscia i przejeciem glosu przez obiektywna
nauke. W przeciwienstwie do koniecznos$ci implikowanej przez histori¢ sztu-
ki odtaczenia ludzi od ich dziet sztuki, by te ostatnie zaoferowac ludowi, et-
nografia dawata mozliwo$¢ ujawnienia potgczen. Warunek byt jednak oczywi-
sty: to lud zostal w nim ofiarowany zaréwno sztuce wspotczesnej, jak i nauce,
a etos etnografii pozwolit na wyzwolenie ludzkiej wrazliwosci z okow akade-
mizmu i wskazat nauce rewolucyjny potencjat nie tylko w patrzeniu naprzdd,
ale rowniez wstecz, co jest fundamentalnym konceptem nowoczesnosci. Jac-
kowski wymykat si¢ taksonomicznym strukturom historii sztuki wraz z ich
uzurpacja reprezentacji uniwersalnej wiedzy, ale tworzona przezen narracja
okazata si¢ estetyczno-martyrologiczng monofonig. Chociaz jednak sztuka
staneta tym samym takze po stronie religii i magii oraz partykularnych, in-
dywidualnych intereséw zyciowych, a nie tylko nauki, to mimo przeniknie-
cia tworczosci ,mys$lg niecoswojona” wystawa zaowocowata zunifikowanym
asamblazem konkretnych mediéw w ramach historii sztuki: obrazéw i rzezb.
Ostatecznie wiec ,inni” sprowadzeni zostali do tego, co znane.

71 Tak definiuje obiekty w tradycyjnych wystawach muzealnych Ruth B. Phillips, zob.
eadem, Disrupting Past Paradigms: The National Museum of the American Indian and the
First Peoples Hall at the Canadian Museum of Civilization, ,The Public Historian” 2006,
2(28), s. 79.
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Historyk sztuki jest dzieckiem swoich czaséw. Skrywanie ideologiczne-
go zaplecza za szlachetnie brzmigcymi hastami, fabrykowanie jako$ciowych
roznic miedzy jednostkami i spotecznos$ciami przez oswieceniowy, uniwersa-
listyczna koncepcje sztuki’ oraz produkcja wiedzy odartej z religijnego wta-
jemniczenia’ - to tylko niektdre z zarzutow, ktore beda si¢ pojawia¢ wobec
historii sztuki juz niedtugo po omawianych tu czasach. W PRL-u historyk
sztuki stat sie w rezultacie filtrem omnipotentnego panstwa, w przebraniu
eksperta i w majestacie nauki. Filtr dobrego smaku w autokratyzmie nie
oznacza dobrego wychowania, lecz knebel. Po roku 1989 zapomniano, ze etos
nowoczesnos$ci po roku 1945 budowany byt w warunkach arcytrudnych wybo-
row i pragmatycznego ,mniejszego zta”; znaturalizowano rewolucje, a umoz-
liwione to zostato wtasnie dlatego, ze zostata zwizualizowana przez Ecole de
Paris. Podstawowa strategia rewolucji w sztuce to przeciez nadawanie nowych
znaczen starej formie. Zafiksowana na analizie formalnej historia sztuki nie
byta zdolna (nie chciata? nie mogta?) podja¢ si¢ analiz zamiany senséw tych
samych form znaczacych inaczej podczas polskiej rewolucji. Dlaczego nie
ukazujemy komplikacji splotu znaczen? Historykéw przyucza sie na sedziow.
Historykéw sztuki, dodatkowo lub w kontrze — na estetow.

Mozna jeszcze na koniec zada¢ pytanie, czy powojenne dylematy historii
sztuki nie daty sie wyczytac¢ z przedwojennych refleksji mtodych historykéw
sztuki, ktérzy po roku 1945 ksztattowaé mieli dyscypling. Studentka uniwer-
sytetu poznanskiego na wycieczce-objezdzie po Polsce w roku 1939 w swym
pamigtniku opisata wrazenia, jakie wywotaty w niej dzielnice ngdzy w Lublinie:

[...] ciemne ulice bez chodnikéw, domy walgce sie, budowane beztadnie, czasem
jeden na drugim, przyczepione do stromych zboczy |[...]. Z domdw buchat zapach
zlego jadta, pranej bielizny, brudu, nedzy... [...] wychudzone zydowskic dzieciaki
z krzykiem gonity po bruku’.

Aniela Stawska (1918-1997) - owa studentka, a po wojnie m.in. kustosz
Dziatu Malarstwa Polskiego XVI-XVIII wieku w Muzeum Narodowym w Po-
znaniu - pisata, ze bedacy na tej samej wycieczce magister Zdzistaw Kepin-
ski przekonywat wycieczke, ze te malownicze widoki to ,istna Siena”, tak ze
w koncu i cata wycieczka przysztych historykéw sztuki patrzyta na ciezkie,

2 Preziosi, The Art of Art History, s. 497-500.

73 C. Farago, Silent Moves. On Excluding the Ethnographic Subject from the Discourse
of Art History, w: Art History and its Institutions. Foundations of a Discipline, red. E. Mans-
field, London-New York 2002, s. 192-193.

7+ A. Stawska, ,No i co teraz zrobimy?” Pamietnik z pewnej wycieczki, Poznan 2019,
s. 129-130.
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nedzne bytowanie jak na ,«teatrum» ciekawe”. W swym pamietniku Stawska
zapisata wszakze znamienng uwage, ze nikt pewnie z wycieczki nie zdobytby
sie na odwage, by zamieszka¢ wérod tych miejsc, a gdyby nawet — zapewne
nie miatby wéwczas ani odwagi, ani sity, ,by zachwycaé sie malowniczo$cia
tych miejsc”. Stawska w zwigzku ze swojg wrazliwo$cia na biedg pisata: ,Ni-
gdy zdaje sie nie bede dobra historyczka sztuki — nie potrafie oderwacé sie od
tych miejsc, a co gorsza, nie wiem, czy potrafie je rozwigzaé, tak dla siebie
w moim zyciu?...””>. Niewatpliwie, poszerzona wrazliwo$¢ Stawskiej zaprze-
czata autonomii oraz czysto wizualnej tradycji historii sztuki do tego stopnia,
ze studentka obawiala sie¢, ze nigdy nie zostanie dobrg historyczka sztuki: jej
pensée-corps (jak ujalby to pozniej Lyotard) wystawito sie na to, co zmystowe,
i na konkret dos§wiadczenia, ktore okazato sie zranieniem. Na nic takiego nie
otworzyt sie Kepinski, pdzniejszy dyrektor Muzeum Narodowego w Poznaniu
i wyktadowca akademicki, cho¢ juz przed wojng nazywany byt — jak notowa-
ta Stawska w diariuszu - ,niebezpiecznym cztowiekiem”, gdyz poglady miat
Jhiperliberalne i w ogole «wywrotowe»”, o religii naturalnie nie ma mowy,
za to rozne ,«machlerki» komunistyczne, za ktore kiedy$ nieomal nie zostat
zamkniety”’¢. Wojna nie zatagodzita tych miodzienczych niepokojow, prze-
ciwnie — uczynita je wyrazistszymi. Rozumienie, co znaczy ,dobry historyk
sztuki”, bardzo dtugo sie jednak nie zmieniato.
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AROUND 1948: “THE GENTLE REVOLUTION” AND ART HISTORY
Summary

Just like after World War I Italy experienced a transition from modernism to fascism,
after World War II Poland experienced a passage from modernism to quasi-com-
munism. The symbol of the first stage of the communist revolution in Poland right af-
ter the war, the so-called “gentle revolution,” was Pablo Picasso, whose work was popu-
larized not so much because of its artistic value, but because of his membership in the
communist party. The second, repressive stage of the continued came in 1949-1955,
to return after the so-called thaw to Picasso and the exemplars of the Ecole de Paris.
However, the imagery of the revolution was associated only with the socialist realism
connected to the USSR even though actually it was the adaptation of the Ecole de Paris
that best expressed the revolution’s victory. In the beginning, its moderate program,
strongly emphasizing the national heritage as well as financial promises, made the
cultural offer of the communist regime quite attractive not only for the left. Thus, the
gentle revolution proved to be a Machiavellian move, disseminating power to central-
ize it later more effectively. On the other hand, the return to the Paris exemplars re-
sulted in the aestheticization of radical and undemocratic changes. The received idea
that the evil regime was visualized only by the ugly socialist realism is a disguise of
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the Polish dream of innocence and historical purity, while it was the war which gave
way to the revolution, and right after the war artists not only played games with the
regime, but gladly accepted social comfort guaranteed by authoritarianism. Neither
artists, nor art historians started a discussion about the totalizing stain on modernity
and the exclusion of the other. Even the folk art was instrumentalized by the state
which manipulated folk artists to such an extent that they often lost their original
skills. Horrified by the war atrocities and their consequences, art historians limited
their activities to the most urgent local tasks, such as making inventories of artworks,
reorganization of institutions, and reconstruction. Mass expropriation, a consequence
of the revolution, was not perceived by museum personnel as a serious problem, since
thanks to it museums acquired more and more exhibits, while architects and restorers
could implement their boldest plans. The academic and social neutralization of ex-
propriation favored the birth of a new human being, which was one of the goals of the
revolution. Along the ethnic homogenization of society, focusing on Polish art meant
getting used to monophony. No cultural opposition to the authoritarian ideas of mo-
dernity appeared - neither the Ecole de Paris as a paradigm of the high art, nor the folk-
lore manipulated by the state were able to come up with the ideas of the weak subject
or counter-history. Despite the social revolution, the class distinction of ethnography
and high art remained unchanged.

Keywords:
revolution, art after 1945, communism, autocracy, folklore
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WEJSCIE SMOKA

Rola ,poznanskiej historii sztuki” w polskiej historii sztuki po roku 1970
wymaga szeroko zakrojonego i wielostronnego przebadania. Dla zapoczatko-
wania tych badan przedstawiam tylko jeden moment tej dtugiej juz historii.
Przyjmujac $cisle prywatng perspektywe, wracam do sytuacji, w jakiej spo-
tkatam sie z ,poznansky historig sztuki”, ktora to sytuacje nazwatam ,wej-
$ciem smoka”. Popkulturowo-marketingowy tytut nie uchybia uczonosci,
natomiast dobrze oddaje impet, z jakim grupa mtodych historykéw sztuki
z Poznania przebita si¢ na zacna i zasiedziatg scene polskiej historii sztuki.

W roku 1970 rozpoczetam - przypadkiem i niespodziewanie — prace w In-
stytucie Historii Sztuki UW. W nastepnym - 1971 - ,fuksem”, jak to okreslit
moj promotor, profesor Jan Biatostocki — obronitam doktorat. Bytam zatem
W pozycji optymalnej — uniwersytecki etat, najmtodszy wtedy doktor w dyscy-
plinie, a przede wszystkim poczucie satysfakeji i bezpieczenstwa, ze jako mto-
dy historyk sztuki znalaztam sie w miejscu najlepszym z mozliwych. Moze
nie w petni, ale zdawatam sobie sprawe, ze polska historia sztuki lat 60. (czyli
lat moich studiéw) byta dziedzing tradycjonalng, o pozytywistycznych, dzie-
wietnastowiecznych korzeniach, skupiong na badaniach faktograficznych
i inwentaryzacyjnych sztuki polskiej, bezrefleksyjnie adaptujaca pojecia, me-
tody i klasyfikacje wypracowane przez ,zachodnia” historie sztuki (to ostatnie
dotyczyto takze historii sztuki XX wieku, zwtaszcza historii awangard). Na-
tomiast poczucie komfortu zapewniata obecno$¢ na Uniwersytecie Warszaw-
skim Jana Biatostockiego, ktory wtedy byt juz uczonym o miedzynarodowe;j
renomie. Wiele podrézujacy, uczestnik miedzynarodowych organizacji, zna-
jacy wielkich uczonych tego $wiata, autentycznie zaprzyjazniony z Erwinem
Panofskym, a jednocze$nie bezposredni i skromny w kontaktach z polskimi
kolegami, stwarzat iluzje, ze ten wielki §wiat kongres6w oraz prominentnych
periodykow i wydawnictw jest czym$ w zasiegu reki. Chociaz pozycja profe-
sora Biatostockiego bezposrednio nie przektadata sie dla nas na jakiekolwiek
przywileje czy utatwienia, na przyktad stypendialne (Biatostocki nie budowat
wokot siebie ,dworu”, ,stajni” ani ,szkoly”), sama jego obecno$¢ w Instytucie
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skutecznie chronita przed niszczacym poczuciem polonocentrycznej prowin-
cjonalnosci.

Natomiast zar6wno konczac studia, jak i pdzniej, rozpoczynajgc prace
uniwersytecka, praktycznie nie znatam zadnego historyka sztuki z Krakowa
czy Poznania, o mniejszych o$rodkach nie wspominajac. Byli co najwyzej
pozycjami bibliograficznymi, czasem obowigzkowymi. O niektorych krazyty
anegdoty lub byli przez moment przedmiotem zainteresowania medialnego
(jak np. profesor Zdzistaw Kepinski z racji ryzykownej atrybucji Stwoszowi
mato znanego ottarza). Dotyczy to przede wszystkim ciata profesorskiego,
ktére — widziane z dzisiejszej perspektywy — na okoliczno$ciowych fotogra-
fiach wyglada jak grono ,facetéw w czerni”, personifikujacych obowigzkowe
lektury. Owa wsobno$¢ nie byta wynikiem zamierzonego izolacjonizmu. Ko-
munikacja migdzymiastowa — takze ta uniwersytecka i naukowa - byta staba.
Tak po prostu byto, z réznymi stereotypami i uprzedzeniami wtacznie.

Profesor Biatostocki - co jest jedng z jego zastug - jako wieloletni prezes
Zarzadu Gtéwnego Stowarzyszenia Historykéw Sztuki usitowat przetamacé
izolacje (czasem niechetng) polskich o$rodkéw uniwersyteckich historii
sztuki. Temu stuzy¢ miaty publikacje materiatéw ogélnopolskich sesji na-
ukowych, ktore aczkolwiek odbywaly sie od lat 50., nie byty zbiorczo ogta-
szane drukiem, pozostawaty rozproszone i tym samym pozbawione funkcji
integrujacych $rodowiska naukowe. Pierwszy tom — P6Zny gotyk. Studia nad
sztukg przetomu Sredniowiecza i czaséw nowych, zbierajacy wystapienia na
konferencji odbytej na wroctawskim ratuszu w roku 1962 - zadedykowany
zostal pamieci ks. profesora Szczesnego Dettloffa. Nawiasem modwigc, owe
nadal publikowane tomy, aczkolwiek tematyczne, ale zawsze o strukturze syl-
ficznej, sa kapitalnym materiatem do badania dziejéw polskiej historii sztuki
ostatnich 70 lat - jej naukowej, intelektualnej i duchowej kondycji.

Wtlaénie jedna z dorocznych sesji naukowych SHS - odbywajaca sie
w roku 1974 w Muzeum Narodowym w Warszawie konferencja ,Mysl
o sztuce” — stworzyla sytuacje, ktdra jest przedmiotem mojej refleksji, a ra-
czej proby rekonstrukeji 6wezesnych emocji. Zdaje sobie sprawe z ryzyka
podobnych retrospekeji, ale je podejmuje, gdyz raczej chodzi mi o aure wy-
darzenia niz jej kronikarski zapis. Sesje¢, inaugurowang przez nestora w 0so-
bie Wtadystawa Tatarkiewicza, zamykato wystgpienie Jana Biatostockiego
podsumowujace 40-lecie dziatalnosci SHS. A w tych ramach wygloszono
ponad 20 referatéw, m.in. Andrzej Rottermund moéwit o architektonicznych
teoriach Duranda, Jacek Wozniakowski o angielskich krytykach, Elzbieta
Grabska o Goncourtach, Maria Rzepinska o teoriach polskiego koloryzmu.
Programowo cze$¢ wystapien poswiecono polskim historykom sztuki: Ata-
nazemu Raczynskiemu, Wtadystawowi Euszczkiewiczowi, Zygmuntowi Ba-
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towskiemu, Oskarowi Sosnowskiemu, Wtadystawowi Podlacha. Byto zatem
godnie, interesujaco, byto w czym wybieraé, byli $wietni autorzy, byto mery-
torycznie, co nie zawsze na sesjach SHS sie zdarza. A jednak nie to sprawito,
ze w pierwszym impulsie gotowa bytam okresli¢ te konferencje jako ,wejscie
smoka”.

Ewenementem, ktory to sprawit, byla - w swojej mocnej formie i kry-
tycznym tonie obca sesyjnym obyczajom - gwattowna polemika mtodych
przedstawicieli poznanskiej historii sztuki z referatem Zofii Ostrowskiej-
-Kebtowskiej Problem historyzmu w badaniach nad architekturg wieku
XIX. Publikowany w tomie sesyjnym zapis tej dyskusji w zaden sposdb nie
oddaje jej rzeczywistego charakteru. Przede wszystkim nie oddaje pasji,
z jaka byta toczona, i emocji, jakie wzbudzita na sali. Znamienne, ze dysku-
sje wywotat nie tekst poprawny, lecz znakomity, szerokoscia horyzontéw ba-
dawczych i metodologiczng samo$wiadomoscia przewyzszajacy wickszosé
wystgpien. Z taktycznego punktu widzenia polemistéw shusznie wtasnie
on stat sie przedmiotem krytyki, gdyz swoja klasag nadawat dyskusji wyso-
kg naukowa range. Wielogtos, jaki ustyszato konferencyjne zgromadzenie,
byt publicznym, ,0gélnopolskim” debiutem ,polemicznej” i ,krytycznej” hi-
storii sztuki, jaka z anarchicznym impetem objawita sie na XII Kongresie
Historii Sztuki w Kolonii w kwietniu 1970 roku. ,Nigdy przedtem ani po-
tem zadne obrady jakiegokolwiek gremium historykéw sztuki nie zdobyty
w Niemczech tak wielkiego i publicznego rozgtosu”!. Najkrocej méwiac, hi-
storia sztuki jako dyscyplina akademicka zostata tam poddana totalnej kry-
tyce, inspirowanej roznymi nurtami neomarksizmu, i poddana rewizji jako
jeden z istotnych sktadnikéw ideologii klasy panujgcej/wtadzy, w Niem-
czech dodatkowo skazonym kolaboracja z rezimem nazistowskim. Celem
rewizji stalo sie podwazenie paradygmatéw dyscypliny, przede wszystkim
zakwestionowanie pojecia Sztuki, fundujacego jej tozsamos¢ jako suweren-
nej dziedziny badawczej. Szta wraz z tym demistyfikacja konstytuujacych ja
dyskursow (o pieknie, autonomii Sztuki, geniuszu artystycznym etc.). Ana-
liza dyskursu historii sztuki miata odstonié jej przestanki $wiatopogladowe,
zatozenia i schematy mys$lowe.

Czy wystapienie grupy mtodych poznanskich historykéw sztuki byto ob-
liczone na podobny rozgtos i czy mogto liczy¢ na poréwnywalne reperkusje?
Nie byto przeciez ograniczone do polemiki z referatem Zofii Ostrowskiej-Ke-
btowskiej (jak mozna by sadzi¢ po opublikowanym zapisie). Ostrze krytyki
skierowano takze przeciw instytucjom polskiego zycia naukowego, gtéwnie

I M. Bryl, Suwerennos$¢ dyscypliny. Polemiczna historia historii sztuki od 1970 roku,
Poznan 2008, s. 173 nn.
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przeciwko Stowarzyszeniu Historykéw Sztuki, merytorycznej organizacji se-
sji, skostnieniu i pustej obrzedowosci zycia naukowego etc. Czy poznanskie
wystgpienie stato sie, czy mogto sie sta¢ poréwnywalnym succes de scandale,
jaka byta kolonska ,sekcja Warnkego”?

Trzeba wspomnie¢, ze uczestnicy krytycznej manifestacji na warszaw-
skiej konferencji nie brali udziatu ani w tej, ani w zadnej z poprzednich sesji
SHS (wyjawszy wystapienie Andrzeja Turowskiego, ktéry w roku 1969 na
sesji ,Sztuka XX wieku” moéwit o Strzeminskim?). To dawato im krytyczny
rozmach i niezalezno$¢, ale z drugiej strony mogli by¢ odbierani jako ,obcy”,
z catym nieche¢tnym bagazem tego stowa. Ich zbiorowe wystapienie byto nie-
przewidzianym oficjalnym programem wejSciem na srodowiskowa scene. Ale
na pewno zaprogramowanym. Poznaniacy byli do tego publicznego coming
outu $wietnie przygotowani. Rok wczedniej, w listopadzie 1973, w zmuze-
alizowanym patacu rogalinskim pod Poznaniem mialo miejsce bezprece-
densowe spotkanie dyskusyjne poznanskich historykéw sztuki z Martinem
Warnke, po$wiecone publikacji Das Kunstwerk zwischen Wissenschaft und
Weltanschauung®. Polscy historycy sztuki, dokonujgc analizy materiatéw
,sekcji Warnkego”, podzielali ich polemiczne podejscie do tradycyjnej histo-
rii sztuki, opartej na stylistyczno-ikonograficznym paradygmacie. Z oczywi-
stych przyczyn w dyskusji polsko-niemieckiej nastgpito istotne przesuniecie
akcentéw z rozliczenia z nazizmem i uwiktania historii sztuki w system ka-
pitalistyczny na zagadnienia czysto metodologiczne, co pozwolito na dookre-
$lenie dwczesnej polemicznej samo$wiadomosci historii sztuki. Materiaty
tego spotkania zostaty opublikowane, aczkolwiek - jak to w éwczesnej Pol-
sce — z paroletnim poslizgiem (1976)*. Dzieki temu jednak spotkanie rogalin-
skie, zamknicte i niszowe, przez dtugie lata pozostawato punktem odniesie-
nia wielu debat, interpretowane, rozwazane, analizowane, m.in. przez Piotra
Piotrowskiego i Mariusza Bryla®. W tym miejscu musi by¢ przypomniane
jako konieczny element rekonstrukeji sytuacji zaistniatej na konferencji SHS
,Mysl o sztuce”. Bylo bowiem tej sytuacji zapleczem. Polemisci byli $wietnie
przygotowani, natomiast wiekszo$¢ publicznosci, do ktérej sic zwracali — nie

2 Poprzednie, od roku 1970, sesje SHS byly poswiccone tematom: 1970 - ,Funkcja
dzieta sztuki”; 1971 - ,Sztuka 2. potowy XIX wieku”; 1972 - ,Sztuka okoto 1600 roku”;
1973 - ,Renesans” (materiaty potaczone z konferencja PAN w Krakowie); 1974 - ,Mysl
o sztuce”.

3 Das Kunstwerk zwischen Wissenschaft und Weltanschauung, red. M. Warnke,
Gitersloh 1970.

4 Interpretacja dzieta sztuki. Studia i dyskusje, red. J. Keblowski, Warszawa-Poznan
1976.

5 Bryl, Suwerennos¢ dyscypliny, rozdz. 111, szczegdlnie s. 196-201.
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byta przygotowana wecale. Stad efekt szoku i wrazenie nie bardzo zrozumiatej
prowokacji, jakich wielu ,zwyktych” historykéw sztuki doznato w zwigzku
z tym wydarzeniem.

Wracajac do osobistej perspektywy i pamieci — spotkanie rogalinskie byto
mi znane, choc¢by z relacji profesora Biatostockiego (jedynego zaproszonego
polskiego uczestnika spoza Poznania). Z racji roznych resentymentéw nie-
miecka Ideologiekritik byta dla mnie nie do przyjecia. A jednak, moze wta-
$nie za sprawg metodologicznego ,oczyszczenia”, jakie przeszta w zderzeniu
z polskim kontekstem, pierwsze burzliwe spotkanie z ,poznaniska historig
sztuki” okazato sie dla mnie do$wiadczeniem emancypacyjnym. Bodaj po
raz pierwszy w zyciu zawodowym doznatam warto$ci (a moze i urokéw) bun-
tu i sprzeciwu. Moze nawet pokusy ojcobdjstwa. Starannie uporzagdkowana
domena, ktérg winniSmy sobie czyni¢ poddana, w jaka wprowadzaty mnie
studia, ulegta zaburzeniu i odtad juz nic nie byto ,na pewno”. Historia sztuki
objawita mi si¢ jako nieutadzona, nieprzewidywalna i catkowicie niepodlegta
kraina wolno$ci. Wolno$ci wyboru drog do jej rozumienia, badania, takze od-
czuwania. Nie chodzito o zamiang ikonologii na strukturalizm, porzucenie
Ernsta Gombricha dla Johna Bergera czy zaniechanie naukowej akrybii na
rzecz zideologizowanej publicystycznej pasji. Istotg byta sama $wiadomosé
mozliwosci i wolno$ci wyboru. Paradoks moze w tym, ze ,sekcja Warnke-
go” byta ideologicznie wysoce doktrynalna, ale jej duch rewolty nidst ze soba
ducha wolnosci. Zdaje sobie sprawe, ze prawie potwieczny dystans moze pa-
mieé¢ macié, a przede wszystkim sprzyja mysleniu zyczeniowemu, kompen-
sacyjnemu, wszelkim mitologizacjom. Lecz w skazonym antropologicznym
mysleniem gronie historykéw sztuki nie musze przekonywaé o wartosci mi-
tologizacji. Tak wiec sesja SHS ,Mysl o sztuce”, na ktorej zaprezentowatam
jedyng w moim dorobku prace czysto archiwalng, niespodziewanie stata sie
okoliczno$cia wyzwalajaca i pobudzajaca do cigglego krytycznego myslenia,
ktére chroni przed duchowym zniewoleniem. Wnoszac blogostawiony zamet,
wszczepita mi trwale przekonanie, ze majac do czynienia ze sztukg, nigdy nie
mozna sie czué pewnie i bezpiecznie.
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ENTER THE DRAGON
Summary

The paper is a reminiscence of my first meeting with the colleagues from the Institute
of Art History of Adam Mickiewicz University, which took place at an annual confer-
ence of the Association of Art Historians in 1974, titled “Reflection on Art.” Choos-
ing an unusual title, I wanted to convey the impetus with which a group of young art
historians from Poznan entered the decent and somewhat stagnant stage of Polish art
history. The critique they presented was directed against Polish academic institutions,
the problematic of the conference, the empty rituals of academic life, etc. Even though
I did not accept all their objections, the heated debate suddenly turned out for me to
be a liberating factor, stimulating continuous critical thinking which is an antidote for
spiritual and intellectual captivity.
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L'IMAGINATION AU POUVOIR:
HISTORIA SZTUKI W CZASACH KRYZYSU LAT 60./70.

Moj artykut o wydarzeniach w poznanskiej historii sztuki w konteks$cie
ksztattujacej sie refleksji metodologicznej i orientacji badawczych ma cha-
rakter osobistej refleksji wyrazonej w do$¢ luznej formie, totez nie przypisu-
je sobie prawa do dokonywania na jego podstawie jakichkolwiek zbyt daleko
idacych generalizacji. Odnosze sie do dos¢ krotkiej historii, bo zaledwie pét-
torej dekady od potowy lat 60. i do konica lat 70. w ramach stuletnich dziejow
poznanskiego Instytutu Historii Sztuki. W znacznym stopniu moje stowa
oparte s3 na pamieci, lecz odnosi¢ sie bedg réwniez do obecnych przemyslen
nad moja historig sztuki, ktéra wynikata z doswiadczen lat 60. i wpisuje sie
réowniez dzisiaj, moze w sposob przewrotny, w ogdlny zwrot w naukach hu-
manistycznych dokonany w kontekscie kryzysu spotecznego i rewolucji kul-
turalnej roku 1968, wprowadzajacych wyobraznie w obszar wiedzy pozytyw-
nej i my$li krytycznej. Postaram si¢ odpowiedzie¢ na wydawatoby si¢ proste
pytanie: jak do tego doszto?

Wsrod archeologicznych wykopalisk w moim archiwum (prywatnym,
a moze pokoleniowym) znajduje bric-a-brac pierwsze numery ,Wspoicze-
sno$ci” z roku 1956 pisane prowokacyjnie mata literg obok Witaj, smutku
Francoise Sagan; filmy wiloskiego neorealizmu oglagdane w popularnych po
Odwilzy klubach filmowych; przedstawienia Grotowskiego w Teatrze 13 Rze-
déw w Opolu; Dwoje na hustawce z Cybulskim i Kepinska w warszawskim
Ateneum; piwnice jazzowa Komedy i Ptaszyna Wroblewskiego gdzies w Po-
znaniu (chyba na Wildzie); réwniez poznanskie festiwale poezji z udziatem
zbuntowanego Andrzeja Bursy z Krakowa; pierwszg wystawe abstrakeji Ve-
dovy, organizowang przez profesora Kepinskiego; zaskakujacy pokaz rzezby
Henriego Moora w Muzeum Narodowym. A takze ustawiczne podrdze po
Polsce autostopem z tym wszystkim pod pachg, co mozna byto przeczytac
z literatury $wiatowej, a ukazywato sie tego sporo: Sartre i Camus, powie$¢
amerykanska: Steinbeck i Faulkner, Hemingway i Truman Capote, a w Eu-
ropie francuski nouveau roman: Michel Butor i Alain Robbe-Grillet, a dalej
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Samuel Beckett i wreszcie odkrywany z fascynacja Marek Htasko. A przede
wszystkim napisany dla polskiego czytelnika esej Sartre’a Marksizm i egzy-
stencjalizm.

Potem studia, najpierw prawo i zaraz historia sztuki: egzamin z po-
wszechnej historii sztuki zdawatem u Piotra Skubiszewskiego tydzien po eg-
zaminie z prawa miedzynarodowego u jego brata Krzysztofa Skubiszewskiego.
A dziato sie to w Zaktadzie Historii Sztuki na ostatnim pietrze w budynku
przy ulicy Fredry. Dtugi, ciemny korytarz z pracownia fotograficzna Zbyszka
Czarneckiego na koncu, a z boku pokoje asystentdéw i profesoréw, sala semi-
naryjna i wyktadowa z wielkim epidiaskopem do wys$wietlania ilustracji, a na
korytarzu tawki, na ktérych przesiadywali$my godzinami... Wéwczas zawig-
zywaly sie¢ pierwsze artystyczne przyjaznie ze studentami szkoty plastycznej
oraz intelektualne fascynacje z kolegami z historii sztuki. Gdy zaczynatem
pracowac jako asystent, Adam Labuda konczyt juz studia. Odkrywali$my ra-
zem ,stowa i rzeczy” Foucault, czytane na helskiej plazy, a nieco pozniej nie
do konca zrozumiaty ,r6znice” Derridy. Janos Brendel — uciekinier z Wegier,
student ostatniego roku — opowiadat o rewolucji budapeszteniskiej... Zblizat
sie rok 1968, ja juz bytem po pierwszych podrozach paryskich, natadowany
strukturalistyczna atmosfera, obserwujac z bliska stynng dyskusje miedzy
Raymondem Picardem i Rolandem Barthes’em na temat ,nowej krytyki i no-
wej mistyfikacji” (1965), a potem rewolucyjne i semiologiczne spory w kregu
grupy ,Tel Quel”. Trudno bylo to wszystko ztozy¢ w jedng catosé. Poruszali-
$my sie po tak niepewnym terenie, na ktérym za kazdg sprawg wszystko mo-
glo eksplodowac, wylecie¢ w powietrze. I w tej atmosferze rodzily sie pierwsze
pytania o sztuke i nauke, kulture i wiedze, historie i metodologie, polityke
i odpowiedzialnos¢.

To wowczas zaczeli$my sobie dobrze zdawaé sprawe, ze wybor takiej lub
innej racjonalnosci nadaje spdjnosé i rygor uprawianej przez nas wiedzy. Wy-
godne i pelne logicznej czystosci byly teorie normatywne okre$lajace z géry
ramy naukowych dociekan. Trudniejsze i grozace dezorientacja okazywaty sie
strategie poznania, ktére pozwalaly na wytanianie sie teorii z samych badan
w trakcie pracy nad materiatem historycznym. Tak pojmowane nastepstwo
teorii, relatywizujace proces poznawczy wobec tego, czego jeszcze nie wiemy,
wydawato sie dla wspdtczesnej humanistyki i nas samych bardziej interesu-
jace. Wyobraznia, przypadek, emocje, a nawet fantazja, wyznaczajac obszary
tworczej niepewnosci, pozostawiaja w $wiadomosci badacza do$wiadczenie
wiedzy ,nie-petnej”, to znaczy niepodporzadkowanej hegemonii doktryny ra-
cjonalnej i instytucjonalnej wtadzy nauki.

Wskazowki dotyczace sposobdéw rozumowania i falsyfikowania opracowy-
wanego materiatu nie sg ,neutralne”. Juz wtedy o tym wiedzialem. Dzisiaj,
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podkreslajac takie umocowanie badacza w przestrzeni dyskurséw $wiatopo-
gladowych, politycznych i rozstrzygnie¢ naukowych, nie staj¢ po stronie re-
dukcjonistycznego (lub metafizycznego) determinizmu ideologicznego w hu-
manistyce, lecz podkreslam role ideozy jako kontekstu, $rodowiska lub sieci,
w ktéra, podejmujac badania, jeste$my ztapani.

Na kazdym etapie procesu poznania trzeba pamieta¢ o umiejscowieniu
naszych badan w okreslonej epistemie, obejmujacej obszary i instytucje spo-
teczno-symboliczne, porzadki prawno-polityczne, zjawiska psychologiczno-
-emocjonalne, pragnienia i traumy, tradycje i wizje, afekty i mity, ktore sita rze-
czy wchodzg w sktad uposazenia badawczego i sg niezbywalnym elementem
$wiadomosci i nie§wiadomosci historyka sztuki. Trudno$¢ polega jednak na
tym, ze wraz z kryzysem modernizmu wielkie metanarracje, ktére probowaty
ustrukturalizowad i zracjonalizowa¢ taka episteme, poniosty kleske. W efek-
cie kazdy jej opis jest fragmentaryczny, kazdy porzadek przypadkowy, a szansa
interdyscyplinarnej (uniwersalnej) syntezy — watpliwa. Konfrontujemy sie —
jak sie czesto méwi — z pltynng rzeczywisto$cig. Wartos$¢ esencjonalnej praw-
dy naukowej zostata umieszczona wéréd prawd czesciowych, a integralno$é
i stabilno$¢ wiedzy zachwiana z chwilg zakwestionowania mozliwosci usta-
nowienia jakichkolwiek ostatecznych senséw i petnych tozsamosci.

Znaczenia wyltaniajace sie z resztek i peknieé, a nie catosci, przeniosty sie
na teren do$wiadczenia pragmatycznego, a uprawiana (produkowana) wiedza
nabrata performatywnego charakteru. Wzrosta w tej sytuacji - co jest niewat-
pliwie bardzo wazng cechg dzisiejszej kondycji badacza — odpowiedzialnosé
uczonego za skutki spoteczne uprawianej wiedzy. Innymi stowy, pojawit sie
na innych niz dotychczas podstawach problem zaangazowania spotecznego
uczonego i intelektualisty. Nauka staneta wobec wyzwan $wiata wspoétczesne-
g0, wiazac na nowych zasadach metafizyke kryzysu, nieobecno$ci i pamieci
z rzeczywistoscia, w ktorej wiecej jest biedy niz sprawiedliwos$ci, wiecej wojen
niz szczescia, wigcej przemocy niz porozumienia, wiecej nienawisci i wyklu-
czenia niz zgody i wiezi, a demokracja jako spoteczny wymiar zycia, projekt
politycznej i kulturowej wspdlnoty — stale zagrozona réznego rodzaju populi-
zmami. Nauka zostata skonfrontowana z egoistycznym antropocentryzmem
cztowieka wspotczesnego, niszczacego ludzka i nie-ludzka eko- i biosfere na
skale dotychczas niespotykang i z obojetno$cig zakrawajgca na samozagtade.

Ograniczenia, a zarazem powinno$ci, zwigzane z warsztatem nauko-
wym humanisty, jak to sie dzisiaj czesto podkresla, maja charakter etyczny,
a nie ,czysto” metodologiczny. Pojecie wolnosci nauki (liberalizm) powigzane
z etycznym poczuciem odpowiedzialno$ci uczonego za stan tego $wiata, jezeli
powraca na grunt metodologiczny, to przez pojecie alternatywnego doswiad-
czenia, z ktérego wynika konieczno$¢ przebudowania wszystkiego tacznie



402 ANDRZE] TUROWSKI

z metodologiczng podstawg wiedzy. Zyjemy w okresie przejéciowym miedzy
systemami §wiatowymi — twierdzi Immanuel Wallerstein, tworca utopistyki,
a jest to okres szczegblnie nieprzewidywalny.

Jezeli chcemy wykorzystaé swoja szanse, to musimy najpierw zrozumie¢, na czym
polega ta szansa. Wymaga to przebudowy ram wiedzy, w taki sposéb, zeby$my zro-
zumieli nature obecnego kryzysu strukturalnego, a tym samym nasze historyczne
alternatywy dla XXI wieku'.

Daleki od dzisiejszej $wiadomosci tego problemu, ale z podobna perspektywa,
zostalem skonfrontowany w roku 1968, u poczatkéw mojej pracy naukowe;.

Oczywiscie istotny jest kierunek i charakter wspomnianej wyzej prze-
budowy, szczegolnie gdy uswiadamiamy sobie modernistyczne porazki idei
postepu i zwigzane z tym realne zagrozenia, a nie chcemy przej$é na grzaski
grunt etycznego konserwatyzmu, ktory obrost w XX wieku grozna spotecz-
nie symbolikg i spowodowat wiele szkdd swoja polityczng praktyka. W tej
sytuacji trudno jest oczekiwaé stworzenia jakiegokolwiek schematu poste-
powania naukowego w ramach jednej metody i zintegrowanego z rozwojem
spotecznym. Pozostawienie agonistycznego (spornego) obszaru, na ktérym
odbywa sie debata naukowa, a wicc dopuszczenie wspotistnienienia roznych
rodzajow prawdy, tak jak wielu kultur, we wspdlnym organizmie demokra-
tycznym, jest préba komplementarnego zblizenia kontradykcyjnych metod,
a zarazem zachowania ich odrebno$ci w wyobrazanych porzadkach przeszto-
$ci i przysztosci. Jest oczywiste, pisat Paul K. Feyerabend, tworca anarchizmu
epistemologicznego, ze

[...] idea niezmiennej metody lub niezmiennej teorii racjonalno$ci oparta jest na
zbyt naiwnym pogladzie na cztowieka i jego $srodowisko spoteczne. Dla tych wszyst-
kich, ktérzy przygladaja sic bogatemu materiatowi dostarczonemu przez historie
i ktdérzy nie majg zamiaru zubozy¢ go w celu zaspokojenia swych nizszych sktonno-
$ci, swej tesknoty za intelektualnym bezpieczenstwem, przyjmujacym forme jasno-
§ci, precyzji, ,,obiektywnosci” i ,prawdy”, stanie si¢ jasne, ze istnieje tylko jedna za-
sada, ktorej broni¢ mozna we wszystkich okoliczno$ciach i we wszystkich stadiach
rozwoju ludzkiego. Oto owa zasada: nic $wietego [anything goes|>.

U 1. Wallerstein, Utopistyka. Alternatywy historyczne dla XXI wieku. ttum. 1. Czyz,
Poznan 2008, Poznanska Biblioteka Anarchistyczna, s. 88.

> PK. Feyerabend, Przeciw metodzie, thum. S. Wiertlewski, red. nauk. przektadu
K. Zamiara, Wroctaw 1997, s. 26.
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Zasada taka nie znaczy, ze ,wszystko mozna powiedzie¢ o wszystkim”.
Nie jest ona nihilistycznym prze$wiadczeniem o braku celu i obojetno$cia
wobec $rodkéw. Nie jest cynicznym oportunizmem odrzucajacym spoteczne
warto$ci w imie indywidualnych korzysci. Jest natomiast rodzajem relatywi-
zmu poznawczego (epistemicznego), ktory z cata $wiadomoscia swych ogra-
niczen w dziedzinie gtoszenia prawdy otwiera sie na mys$l krytyczna odbiera-
jaca site perswazyjna naukowym przyzwyczajeniom, mys$lowym schematom
iutartym drogom wiedzy. Anarchizm metodologiczny - w moim przekonaniu
- jest krytycznym wktadem w pozytywna nauke, a zarazem samym sednem
alternatywnych sposobdéw poznawania. Tutaj meta-refleksja metodologiczna,
nie tworzac systemu, ,btgka sie po katach”, wypetniajac puste przestrzenie
niewiedzy, pytajac o faktyczno$¢ tego, co wiemy i poznajemy. Nie dopuszcza
do ustalenia raz na zawsze obszaru naszych badan ani przedmiotu naszych
refleksji. Wymusza zmiane punktéw widzenia, nakazuje wyostrzenie obser-
wacji i dociekliwo$ci krytycznej, podwaza historyczng i dyscyplinarng inte-
gralno$¢ uprawianej nauki. Taka metoda — kwestionujac metodologiczne gra-
nice - zaburza fad wiedzy, otwierajac poznanie na wyobraznig.

W tym sensie historia sztuki, tracac ,twardy” przedmiot odniesienia,
staje sie swoistg praktyka literacka lub intelektualng opowiescig, podejmu-
jaca probe ogarniecia marginesow skrywajacych sie przed naukows kontrolg,
uchwycenia Zrdédet nieostro zarysowanych, dgzeniem do wiaczenia w obszar
badan naukowych zbyt stabych idei w konfrontacji z ,twarda” wiedza, jest pra-
gnieniem ujecia catej gamy afektéw i emocji, ktére umknetly jednoznaczne-
mu opisowi, jest dostrzezeniem sprawczej roli przedmiotowych resztek. Jest
to niesklecona tozsamo$¢ historii sztuki, ktéra przez budowanie literackich
fikcji i intelektualnych konstrukeji dociera do niewyrazalnosci i bezforemno-
$ci, wkraczajac w obszar pamieci i zwigzanych z nig do$wiadczen zyciowej
traumy, milczenia i melancholii. Nie mam tutaj na mysli historycznej no-
stalgii za nieistniejacg calo$cia, lecz sytuacje poznawcza, ktdra materializu-
je (a nie rozmywa) ztozone interakcje emocjonalno-wyobrazeniowe miedzy
umykajacym przedmiotem badan historii sztuki a historykiem sztuki zgte-
biajacym ,zywe archiwum” wspétczesnosci.

W tym tez znaczeniu, co jest oczywiste, metodologia — jakkolwiek by$my
ja rozumieli — odnosi nas do historii, jest nieustajagcym procesem lektury
i relektury catej przesztosci i wspotezesnosci naszej dyscypliny, czytaniem od
nowa jej metodologicznych aspiracji i operacyjnych dokonan. Trudno posa-
dzaé, aby proces ten byt bezinteresowny. Totez widziatem go jako strategie
legitymizacji historii sztuki w obszarze réznych praktyk spotecznych i pod-
miotéw wladzy. Byt to dyskurs zarazem mityczny i krytyczny. Jako pierwszy
pozwalat historii sztuki budowaé twierdze nauki w wyraznie wytyczonych
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granicach (uniwersytety, muzea), a jako drugi podwazat jej instytucje, doko-
nujac wytoméw i przekraczajgc ograniczenia. Metodologia definiowata zatem
samo jadro konfliktu polityczno$ci historii sztuki, czyniac z niej praktyke
publiczng. Tak rozumiana metodologia historii sztuki pozostaje jedynie frag-
mentem badan, tekstéw naukowych, wyktadéw i seminariéw akademickich;
stajac sie jednocze$nie sednem relacji spotecznych, kontaktéw ze studenta-
mi, zbadaczami i artystami. W miejsce wyobcowanej w watpliwej tozsamosci
wiedzy i budowanej na niej teorii metodologicznej historii sztuki proponowa-
tem w catej mojej praktyce, ktéra zaczeta sic w Poznaniu, transwersalng (i za-
angazowang) refleksje wpisang w profesjonalng praktyke badawcza uwiktang
w nigdy niezakonczony spor o metode (racjonalnos$c), o przedmiot (sztuke)
iideologie (historig). Podsumowujac swoje rozwazania o anarchistycznej me-
todzie, Feyerabend pisat:

Nie ma wiedzy bez ,chaosu”. Nie ma postepu bez czestego odzegnywania si¢ od
rozumu. Idee, ktore dzi§ tworzg podstawe nauki, istniejg tylko dzieki temu, ze
kiedy$ wystgpity takie czynniki, jak uprzedzenie, zarozumiato$¢, namietno$é; dla-
tego ze czynniki te przeciwstawiaja si¢c rozumowi i dziatanie ich jest samorzutne.
Dochodzimy wiec do konkluzji, ze nawet w obrebie nauki - rozum, szczegblnie
ten instrumentalny, nie jest i nie powinien by¢ wszechwtadny, trzeba go czesto
gwatci¢ lub eliminowaé na rzecz innych sposobéw dziatania. Nie istnicje jedna
reguta, ktéra obowigzywataby we wszystkich warunkach, ani jeden sposéb dziata-
nia, do ktérego zawsze mozna sic odwotywac?.

Problemy; o ktérych tutaj powiedziatem, w powaznym stopniu okreslaty,
powtdrze to jeszcze raz, moja droge naukowa w srodowisku polskiej, a pdzniej
francuskiej, ale w szczegdlno$ci poznanskiej historii sztuki juz od potowy lat
60. XX wieku. To wowczas zarysowaly sie przede mng zmiany, ktore okresli-
ty nowe sposoby uprawiania historii sztuki wraz z gtebokim przewarto$cio-
waniem dotychczasowych stanowisk i pogladéw Na czoto wysunety si¢ cztery
zagadnienia. Pierwsze to rola i znaczenie historii sztuki wspdtczesnej w progra-
mie badawczym i dydaktycznym. Miejsce historii sztuki nauczanej chronolo-
gicznie od starozytnosci po nowoczesno$¢ zajeto zaproponowane srodowisku
uniwersyteckiemu jeszcze w latach 60. spojrzenie na cato$¢ dziejow z perspek-
tywy nowoczesnosci. Historia sztuki nowoczesnej (XIX i XX wiek) zdobywata
sobie odtad coraz istotniejsze miejsce w projektach naukowych i w poznanskiej
praktyce dydaktycznej. Nie bylo to proste odwrdcenie porzadku. Kryto sie za
tym przekonanie o historycznych determinacjach pozycji badacza, ktorego po-
tozenie wérdéd wydarzen i instytucji wspodtczesnych okresla aparature pojeciowsg

3 Ibidem, s. 158.
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i procedury interpretacyjne stosowane w rozny sposob w odniesieniu do kazdej
przesztosci. W konsekwencji postawa warunkujaca $wiadomo$¢ metodologicz-
na i odpowiedzialno$¢ $wiatopogladows, ktora proponowata wspodtczesnosc,
stawata sie historyczng podstawa uprawiania nauki o sztuce i Zrodtem weryfi-
kacji wszelkich sadéw. Istotne znaczenie dla wykrystalizowania sie tej postawy
miata dyskusja z kregiem mtodych niemieckich historykéw sztuki i wspolna
debata na temat dzieta sztuki ,miedzy nauky a $wiatopogladem”* (1973).

Ugruntowana w wyniku tego spotkania nowa $§wiadomos$¢ doprowadzita do
drugiego istotnego zagadnienia. Chodzito mianowicie o konieczno$¢ wpisania
refleksji metodologicznej (krytycznej) w szczegdtowe badania historyczne. Kon-
cepcja wiedzy nie mogta tworzy¢ $wiatopogladowej enklawy. W tym znaczeniu
metodologia tracita charakter wiedzy zewnetrznej (meta-wiedzy lub teorii) wo-
bec przedmiotu badan, wchodzgc z nim, jak wéwcezas méwilismy, w dialektycz-
ny zwigzek. W dydaktyce uniwersyteckiej i podejmowanych badaniach wigzato
sie z tym potozenie wickszego nacisku na studia dziejow nauki o sztuce jako
dyscypliny historycznej w miejsce dotychczasowej filozoficzno-filologicznej
analizy doktryn artystycznych (estetyki). Skutki tego rozumowania siegaty jed-
nak dalej i w efekcie pojawit si¢ trzeci problem, $wiadczacy o jeszcze szerszej
zmianie podej$cia do historii sztuki. Historyczna relatywizacja i kontekstuali-
zacja przedmiotu badan szta w parze z kwestionowaniem jego granic gatunko-
wych i sposobow istnienia. Réwniez tutaj niebagatelng role odegraty studia nad
sztuka wspodtczesng, a przede wszystkim zainteresowanie strategiami awangar-
dy (collage, montaze, ready-made, konceptualizm), skutecznie podkopujacymi
status ontologiczny dzieta. Zacheta wynikajgca z teorii aleatorycznos$ci dzieta
wspotczesnego (Eco, Barthes) prowadzita do otwarcia historycznej struktury ar-
tystycznej, a zarazem porzucenia przekonania o jego jednosci konsolidowanej
ponadhistoryczng zasada i jedynym sensem. Dzieto sztuki w éwezesnych stu-
diach tracito pojeciows, formalng i estetyczng tozsamo$¢, a zarazem nastepo-
wato jego ikoniczne, genetyczne i funkcjonalne zréznicowanie. Historia sztuki
wymykata sic wtasciwym jej dotad kategoriom opisowym i pojeciowym, a tra-
cgc na tym gruncie swojg autonomie, znajdowata nowe miejsce wsrod specy-
ficznych problemdéw ogolnej wiedzy o kulturze.

Zostaty podwazone granice dyscypliny, gwarantowane odrebno$cia przed-
miotu badan oraz stosowanych metod, a poznawcza niezaleznos$¢ tak rozu-

4+ Sesja naukowa ,Dzieta sztuki miedzy nauka i $wiatopogladem” odbyta sie 14 listopa-
da 1973 roku w Rogalinie. Zostat jej po$wiecony w cato$ci tom zatytulowany Interpretacje
dzieta sztuki, red. . Kebtowski, Poznan 1976. Por. tez omdwienie: A.S. Labuda, Polska i nie-
miecka historia sztuki w polemicznym dyskursie — sympozjum w Rogalinie w roku 1973,
JArtium Quaestiones” 2017, 28, s. 22.7.
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mianej wiedzy o sztuce i jej metode interpretacyjng trzeba byto polemicznie
na nowo ustali¢. Nie chodzilo o jej zintegrowanie z ,0g6lng teorig” symbo-
liczng (kulturoznawstwo) lub ikonologiczna (historia sztuki), tak jak chcieli
tego przedstawiciele dominujacych wtedy w Polsce tendencji akademickich
(pierwsza potowa lat 70.), lecz odwrotnie - o historyczna i spoteczng dywer-
syfikacje sztuki na gruncie antropologii strukturalnej (mity), semiotyki-se-
miologii (znak, komunikacja) i antropologicznej socjologii (zycie artystycz-
ne, recepcja spoteczna). Innymi stowy, chodzito o teorie transdyscyplinarna,
okre$lang pdzniej terminem cultural studies. Stata za tym koncepcja krytycz-
na, ktéra nie tyle absolutyzowata lub instytucjonalizowata dzieje i wiedze,
ile ideologizowata historie i socjologizowata dzieto. W polskiej historii sztuki
tamtego czasu byta to perspektywa rewizjonistyczna powstata w atmosferze
kontestacji roku 1968. Zostala tez szybko uznana za zamach - i chyba stusz-
nie - na uprawiang w ramach muzealnych pracowni i uniwersyteckich insty-
tutdéw historie sztuki traktowana jako dyscyplina naukowa wolna od ideologii
i spotecznego uwarunkowania.

W szerszej perspektywie juz od poczatku lat 70. byty coraz popularniejsze
w Polsce idee majace swoje zrédla, jakby$my to dzi§ powiedzieli, we French
Theory® oraz marksizmie szkoty frankfurckiej, a przede wszystkim — pismach
Waltera Benjamina®. Podjeta tam krytyka mieszczanskiej kultury byta intere-
sujaca ze wzgledu na swdj potencjat krytycznego zaangazowania w historycz-
nie rozumiang terazniejszo$¢. Z trudem jednak znajdowata przetozenie na sy-
tuacje w Polsce. Interesujgca byta tez rola przypisywana sztuce wspoétczesnej
z jej pojeciem autonomii (Adorno), pozwalajaca obnazaé niebezpieczne sity
tkwigce w ideologiach spotecznych i manipulujgcej nimi wtadzy (Althuser).
To na tym gruncie rysowala si¢ znamienna ewolucja ,nowej historii sztuki”
od zainteresowania historig idei przez strukturalizm do socjologii dyskursow.
Z tych tez obszaréw brata si¢ nowa orientacja problemowa oraz terminologia
definiujgca podstawowe kategorie opisowe i interpretacyjne przenoszone na
teren historii sztuki. Paradygmatycznie traktowanemu zagadnieniu awan-
gardy w badaniach nad sztukg XX wieku odpowiadat teraz historyzm w od-
niesieniu do XIX wieku. Chodzito o badanie wewnetrznych i zewnetrznych
napie¢ generowanych przez dzieta oraz spotecznej dynamiki determinujacej

5 P Piotrowski, ,Francuskie teorie”, amerykanska mediacja. Pro domo sua i/lub huma-
nistyka po dekonstrukeji, w: French Theory w Polsce, red. E. Domanska, M. Loba, Poznan
2010, s. 105-116.

¢ Seminarium Benjaminowskie miato miejsce w dniach 201 21 marca 1981 roku, a ob-
szerne jego omoéwienie zostato zamieszczone w ,Artium Quaestiones” 1983, 2, s. 190-192.
W tym samym numerze ukazat si¢c przektad Wojciecha Suchockiego artykutu Wolfganga
Kempa Walter Benjamin i Aby Warburg (s. 145-172).
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nie tyle ich powstawanie, ile funkcjonowanie. Przyktadem byto zagadnienie
stylu, ktorego zrédet poszukiwano przede wszystkim na gruncie ideologicz-
nej i technologicznej produkeji formy (historyzm), a nie w historii ksztattéw
i wérod estetyki pickna. W odniesieniu do awangardy podobng role odegrato
pojecie utopii, ktore pozwalato porzuci¢ ideowy i formalny dualizm nurtéw
zracjonalizowanej lub ekspresyjnej formy, caty czas popularne we wszelkich
syntezach sztuki XX wieku. Szybko nadrzednymi pojeciami myslenia o sztu-
ce i wyjadniania procesow artystycznych staty sie definicje struktury i wtadzy,
pociagajac za sobg cale szeregi przewrotnie powigzanych zagadnien, takich
jak rewolucja i transgresja, krytyka i wykluczenie, utopia i ideologia, autono-
mia i zaangazowanie, historyzm i dialektyka, tekst i dyskurs, funkcja i mit,
innowacja i stereotyp, diachronia i synchronia, centrum i prowincja, znaczace
1znaczone, itp.

Rozptywajaca sie w interdyscyplinarnych projektach historia sztuki po-
trzebowata z koricem lat 70. i poczatkiem lat 80. nowej konsolidacji. W kon-
tek$cie napiec i euforii politycznych rysowata sie nowa i istotna reorientacja
obszaru badawczego, bedgca czwartym krokiem domykajacym dotychczaso-
we przewarto$ciowania na gruncie interesujgcej nas poznanskiej historii sztu-
ki. Byt to czas nie tylko strajkow, ale tez solidarno$ciowych dyskusji o tozsa-
mosci. Pojawit sie¢ z wywrotowa sitg pomijany wezes$niej problem feminizmu
i podmiotowos$ci tworczej na mapie nieSwiadomosci, wypartej przez komu-
nistyczng ideologic. Pojawito sie ukryte, a teraz bulwersujace, zagadnienie
identyfikacji artystycznej Europy Srodkowej w kontekscie wspolnoty losow
krajow doswiadczonych ,kolonialng” zaleznos$cig od Rosji sowieckiej. Na tym
tle istotne byto zagadnienie nowej geografii artystycznej, ktora zrywajac z po-
jeciem prowincjonalnosci, wprowadzilaby historie sztuki Europy Srodkowej
jako nowy i r6wnoprawny obszar powszechnych badan artystycznych. Po raz
pierwszy zostato to sformutowane jesienia 1980 roku na micdzynarodowej
konferencji po$wieconej relacjom miedzy awangardami $srodkowoeuropejski-
mi a sztuka zachodnig. Najwazniejszy referat szwajcarskiego badacza polskiej
awangardy zostat zatytutowany ,Kto sie boi peryferii?”’.

7 Konferencja odbyta sic w Gotuchowie w grudniu 1980 roku, a poswiccona byta pro-
blematyce ,Les relations du constructivisme d’Europe de I'Est et d’Europe Centrale avec
I'avant-garde des deux premiers décénnies du XX siécle”. Zostata oméwiona w: A. Tu-
rowski, Konstruktywizm wschodnio- i srodkowoeuropejski w powigzaniu z awangardg
dwdéch pierwszych dekad XX wieku, ,Artium Quaestiones” 1983, 2, s. 188-190. Materiaty
opublikowano jedynie w jezyku francuskim wiele lat pozniej w specjalnym numerze pi-
sma paryskiego ,Ligeia” (1989, 5-6, s. 31-131). Tam tez obok wprowadzenia: A. Turowski,
L’avant-garde en Europe de I'Est : probléemes et orientations de la recherche (s. 31-34) zna-
lazt sie kluczowy tekst Antoine’a Baudina Qui a peur de la périphérie?, ,Ligeia” 1989, 5-6,
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Dyskusja zainicjowana starym pytaniem: jak wytyczy¢ granice kultu-
rowe Europy Srodkowej, a w jej ramach zakregli¢ obrzeza i krafice sztuki
awangardowe;j?, toczyta sic wokot trzech zasadniczych problemoéw. Pierw-
szy dotyczyt zycia artystéw, ich biografii tworczych jako podstawy ksztat-
towania sie pojecia tozsamosci kulturowej. Drugim byta geografia, rodzaj
przestrzennego, synchronicznego i horyzontalnego zrdéznicowania w catej
ztozono$ci tasujacych sie zwigzkéw historyczno-kulturalnych, ekonomicz-
no-politycznych i filozoficzno-ideologicznych. Trzecie zagadnienie obejmo-
wato problematyke proceséw historyczno-artystycznych, wérod ktorych na
czoto wysuwaty sie pojecia zwigzane z konstytuowaniem sie trendoéw styli-
stycznych, postaw ideowych, koncepcji historii i wizji przysztosci, a z nimi -
struktury dzieta artystycznego, jego integralno$ci i fragmentaryczno$ci, jego
autonomii i rozpadu.

Przedstawiona w wielkim skrécie perspektywa badawcza, prowadzaca od
przeformutowania miejsca historii sztuki nowoczesnej az do wprowadzenia
Europy Srodkowej w obszar zainteresowan naukowych, stata sie miejscem
interesujgcego eksperymentu badawczego, obejmujacego powoli wiele o$rod-
kow akademickich w Europie i Stanach Zjednoczonych, a prowadzone bada-
nia nad awangarda w Europie Srodkowej byly préba sformutowania jeszcze
w latach 80. i 90. XX wieku szeregu kategorii opisowych, ktére stuzyly za na-
rzedzia pozwalajace takze obecnie z réznych stron dotrze¢ do nowoczesnej
historii. W moim wypadku byta to ksigzka podsumowujaca moja poznanska
przygode naukowsy, ale opublikowana juz we Francji w roku 1986, a zatytuto-
wana Czy istnieje sztuka w Europie Wschodniej?

Aby lepiej zrozumie¢ konfiguracje artystyczne tamtego czasu, odwotatem
sie w latach 80. w pierwszym rzedzie do poje¢ kryzysu, marginesu i rozdarcia
jako nowego obszaru refleksji krytycznej podwazajacej integralno$é¢ biografii
artystycznych, homogeniczno$¢ dziet awangardowych, koherencje progra-
moéw i nurtoéw. Kwestionowatem jednoczeénie model historii sztuki oparty
na opozycjach, interesujac sie dwuznaczno$ciami (a wiec znowu réznicami),
a nie przeciwienstwami. Nie chodzito o dialektyke, bo ta jest zawsze dwu-
biegunowa, lecz o rodzaj splotu. A zatem jako podstawe badan nad sztuka
wspolczesng proponowatem przyjecie modelu wielopietrowo rozbudowanego
(ale nieustrukturalizowanego za pomoca jednej zasady) splotu dyskursywne-
go, obejmujgcego wiele fragmentéw zycia artystycznego danego terenu i okre-
$lonego czasu poddanego ustawicznej presji sit spotecznych i psychicznych.
Taki wtagnie splot dyskursywny opisywalem w Budowniczych $wiata, sto-

s. 124-131. Poktosiem konferencji byta réwniez ksigzka: A. Turowski, Existe-t-il un art de
I'Europe de I'Est?, Paris 1986.
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sujac pojecie ideozy. Odnositem je do zréznicowanych obiegéw kultury i nie-
jednorodnych dyskurséw. Ideoza nie strukturalizowata pola, niemniej pozwa-
lata je opisa¢ jako nieustabilizowang przestrzen. Elementem integrujacym
zjawiska artystyczne i spoteczne byty interakcje, a nie zwigzki przyczynowo
genetyczne. W splocie tym poszczegdlne wypowiedzi artystyczne (dzieta, kie-
runki, programy, krytyka itp.) tworzyly nieco ptynnie zazebiajace sic kregi
o réznym, a zawsze zasuptanym, stopniu organizacji wewnetrznej. Kregi te
na obrzezach tracily swoja wyrazna granice, wiczy byly stabsze i tam zaczy-
naly si¢ chaotycznie rozprzestrzenia¢ dyskursy margineséw. Pozostawat stan
nieustabilizowania.

Badania nad awangarda prowadzone z tego punktu widzenia nie miaty de-
maskowaé peknie¢ lub pomytek czy - jak cheg niektorzy - ,fatszu awangar-
dowej sztuki” (za stwierdzeniami tego rodzaju kryja sie zazwyczaj postawy
koniunkturalne lub konserwatywne ideologie), lecz pozwoli¢ historii sztuki
przezwyciezy¢ gteboko zakorzeniony w niej model myslenia modernistyczne-
go. Nic w tym dziwnego, ze w historii sztuki juz od poczatku lat 70. intereso-
waty mnie dyskursy tych twércow, ktdrzy poruszajac si¢ po nie do konca przez
nich rozpoznanym terenie nowoczesnosci, naruszali mniej lub bardziej sfor-
malizowane i skodyfikowane dzieta i teorie sztuki modernizmu, pozwalajac
tym samym na ich krytyke. Krytyke awangardy, ktorej zrédtem byt jej whasny
splot dyskursywny. Pomocnym artysta okazat si¢ Tadeusz Kantor i doswiad-
czenie Galerii Foksal. Ta pozornie ,inna historia”, dziejaca si¢ w pracowniach
artystow, okazywata sie nieodtaczna od tej poznanskiej, uniwersyteckiej hi-
storii sztuki.

Zastanawiajac sie nad wyborem ram pojeciowych $wiata doswiadczonego
kryzysem lat 60.170., w ktérych mogtbym ujaé sztuke wspotezesng w ztozonej
konfiguracji miedzy pracownig artysty, praktyka kuratora, biblioteka badacza
i uniwersyteckim seminarium, a takze Wschodem, Srodkiem i Zachodem,
odwotatem sie w tamtej dekadzie do dwdch historykéw sztuki — Aby Warbur-
ga i Maxa Dvoraka. To wilas$nie dla nich pierwsza wojna $wiatowa — wydarze-
nie kluczowe w ich historii nowoczesnos$ci i zwigzany z nig kryzys - byty do-
$wiadczeniem psychicznym i intelektualnym, jak réwniez zmiang orientacji
poznawczej na gruncie konstruowanej przez nich antropologii i historiozofii.
Dla Warburga, nalezacego do kultury zachodniej, byto to przede wszystkim
zagadnienie obrazowej pamieci: jej przeptywow, krzyzowan, przeksztatcen,
powrotow. Historii wielowatkowej i wielopoziomowej, historii przecinajacej
po przekatnej rézne kultury. Dla Dvoraka — pochodzacego z Europy Srodko-
wej — byto to zerwanie z formalizmem linearnej historii i potraktowanie dzie-
jow sztuki w sposob nieciagly, jako pelnych przerw, peknieé i hybryd, chocby
takich, jak manieryzm i ekspresjonizm. Obaj na pojeciu rozdarcia budowali
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swoje wizje dziejow i sztuki. Zajmujac si¢ innymi artystami i roznymi czasa-
mi, byli zgodni, ze sztuki nowozytnej nie nalezy widzie¢ jedynie jako spusci-
zny epoki klasyczne;j.

Historia sztuki — tak jak ja formutowat Warburg, a w pewnym sensie row-
niez Dvorak — odsytata krytycznie do poczatkéw dyscypliny, czyli tam, gdzie
nie tylko nazwa, ale réwniez przedmiot badan i metoda, definiowaty swoj
sens i granice. Podwazata zarazem kazdy z tych elementdéw, ktory okreslajac
jej autonomie, nadawat historii sztuki miano nauki. Biorac pod uwage te
zasadniczg zmiang, wtasnie w trakcie poznanskich dyskusji w petni u$wia-
domitem sobie, ze pierwsza historia sztuki - oparta na o$wieceniowym
modelu, ktora rodzita sie na wykopaliskach w Pompejach i Herkulanum -
znalazta swoj wyraz u Winckelmanna, aby wraz z Warburgiem ustgpi¢ dru-
giej historii sztuki, ktorej miejscem narodzin byta klinika psychiatryczna
iwykopaliska pamieci, a kluczowym dzietem — Mnemosyne. Druga historia
sztuki zostata wydobyta z glebi nie§Swiadomosci, w opetaniu fobiami i na-
mietnoscia, w szoku zagrozenia, w chorobie spowodowanej traumg. Przy-
pomng, ze kluczowa dla przetomu lat 60. XX wieku historia szalenistwa,
pisana wowczas przez Michela Foucault, byta rozprawa z o$wieceniowym
dyskursem racjonalnej mys$li. Gdy pierwsza wspomniana tutaj historia
sztuki Winckelmana rodzita sie pod znakiem stonca, ta druga - Warburga -
kierowata si¢ ku melancholii Saturna. W centrum tej historii sztuki istniato
pojecie zagrozenia cztowieka, a zatem byta to historia sztuki rozwijajgca si¢
w obliczu permanentnego kryzysu.

To, co mnie zainteresowato przed laty u Warburga (i Dvotadka — w zasa-
dzie tak réznych badaczy), to zwrdcenie uwagi na sam fakt, ze w ich studiach
przedmiot badan historii sztuki wydobywat sie z kryzysu. Jezeli kryzys byt per-
manentng kondycja badawczg, to wynikajacy z niego proces poznania ocierat
sie o granice tego, co umyka naszej wiedzy, nie czyni z niej catosci, dopuszcza
zaledwie do fragmentéw, pozwala na zmienne konfiguracje i jest ustawiczna
praca krytyczna®. Dlaczego nie zrobi¢ pojec kryzysu i niepozytywnej afirma-
cji, czyli kontestacji, osig praktyki badawczej historii sztuki, taks, jakg ona
byta od roku 19682 Innymi stowy: osig krytycznej praktyki politycznej oraz
kwestionujacej metodologii nauki i radykalnej sztuki?

Stowu ,oburzenie” odpowiadato ongi$ stowo ,kontestacja”. Michel Fou-
cault w Przedmowie do transgresji pisat:

¢ Inne stanowisko zajmowali wszyscy uczestnicy konferencji SHS w roku 1985,
w ktorej juz nie bratem udziatu, poniewaz wyjechatem do Francji. Por. Kryzysy w sztuce.
Materialy z sesji Stowarzyszenia Historykéw Sztuki. Lublin, grudzien 1985, Warszawa
1988.
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Kto wie, czy filozofia wspotezesna, odkrywajac mozliwo$éé niepozytywnej afirma-
¢ji, nie zapoczatkowata przesuniecia, ktore otworzyto droge mysleniu krytyczne-
mu i zasadzie kontestacji. Kontestacja, stowo-klucz maja 1968 roku, nic byta wy-
sitkiem mys$li zmierzajacym do zanegowania istnien czy warto$ci, to raczej gest,
ktdry podprowadza kazde z nich do jego granic, a przez to do Granicy, gdzie spetnia
si¢ decyzja ontologiczna: kontestowaé — to zmierza¢ do sedna pustki, gdzie byt
0sigga swojg granice, a granica okreéla byt...°

Foucault, podobnie jak Nietzsche, kontestujace i anarchistyczne ,tak”
umieszczal w sednie konfliktu (agonu) ozywiajacego spoteczenstwo, gdzie
,tak” jest niezgoda, wyrazem protestu, ujawnieniem roznicy, podkresleniem
odmiennosci, istotg rozziewu, wynikiem gniewu, przejawem oburzenia, for-
mag buntu, potrzebg rewolty, (nie)przekraczalnoscia granicy:

Miejsce artysty we wspolczesnej demokracji, mimo ze zostato wielokrot-
nie przez samych tworcéw okreslone, wymaga ustawicznego przeformutowy-
wania. Jest to problem jednocze$nie artystyczny i polityczny — dotyczy wiec
historii sztuki. Ile razy sie nad tym zastanawiam, przychodzi mi na mysl
polski marzec roku 1968, ktéry byt w Poznaniu moja wspotczesnos$cia. A to
wiasnie wspotczesnosé domaga sie czujnosci, z jaka kiedy$ Emil Zola wypo-
wiadat bezpardonowe ,J’accuse!” Wypowiadat w publicznym liscie skierowa-
nym do prezydenta Republiki w zwigzku z antysemickim procesem Dreyfu-
sa, ktory zawierat ostra krytyke francuskiego rzadu oraz fatszerstw wiadzy.
Ze $wiadomoscig poniesienia konsekwencji za prawdziwe stowa zgadzat sie
pisarz na proces o zniestawienie, faktycznie zakonczony wyrokiem skazuja-
cym i emigracjg artysty. M¢j list, pisat, ma jak rewolucja przy$pieszy¢ ,wy-
buch prawdy”; z pasja, w imie cierpiacej ludzko$ci, ma wskazywac jej ,prawo
do szczescia”; bedac ptomiennym protestem, jest ,krzykiem mojej duszy” ™.

Lekcje wyobrazni i zaangazowania wyniosta poznanska historia sztuki
z marca i maja 1968 roku i tak jg uprawiatem w Poznaniu przez catg dekade
lat 70. az do momentu trudnej decyzji wyjazdu do Paryza i rozpoczecia pracy
naukowej oraz dydaktycznej w nowym $rodowisku.
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L'IMAGINATION AU POUVOIR:
ART HISTORY IN THE TIMES OF CRISIS, 1960S-1970S

Summary

The present paper is reminiscence and an attempt to reconstruct the intellectual heri-
tage of art history as it was practiced at the University of Poznan in the late 1960s
and throughout the 1970s in the context of new developments in cultural theory and
changing research interests. Besides, it includes the author’s account of his own aca-
demic work in that period, began in the 1960s and inspired in particular by the year
1968 that brought a social crisis and a cultural revolution, as well as introduced the
element of imagination into academic knowledge and critical thought. The author
draws a wide panorama of intellectual stimuli which contributed to an epistemic and
methodological turn, first in his own scholarly work and then in the work of some
other art historians in Poznan. Those turns opened art history at the University of
Poznan to critical reading of artistic practices approached in relation to other social
practices and subjects of power. As a result, four key problems were addressed: (1) the
position of contemporary art in research and teaching, (2) the necessity to combine
detailed historical studies with critical theoretical reflection, (3) the questioning of
genre boundaries and ontological statuses of the objects of study and the semantic
frames of the work of art, and finally, in connection to the rise of an interdisciplinary
perspective, (4) the subversion of the boundaries and identity of art history as an aca-
demic discipline. Then the author reconstructs the theoretical background of the
“new art history” that emerged some time later, drawing from the writings of Walter
Benjamin, the French structuralism, Theodor Adorno’s aesthetic theory, and Louis
Althusser’s interpretation of the concept of ideology. Another important problematic
was the avant-garde art of Poland and other East-Central European countries, studied
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in terms of artistic geography and the relations between the center and periphery. The
conclusion of the paper presents a framework marked with the names of Aby Warburg
and Max Dvorak, which connected the tradition of art history with new developments,
took under consideration the seminal element of crisis, and allowed art historians to
address a complex network of relations among the artist’s studio, the curator’s prac-
tice, the scholar’s study, and the university seminar, as well as the West, the Center,
and the East. At last, the author remembers the revolutionary, rebellious spirit and
the lesson of imagination that the Poznan art history took from March and May, 1968.

Keywords:

art history in Poznan, art history, theory and methodology, avant-garde, 1968, contes-
tation






WojciecH WEODARCZYK

ROK 1989 - WOKOL POJECIA MODERNIZMU

W historii sztuki znaczenie konstrukeji kalendarzowych, wagi konkret-
nych dat, wyraznie maleje!. Dlatego czynigc rok 1989 punktem centralnym
moich rozwazan, musze¢ spojrze¢ na ten problem nieco szerzej. Kluczem
uczynie pojecie modernizmu, jego przemiany znaczeniowe. Pojecie proble-
matyzuje, termin porzadkuje. Sens pojecia wynika ze zmieniajacego si¢ na
mapie mentalnej sgsiedztwa innych stéw, samo w sobie jest — jak pisze Micke
Bal - teorig w miniaturze, wskazuje - co dowodzi Reinhardt Koselleck — na
horyzont historiozoficzny, wreszcie wiaze sie $cisle z praktyka artystyczng czy
wystawiennicza samego badacza?. Niebagatelng role w wyborze poje¢ odgry-
wa emocjonalna aura stowa.

Przemiany pojecia modernizmu odstaniajg, moim zdaniem, istote korekt
w polskiej sztuce wspétczesnej mniej wiecej ostatnich kilkunastu lat XX wie-
ku i poczatku biezacego stulecia, a jednocze$nie potwierdzaja ugruntowany
schemat, wedtug ktorego nasza historia sztuki ja porzadkuje. Chociaz sta-
tystycznie rzecz ujmujac, pojecie modernizmu nie byto bohaterem tekstow
ostatnich dekad - byta nim ,awangarda”, a pdzniej bedzie ,sztuka oporu/sztu-
ka krytyczna” - to jednak ,modernizm” ttumaczy najwiecej. Zaczne od wska-
zania granic czasowych.

W roku 1976 ukazata si¢ ksigzka Wiestawa Juszczaka Teksty o mala-
rzach. Antologia polskiej krytyki artystycznej 1890-1918, a rok pozniej — jego

! Takie podejscie jest mi bliskie, sam kwestionowatem powszechny wéréd badaczy
wybor roku 1945 jako daty granicznej w historii sztuki — Pie¢ lat, w: Zaraz po wojnie, red.
J. Kordjak i A. Szewczyk, Warszawa 2015, s. 32-44; czy roku 1989 - Kiedy zaczeto sie ,dzi-
siaj”? O zrédtach sztuki polskiej lat dziewieddziesigtych, w: Sztuka dzisiaj, red. M. Poprzec-
ka, Warszawa 2002, s. 27-39.

2 M. Bal, Wedrujqce pojecia w naukach humanistycznych, thum. M. Bucholc, War-
szawa 2012; R. Koselleck, Dzieje pojeé. Studia z semantyki i pragmatyki jezyka spotecz-
no-politycznego, ttum. J. Merecki, W. Kunicki, Warszawa 2009, seria Terminus, 52. Obie te
ksigzki odbiegaja znaczaco od uje¢ Wiadystawa Tatarkiewicza.
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Malarstwo polskie: modernizm. Nalezy je traktowa¢ tacznie3. Cwieré wieku
pozniej wyszty dwie publikacje takze majace w tytutach modernizm: w roku
1999 Piotra Piotrowskiego Znaczenia modernizmu. W strone historii sztuki
polskiej po 1945 roku i w roku nastepnym Andrzeja Turowskiego Budow-
niczowie swiata. Z dziejow radykalnego modernizmu w sztuce polskiej.
Oczywis$cie ,modernizm” w ksigzce Piotrowskiego znaczy co innego niz ,mo-
dernizm” z ksigzki Turowskiego, a oba (zblizone ze wzgledu na ujecie rodo-
wodu pojecia) co$ zupelnie innego niz u Juszczaka, ktéry znaczenia terminu
,modernizm” obu nowocze$nikéw nigdy zreszta nie zaakceptowat.

Zaleta ujecia polskiego modernizmu przez Juszczaka bylta i jest analiza
obrazéw, wyjscie od obiektu: gesty opis i teoria ugruntowana, znajdujaca po-
twierdzenie w analizie jezyka krytyki (przypomne ,wydobyte” przez Juszczaka
kategorie luminizmu i intensywizmu). A jednocze$nie osadzenie w tradycji
historiozoficzno-artystycznej spuscizny Matejki i krakowskiego konserwaty-
zmu w ujeciu Marcina Krola. W czasie moich studiéw (1967-1972) Elzbieta
Grabska (do tej kluczowej badaczki sztuki wspoétczesnej przyjdzie mi jeszcze
powrdci¢) rozrozniata — prébuje to na uzytek niniejszej wypowiedzi zrekon-
struowac — trzy znaczenia terminu ,modernizm”. Po pierwsze — powszechnie
przyjetego na okreslenie Mtodej Polski, tak jak uzywat go Juszczak. Po drugie
- jako sztuke kregu Wiednia okoto roku 1910, w czym nawiazywata do An-
drzeja Olszewskiego®. I po trzecie - jako zblizone do pojecia nowoczesnosci,
a przez to - w tamtych latach - anachroniczne i niejasne, moze z wyjatkiem
- tez zastuga Olszewskiego — okreslenia ,architektura modernistyczna”, ktére
przetrwato do dzi$. Ujecie Juszczaka nie naruszato tego podziatu, ale dawato
rzadka - chyba pierwsza - tak gleboko osadzong w dziele i teoretycznie uza-
sadniong interpretacje fragmentu polskiej sztuki wspotczesne;j.

Odrzucenie, a wlasciwie pomniejszenie, obszaru znaczeniowego pojecia
modernizmu Juszczaka nastapito wiasnie w okolicach roku 1989. Stato sie
to — literaturoznawcy sg co do tego zgodni - za sprawg inwazji terminu ,post-
modernizm”5. W roku 1987 ukazat sie przektad Charlesa Jencksa Architek-
tura postmodernistyczna, a w roku nastepnym - antologia Marcina Gizyc-

3 Chociaz mamy wiele pozycji dotyczacych polskiego modernizmu w plastyce au-
torstwa historykow sztuki, sa one nieporéwnywalne wobec opracowan badaczy literatury.
Obie ksigzki Juszczaka wyraznie odstaja od 6wczesnych tekstéw na temat sztuki przeto-
mu wiekow.

+ A. Olszewski, Nowa forma w architekturze polskiej 1900-1925. Teoria i praktyka,
Wroctaw 1967.

5 Odkrywanie modernizmu, red. R. Nycz, Krakow 1998. Przeglad badan relacji awan-
garda-modernizm w literaturoznawstwie zawiera ksigzka Joanny Orskiej Przetom awan-
gardowy w dwudziestowiecznym modernizmie w Polsce (Krakow 2004).
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kiego Postmodernizm — kultura wyczerpania? ,Postmodernizm” wprowadzit
do polskiej historii sztuki perspektywe anglosaska i zmusit do konfrontacji
z odmienng terminologia, inaczej porzadkujacg obraz sztuki wspotczesne;j.

Pojawienie sie postmodernizmu u$wiadamiajgcego, ze jeste$my nie ,w”,
a ,wobec” nowoczesnosci/modernizmu, niosto ze sobg wielorakie konsekwen-
cje. Nie wszystkie byty zresztg zaskoczeniem. Jedno z wystgpien na dorocznej
sesji Stowarzyszenia Historykéw Sztuki w roku 1984 nosito tytut ,, Nowocze-
sno$¢” 1 jej granice®. Postmodernizm wymusit oczywista, w tamtych latach
iw polskich warunkach jezykowych, nowg interpretacj¢ stowa ,modernizm”.
Nie rezygnujac z terminu ,nowoczesnos$¢”, ktory, jak sie wydaje, nabierat
woweczas cech uogdlnionego o$wieceniowego $wiatopogladu, pojecie moder-
nizmu - jako szczegolna artystyczna artykulacje nowoczesno$ci — zaczeto
interpretowaé wedlug Clementa Greenberga. Konsekwencja byto wysuniecie
na plan pierwszy problemu autonomii sztuki, co w warunkach przetomu poli-
tycznego roku 1989, a szczegdlnie w dekadzie lat 90., stawato si¢ kwalifikacja
polityczna. I znowu, polityczna ocena — np. sztuki abstrakeyjnej jako autono-
micznej, a przez to akceptowalnej dla wtadz PRL - byta formutowana takze
wczesniej, chociazby przez Piotrowskiego, ale teraz — jako osad zdecydowanie
negatywny. W przeciwienstwie do lat tuz po stanie wojennym, kiedy oceny
sztuki PRL byty - jak chociazby podczas wymienionej sesji — wywazone, na-
stepna dekada nie miata raczej w tym zakresie zahamowan.

Juz to krétkie zestawienie — niewyczerpujace przeciez — tematow wywota-
nych wskazaniem nowego punktu ogladu sztuki wspoétczesnej (skutki przed-
rostka post-) odstaniato skale trudnosci. Czy rzeczywiscie mozemy mowic
0 ponowoczesnos$ci, czy raczej o pdznej nowoczesnosci, bo rozroéznienie to
jest kluczowe dla zestawu warto$ci bezposrednio dotykajacych sztuki. Czy
- zwlaszcza po ukazaniu sie angielskiego przektadu Teorii awangardy Petera
Biirgera - zasadne jest ujecie autonomii sztuki tak jednoznacznie dyskwali-
fikujace jej wywrotowy, a przynajmniej prowokacyjny charakter? Wreszcie,
jakie sa zakresy znaczeniowe powszechnie uzywanej w Polsce ,nowoczesno-
$ci”, a jakie umacniajgcego sie w nowym znaczeniu ,modernizmu”? I najwaz-
niejsze: jak ma sie pojecie modernizmu do pojecia awangardy? Wszystko to
sg pytania sprzed mniej wiecej trzydziestu lat, majgce dzi$ swoje wyktadnie
i rozne rodzaje uzasadnien, teorii, jednak wdowczas stanowily — najczesciej
u$wiadamiane w matym stopniu - powazne wyzwanie.

¢ Inny artykut autorstwa Wojciecha Lipowicza, otwierajacy posesyjny tom, odwotywat
sie do popularnej wéwczas tematyki centrum-margines, wyraznie faworyzujac peryferie:
Nadgsani i zadumani, w: Sztuka polska po 1945 roku. Materialy sesji Stowarzyszenia Hi-
storykéw Sztuki, Warszawa, listopad 1984, Warszawa 1987, s. 9-17.
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Najwazniejszg prébg wprowadzenia nowego porzadku w zmienionym
leksykalnym zestawie, a jednocze$nie wyznaczenia nowych podzialéw na
mapie polskiej sztuki XX wieku, byta ksigzka Piotrowskiego Znaczenia mo-
dernizmu. W strone historii sztuki polskiej po 1945 roku, poczatkowo zapo-
wiadana tytutem Dialektyka modernizmu. Trzy decyzje Piotrowskiego byty
rozstrzygajace. Po pierwsze przyjat za Peterem Biirgerem rozumienie moder-
nizmu jako sztuki autonomicznej, obejmujgcej wtasciwie dotychczasowy za-
kres znaczeniowy nowoczesnos$ci’. Umocnit w ten sposob — a moze nawet
rozstrzygnat — zmiany zapoczatkowane pojawieniem si¢ nowego terminu
,postmodernizm”. ,Modernizm” miat sie odtad sta¢ na dobre terminem réw-
noznacznym z szeroko rozumiang sztuka wspoétczesng (stad sprzeciw Jusz-
czaka), sztuka autonomiczna zblizona do definicji Greenberga. Piotrowski za-
uwazyl wowczas, ze znany tekst amerykanskiego krytyka powinien stusznie
nosi¢ tytult Modernizm i kicz. Po drugie - jako konsekwencja — nalezato umie-
$ci¢ w obrebie tak rozumianego modernizmu przyktady sztuki dotychczas
przyporzadkowane pojeciu awangardy. Argumentem za takim przesunieciem
dotychczasowych znaczen awangardy byta nowa formacja sztuki radykalnej
politycznie, sztuki krytycznej®. Uznanie sztuki krytycznej za rozstrzygajaca
o nowym stownikowym porzadku polskiej historii sztuki bylto trzecia decyzja
Piotrowskiego. Wszystko to powodowato, ze nastgpito ostabienie poprzez uhi-
storycznienie znaczenia pojecia awangardy na rzecz przezywajacej wtedy swoj
heroiczny okres sztuki krytycznej. Ustanowit sie wowczas nowy ranking ra-
dykalno$ci (u Piotrowskiego tozsamy z warto$ciowaniem) — sztuka krytyczna
wyprzedzita awangarde i zdystansowata o wiele dtugos$ci modernizm.

Dlatego figurujacy w dotychczasowych opracowaniach polskiej historii
sztuki awangardzi$ci, tacy jak Wladystaw Strzeminski czy Henryk Stazew-
ski, zostali teraz modernistami w tym nowym sensie zaproponowanym przez
Znaczenia modernizmu®. Ustalenia terminologiczne Piotrowskiego zbiegty
si¢ z jego doswiadczeniami kuratorskimi przy przygotowywaniu wystawy Zo-
fii Kulik w Muzeum Narodowym w Poznaniu w roku 1997, a takze z inspi-
racja pltynaca ze strony teorii krytycznej i tekstéw Hala Fostera, powszechnie
wowczas w Polsce przyswajanych. Artykut O idei sztuki politycznejukazat sig
w roku 199410, W jakis$ sposéb potwierdzeniem i ugruntowaniem tego nowego
dychotomicznego ujecia byta ksigzka Mariusza Bryla z roku 2008 o niespoty-

7 P Piotrowski, Znaczenia modernizmu. W strone historii sztuki polskiej po 1945
roku, Poznan 1999, s. 80.

8 Ibidem, s. 120.

o Ibidem.

10 Tekst Fostera (,Magazyn Sztuki” 1994, 4) thumaczyta Ewa Mikina, jedna z najbar-
dziej wnikliwych obserwatorek literatury anglojezycznej po§wicconej sztuce najnowszej.
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kanym w naszym $rodowisku stopniu warsztatowej samowiedzy — Suweren-
nos¢ dyscypliny. Polemiczna historia historii sztuki od 1970 roku, sytuujgca
- w zakonczeniu - te nowa opozycje w binarnym uktadzie krytyczno$ci i mo-
dernistycznego esencjalizmu.

Chociaz przekracza to zakreslone przeze mnie ramy czasowe, warto wska-
za¢ dalsze losy obu termindéw - ,modernizmu” i ,awangardy” — w pisarstwie
Piotrowskiego. Wydana w roku 2005 ksigzka nosi tytut Awangarda w cieniu
Jatty. Byta zapowiedzig i ilustracja jednocze$nie kolejnego projektu Piotrow-
skiego, przedstawionego nastepnie w artykule O horyzontalnej historii sztu-
ki"'. Oba nieporéwnywalnej objctosci teksty sa wazne dla naszych rozwazan.
Dotycza, jak wiadomo, zawtaszczajacych, wywiedzionych z innych doswiad-
czen metodologicznych i tradycji badawczych, przedstawien awangardy i sztu-
ki modernistycznej. Uzycie w tytule terminu ,awangarda” wynikato jednak
z konieczno$ci dopasowania sie do optyki zachodnich badaczy, ale i badaczy
z Europy Wschodniej. Horyzontalne ujecie, bronigce sie przed dominujacym,
wertykalnym, zachodnim widzeniem sztuki wspoétczesnej, odnosi sie jednak
u Piotrowskiego wcigz do ,pionowego”, awangardowego porzadku, chociaz
rozproszonego w obszarze wschodnioeuropejskiej sztuki. Lokalne ujecia nie
zmienily przyjetego przez autora jako niepodwazalnego paradygmatu krytycz-
nosci — nowatorstwa (postepu) i oporu. Sprawia to wrazenie, ze nowa jedno-
znaczna kwalifikacja pojecia modernizmu z roku 1999 byta mu potrzebna ra-
czej dla deprecjonowania tradycyjnego malarstwa (obraz na ptétnie - twierdzit
gdzie indziej - ,podtrzymuje polityczne status quo”), wzmocnienia radykali-
zmu sztuki krytycznej, niz do uszczegdtowienia pojecia awangardy. Podejscie
to zostanie w jaki$ sposdb potwierdzone w ostatniej, wydanej po $émierci ba-
dacza, ksigzce — Globalnym ujeciu sztuki Europy Wschodniej. W ksigzce tej
- co trzeba mocno podkresli¢ - skoncentrowanej jednak na geoartystycznych
zwiazkach i postkolonialnych rewizjach - pojecie awangardy bywa zréwnane
z pojeciem nowoczesno$ci, modernizm oznacza czasami awangarde, a sam
termin ,modernizm” beztrosko ewoluuje w strone ,modernizacji’. Catos$¢ da-
leka jest od pedanterii wta$ciwej terminologicznym sporom, ale tez i ksigzka
nie tego dotyczy.

Przemiany zakresu znaczeniowego pojecia modernizmu nie moga byé
rozpatrywane z pominieciem analizy przetasowan zachodzacych w obrebie
pojecia awangardy. Oba sa w $cistej od siebie zalezno$ci. Najpierw krétki ko-
nieczny historyczny wstep. Pojecie awangardy jako zjawiska okreslajacego fe-
nomen polskiej sztuki wspoétczesnej wprowadzit do literatury w ramach ostrej
walki polityczno-artystycznej w roku 1949 Mieczystaw Porebski tekstem

1 Artium Quaestiones” 2009, 20, s. 59-73.
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Dwa programy*?. Ustanowit praktycznie do dnia dzisiejszego niepodwazalny
paradygmat binarnego ujecia, w ktérym szeroko rozumiana awangarda, przy-
bierajac rozne postaci, w zaleznosci od historycznego okresu, prawie zawsze
byta na pozycji rozstrzygajacej. W roku 1949 Porebski zréwnywat jej znacze-
nie z nowoczesnos$cia rozumiang jako krytyczny osad rzeczywisto$ci i dopre-
cyzowywat jej sens w opozycji do koloryzmu. Ten obrachunkowy — wigzany
z charakterem przedwojennej Grupy Krakowskiej — aspekt ,nowoczesnosci”
zostat skutecznie wymazany w Polsce w drugiej potowie lat 50. Od tej pory,
poza matymi wyjatkami, awangarda zawsze budowata swoje znaczenie wobec
oponentdéw. Poza koloryzmem byt to formalizm, realizm, czasami pikturalna
abstrakcja i inne. W potowie lat 70., w czasie zmierzchu neoawangardy, awan-
garda zostata oficjalnie na tamach rzadowej ,Sztuki” zréwnana w prawach
z realizmems.

Piotrowski — uogolniam - jako punkt odniesienia dla wickszo$ci uzywa-
nych przez siebie terminéw uznawal zaangazowana krytyczno$é przekta-
dajaca sie na polityczno$é. Publiczne zaangazowanie powinno odpowiadaé
i by¢ uzupetnieniem naukowego. Wydaje sig, ze ten polityczny wymiar, a nie
transgresja czy utopijno$¢, byt dla niego decydujacy przy definiowaniu awan-
gardyzmu. I ten punkt widzenia rézni Piotrowskiego od ujecia Turowskiego,
badacza, ktéry — jak nikt po Porebskim — umocnit zjawisko awangardy jako
dominujaca narracje¢ sztuki polskiej. Zasadniczo nie uzywat pojecia moderni-
zmu w znaczeniu Piotrowskiego. W pisanym w latach 1969-1971 Konstruk-
tywizmie polskim. Préba rekonstrukcji nurtu (1921-1934) (ksiazka ukazata
sie w roku 1981) konstruktywizm jest cze¢$cig ruchu awangardowego. Konsta-
tacja ta byta oczywista i zgodna z 6wczesnymi opracowaniami.

W dekadzie wyznaczonej datg ukonczenia ksigzki i datg jej wydania na-
stapita korekta nastawienia Turowskiego. Na trzy rzeczy chciatbym zwrdcié
uwage. Po pierwsze — na poczatkowe, ale przej$ciowe, moim zdaniem, zwia-
zane z dwczesnym zaangazowaniem autora w Galeri¢ Foksal, usytuowanie
tradycji konstruktywistycznej w goszystowskiej optyce maja 1968 roku, gdzie

12 Wygloszony przez Porebskiego podczas ,Popisow szkot artystycznych” w Poznaniu
w roku 1949, zostat opublikowany w ,Materiatach do Studiéw i Dyskusji z Zakresu Teorii
i Historii Sztuki, Krytyki Artystycznej oraz Metodologii Badan nad Sztuky” 1, Warszawa
1950, s. 51-76.

13 Zob. tez: M. Spychalski, Na strazy awangardy, ,Odra” 2014, 4; W. Wtodarczyk, Arty-
sta nowoczesny jako t.w., ,Miejsce. Studia nad sztuky i architekturg XX i XXI wieku” 2015,
1, s. 89-108. Wymuszona zmiana tytutu ksigzki A. Turowskiego z Rewolucja konstruk-
tywistyczna na W kregu konstruktywizmu (Warszawa 1979) wiazata sie, moim zdaniem,
z nieaprobowanym w tym konkretnym momencie historii PRL stowem ,rewolucja”, a nie
z awangardowym charakterem konstruktywizmu.
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—jak pisat - ,Odrzucono forme na korzy$¢ dziatania”'*. Po drugie - oparcie sie
na strukturalizmie (przetomowa Koncepcja jezyka poetyckiego awangardy
krakowskiej Janusza Stawinskiego ukazata si¢ w roku 1965). Wreszcie trzecie,
poOZniejsze i z czasem umacniajace sie, wigzanie postawy autora z polityka
wystawiennicza i tozsamosciowg Muzeum Sztuki, kierowanego od roku 1966
przez Ryszarda Stanistawskiego. Przypomne wystawy ,Konstruktywizm pol-
ski” w Otterllo i Essen w roku 1973'. Znaczenie Stanistawskiego w taczeniu
dorobku Strzeminskiego i Kobro — dokonywanym z muzealna solenno$cia
i odpowiedzialno$cig za prezentacje sztuki — jest nie do przecenienia i nie
moze by¢ pominiete, gdy badamy pozycjonowanie pojecia awangardy na szer-
szej mapie funkcjonujgcych wéwczas termindw. Strategia Stanistawskiego
wzmacniata w znaczacy sposob deklaracje z Dwéch programéw Porebskiego.
Artykut Pseudoawangarda Wiestawa Borowskiego z roku 1975, z ktérym to
tekstem Turowski sie utozsamiat (podobnie jak Piotrowski w Dekadzie), na-
lezatoby rozpatrywaé w tej kanonizujacej polska miedzywojenng awangarde
neoawangardowej perspektywie i jednocze$nie instytucjonalizujacej zjawisko
rodzimego konstruktywizmu na arenie miedzynarodowe;j'e.

Lata 80. i 90. w Polsce pelne sg publikacji na temat awangardy. W pierw-
szej fazie dotyczyly rozrachunku z obumierajaca formacja neoawangardy,
w drugiej — mierzono si¢ juz ze zjawiskiem postmodernizmu'’. Turowski
wiekszos¢ swoich tekstow z konica XX wieku poswiecit awangardzie. Dokonat
tez kosmetycznego zabiegu, wycofujac si¢ z trudnych do obrony wczeséniej-
szych krytycznych ocen tzw. pseudoawangardy'. Jednak dla swego drugiego
kluczowego dzieta — Budowniczych swiata — wybrat podtytut ,radykalny mo-
dernizm”. Budowniczowie $wiata to rozwiniecie pomystu zawartego w napi-
sanych w stanie wojennym Granicach awangardy (ukazaty sie jako rozdziat
wydanej w roku 1990 pracy Wielka utopia awangardy. Artystyczne i spotecz-
ne utopie w sztuce rosyjskiej 1910-1930). W Budowniczych Swiata, rozpra-
wiajac si¢ z mtodziencza strukturalno-muzealno-akademicka koncepcja kon-
struktywizmu/awangardy (zniuansowang potem przez kategorie utopii), siega
raczej po postmodernistyczna poetyke konca i $§mierci. Potwierdzeniem tego
zwrotu Turowskiego od zroznicowanych, ale akademickich, uje¢ awangardy

4 A. Turowski, Konstruktywizm polski. Préba rekonstrukcji nurtu (1921-1934), Wro-
ctaw 1981, s. 233.

15 Tbidem, s. 240-241.

16 ' W. Borowski, Pseudoawangarda, ,Kultura” 1975, 12.

7 Znamienne s3 tu wypowiedzi Stefana Morawskiego, np. O stabosciach praxis neo-
awangardowej 1 niedostatkach teorii awangardy, w: Wybory i ryzyka awangardy. Studia
z teorii awangardy, red. U. Czartoryska i R.W. Kluszczynski, Warszawa-£6dz 1985, s. 7-26.

18 A. Turowski, Awangardowe marginesy, Warszawa 1998, s. 172.
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do postmodernistycznej dowolnosci i przywracania przebrzmiatego, histo-
rycznego znaczenia awangardyzmu poprzez dwuznaczno$¢ gry jest — wybie-
gam nieco naprzod — Parowdz dziejow?.

Zaskakujace po dekadzie lat 90., odmieniajacej na wszystkie przypadki
termin ,awangarda”, uzupelnienie tytulu Budowniczych swiata ,moderni-
zmem” wydaje sie jednak w pelni zrozumiate. Z jednej strony postmoder-
nizm i sztuka krytyczna, a w historycznych opracowaniach sgsiedztwo czy
nawet tozsamos¢ z socrealizmem, nie czynily z awangardy pojecia atrakcyj-
nego i badawczo uzytecznego®. A ,radykalny modernizm” to przeciez takze
termin najbardziej historycznie uzasadniony. W latach 20. takie pojecia, jak
modernizm, radykalny modernizm, nowa sztuka i — najrzadziej zresztg —
awangarda, funkcjonowaty rownolegle i badanie ich wzajemnych relacji, pro-
cesOw wypierania jednych przez drugie, daja dzi$ zaskakujace, wywracajace
dotychczasowe ustalenia rezultaty.

W tym okresie - wracam do poczatku XXI wieku - niejasnosci i ptynnoséci
terminologicznych, trwajacych zresztg do dzi$ (to konsekwencje, takze nie-
zwykle ozywcze, tak zwanych zwrotéw kulturowych i nowej humanistyki),
wazna byta praktycznie niezauwazona publikacja Elzbiety Grabskiej ,Moder-
ne’” i straz przednia. Apollinaire w$réd krytykéw i artystow 1900-1918 z roku
2003. Dotyczy rodzacych sie tozsamosci dwoch postaw: modernistycznej
i awangardowej, tym cenniejsza, ze zwigzana z jezykowo zrédtowym obsza-
rem pojecia awangardyzmu - Francja i Wlochami. To dodatkowy argument,
ze rodowdd pojecia awangardy i wspdtczesne umocowanie jego historycznego
znaczenia odgrywa decydujaca role. Przypomne, ze , awangardowy” z deklara-
cji Mieczystaw Szczuka w koncowej fazie swojej dziatalnosci krytykowat na
tamach ,DzZwigni” oszczedne mieszkania minima, spolecznie zaangazowa-
nych, lewicowych architektéw z ,modernistycznego” ,Praesensu”. A na prze-
tomie lat 60. i 70., w czasie neoawangardowej ofensywy, awangardyzm stawat
sie cze$cia oficjalnej polityki wtadz — potwierdza to chociazby wspomniany
artykut ze ,Sztuki”. Wreszcie warto wspomnie¢ o ostatnim projekeie , 100 lat

19 A. Turowski, Parowéz dziejow, Warszawa 2012..

20 Krytyczne uwagi na temat zwigzkéw awangardy z socrealizmem zob. S. Morawski,
Na zakrecie od sztuki do po-sztuki, Krakow 1985, s. 272. O zwigzkach awangardy z soc-
realizmem: W, Wlodarczyk, Socrealizmm. Sztuka polska w latach 1950-1954, Paryz 1986;
B. Groys, Stalin jako totalne dziefo sztuki, ttum. P. Kozak, Warszawa 2010 (pierwodruk
w wersji niemieckiej w 1988). Ryszard Kluszczynski, ktory prawdopodobnie pierwszy uzyt
pojecia sztuki krytycznej, w roku 1997 interpretowat awangarde poprzez pryzmat szkoty ro-
syjskich formalistéw: R. Kluszczynski, Awangarda — rozwazania teoretyczne, £6dz 1997,
co sita rzeczy budzito skojarzenia z ksigzka Stawinskiego sprzed 30 lat.
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awangardy”, wywotujacym zrozumiate watpliwos$ci badaczy sztuki wspotcze-
snej>l.

Dlatego wazny akt przeszeregowan leksykalnych, pojeciowych i przypisa-
nia obiektéw nowym terminom, jakiego dokonat Piotrowski ksiazka Znacze-
nia modernizmu, pokazuje tez stabo$¢ polskiej historii sztuki wspoétczesnej,
a doktadniej - jej ograniczen wynikajacych z nieugruntowanych i selektywnych
badan, braku dbato$ci o terminologiczna precyzje oraz nieuwzgledniania, poza
funkcja porzadkowy, glebszych zasobéw znaczeniowych uzywanych pojec.
Powrdce do Malarstwa polskiego: modernizim Wiestawa Juszczaka. Jego sprze-
ciw nie wynikat z prostego ,zawtaszczenia” terminu ,modernizm”, ale z pod-
stawowego sensu pojecia modernizmu, jaki nadawat funkcjonujacemu stowu
w tamtym specyficznym okresie przelomu stuleci. Modernizm w znaczeniu
Juszczaka to wielki finat epoki Matejki, epoki Historii. Polska samo$wiado-
mos$¢ zostata uksztattowana na kompleksie utraty panstwowosci i boryka sie
z tym kompleksem do dzi$. Biskup Jan Pawet Woronicz, uznajgc w roku 1803
jezyk za wla$ciwa ojczyzne, otworzyt przestrzen dla romantykéw z konsekwen-
cjami, z ktérymi mierzymy si¢ nadal, czego dowodza prace Marii Janion czy
Agaty Bielik-Robson?2. Jezyk — a takze kazde inne kulturowe medium - jako
obszar politycznej tozsamosci, uksztattowanej w pierwszej potowie XIX wieku,
i mit Historii z drugiej potowy stworzyly mentalny model artysty-intelektuali-
sty; ktéremu decydujgcy cios zadata rewolucja roku 1905. Pojecie modernizmu
z ksigzki Juszczaka okre$la wtasnie ten stan intelektualnej nieprzystawalnosci,
bezradnosci wobec napierajgcych sit spotecznych, wskazuje na wyczerpywanie
si¢ zasobow dziewietnastowiecznego kulturowego projektu.

Czy po uptywie jednej piatej XXI wieku nabraliémy dostatecznego dystansu,
aby stulecie poprzednie zobaczy¢ w podobnych, generalnych, porzadkujacych
regutach kulturowego kodu i zada¢ pytanie o powody dominacji w opracowa-
niach historii polskiej sztuki wspdtczesnej narracji awangardowej czy — nawet
W tym nowym sensie — modernistycznej? Znaczenia modernizmu nie zmie-
nity; lecz podtrzymaty majacy wéwczas juz pot wieku dychotomiczny podziat
Porebskiego, teraz w postaci modernizm-sztuka krytyczna. Zaczne od konca.
Druga potowa XX wieku, czas PRL, to pétwiecze przyspieszonej modernizacji -
spotecznie bolesnej i stygmatyzujgcej politycznych przeciwnikéw, gospodarczo
katastrofalnej i cywilizacyjnie dyskusyjnej. To wéwczas, w latach 60. (dekadzie

21 Uchwata Sejmu RP z dnia 14 grudnia 2017 ,w sprawie uczczenia polskiej awangardy
w 100. rocznice jej inauguracji”. Watpliwo$ci wzbudzata przede wszystkim argumentacja
uchwaly i zestaw nazwisk artystow.

22 R. Przybylski, Klasycyzm, czyli prawdziwy koniec Krélestwa Polskiego, Gdansk
1996.
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refleksji nad historig, marzen o nowoczesnosci i porzadku: postepie i struk-
turalizmie), umacnia sic model awangardowego klucza do polskiej kondycji
ujmowanej w uproszczony sposob. Jako projekcja tesknoty; ale i porazki mo-
dernizacyjnej, a takze swoistej ,polityki historycznej” PRL?. Model ten zostat
zaproponowany rowniez dla ogladu pierwszej potowy, generalnie II RP, a wigc
czasu wyzwalajacej Niepodlegtosci i oczekiwanego Panistwa?*. Byt to model wy-
raznie skoncentrowany na jednym aksjologicznym wzorcu czasowosci, a przez
to selektywny. Pytania o powody tego wyboru, nie do konica przeciez uwarunko-
wanego éwczesna polityky, stanowia klucz do fenomenu dwuznacznos$ci PRL.
Bo siegajac do dekady narodzin awangardy, bez trudu zauwazamy, ze nie byta
ona — awangarda - formacja dominujgca czy publicznie lub intelektualnie naj-
bardziej atrakeyjng. Jozef Czajkowski i jego spoteczny projekt ,nowej sztuki”
(notabene tak samo nazywat swoja twérczo$¢ Szczuka) to budownictwo miesz-
kaniowe, urbanistyka, wyposazenie wnetrz, rzemiosto, czyli postulowana przez
awangarde praktyczna sprawczo$é, ktorej zabrakto Szczuce? . Inny przyktad:
Jan Cybis wspétpracujacy z futurystami i Strzeminskim, walczacy o uwolnienie
sztuki od typowego dla Mitodej Polski, spotecznego i politycznego postannic-
twa. Jego radykalne ujecie autonomii ptdtna jest szczegdlnym wariantem mo-
dernistycznej sztuki w sensie nadanym przez Piotrowskiego. Ani Czajkowski,
ani Cybis nie maja do dzi$ swoich monografii, a przeciez wskazuja na warunki
graniczne polskiej sztuki wspoétczesnej.

Ale moze by¢ tez inny modelowy klucz zwigzany z pojeciem realizmu,
tak jak przedstawita go Elzbieta Grabska, interpretujac postawe Andrzeja
Wroblewskiego i Marka Oberldndera na wspomnianej sesji SHS z roku 1984,
przypominajac takze Juliusza Starzynskiego i Michata Walickiego — podobnie
widzacych miejsce realizmu w polskiej sztuce?¢. Realizmu jakze odmiennego
od zestawionego z awangarda we wstepniaku ,Sztuki” z roku 1975. Istota tego
modelu sprowadza si¢ do cytatu Grabskiej z Micheleta : ,C’est par vous que

23 Kluczowy wydaje sie rok 1966, szczytowy moment konfrontacji wiadz z Ko$ciotem,
z zamieszkami na warszawskim Krakowskim Przedmie$ciu i aresztowaniem kopii obrazu
MB Czestochowskiej. Ikonoklastyczne aresztowanie obrazu byto jak gest konceptualisty.
W tym wias$nie roku wladze godza sie m.in. na Sympozjum Putawskie, powotanie Galerii
Foksal i nowego dyrektora Muzeum Sztuki.

24 Tak odczytuje teksty Andrzeja Szczerskiego, zaangazowanego w obchody ,,100-lecia
awangardy” i wyraznie podkreslajacego panstwowotworczy charakter miedzywojennych
nowatorow z sugestia przejecia takiej perspektywy przez rzadzacy obdz polityczny III RP.

25 Czajkowski odwotywat si¢ do zdobyczy angielskiego Arts and Crafts Movement,
ktory w rownym stopniu lezy u podstaw awangardy, co w polskich badaniach jest pomijane.

26 E. Grabska, ,Puisque réalisme il y a”, czyli o tym co w sztuce powojennego dziesie-
ciolecia nie mogto sie wydarzyé, w: Sztuka polska po 1945 roku, s. 375-384.
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le peuple pourra parler au peuple”?”. W poréwnaniu ze wspomniang porzad-
kujaca narracjg dziewietnastowiecznej sztuki i dwudziestowieczng pisania
o sztuce jest to perspektywa w polskiej historii wyjatkowa, bo uwzgledniajgca
—jak ujetaby to Grabska — , kontakt artysty z wtasng wspétczesnoscig”. Dodaj-
my: uwzgledniajaca stratyfikacje spoteczng dzi$ potwierdzang demokratycz-
nymi wyborami, przywilejem nieczestym i niepowszechnym w poprzednich
wiekach w Polsce, a zawsze bedacym klopotliwym wyzwaniem dla artystow.

Postulat pilnego stworzenia stownika pojeé¢ historii sztuki polskiej czy
uogolnionego obrazu polskiej sztuki ostatniego stulecia (takze w postaci od-
miennych narracji), do czego zmierza konkluzja mojego wystgpienia, z fatwo-
$cig moze by¢ podwazony — zwlaszcza pomyst syntez — z pozycji dzisiejszej
nowej humanistyki. Rozliczne studia przypadkéw, gesty opis Clifforda Geer-
tza, teoria ugruntowana, siatka neologizmow i zbudowane na tym fundamen-
cie nowe teorie s3 dzi$ standardem badawczym?®. Ale réwniez i ta punktowa,
,wyspowa” strategia — cho¢ jeszcze nie trwaly, kontynentalny lad - moze naru-
szy¢ przyjmowany a priori ukryty ,rozwojowy”, ,emancypacyjny”’, ,awangar-
dowy” model konstrukeji porzadkowych polskiej historii sztuki najnowszej.
Mysle, ze taka alternatywna narracja mogtaby by¢ - gdyby zostata napisana
— dalsza cze$¢ ksigzki Anny Markowskiej Definiowanie sztuki — objasnianie
Swiata. O pojmowaniu sztuki w PRL-u, a tak wta$nie zapowiada sie ksiazka
Piotra Juszkiewicza o znaczeniu pierwiastka narodowego dla eksperymental-
nej sztuki polskiej poczatku XX wieku?. Szerokie ujecia daja takze szanse na
rozrysowanie pozycji uczestnikow debaty, okreslenia dominujgcych strategii
naukowych, bo praktyka okotobadawcza, uwaga, jaka po$wiecamy pojeciom,
co podkreslatem na poczatku za Bal, angazuje czasami bardziej niz wymaga-
ny rygor naukowosci — jeste§my $§rodowiskiem uwiktanym w instytucjonalne
ograniczenia i mamy na szcze$cie rdzne polityczne sympatie.

W ostatniej ¢wierci XX wieku pojecia awangardy i modernizmu byly wy-
raznie odmiennie artykutowane w Warszawie (Juszczak, Grabska), Poznaniu
(Turowski, Piotrowski), fodzi (Stanistawski, Turowski) i Krakowie (Poreb-
ski). Rdoznice nie dotyczyly encyklopedycznej definicji, dotyczyty kulturowej
formuty. Instytut Historii Sztuki Uniwersytetu im. Adama Mickiewicza byt
podstawowym punktem odniesienia dla tego uktadu. Ale geografia nie powin-
na przystonié¢ nam takze pokoleniowego zréznicowania, w ktérym postepowa-

27 Ibidem, s. 380.

28 E. Domanska, Jakiej metodologii potrzebuje wspétczesna humanistyka?, ,Teksty
Drugie” 2010, 1-2, s. 45-55.

29 A. Markowska, Definiowanie sztuki — objasnianie $§wiata. O pojmowaniu sztuki
w PRL-u, Katowice 2003.
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nia badawcze mtodych przebiegaja juz w inny sposéb. Tomasz Zatuski z Lodzi
podwaza zawartg w Znaczeniach modernizmu opozycj¢ awangarda-moder-
nizm, Wiktoria Koziot z Krakowa kwestionuje krytyczno$é¢ sztuki oporu, Ja-
kub Banasiak z Warszawy wyraznie dystansuje sie od ustalen Piotrowskiego.
I jezeli Piotr Stodkowski i Luiza Nader z Warszawy podzielaja zatozenia au-
tora Znaczen modernizmu, to rezultaty ich badan, niezwykta skrupulatno$¢
w docieraniu do zrédet, archiwéw i ich dogtebne wykorzystanie, prowadzi do
odmiennych ustalen. Do postulatow stownika poje¢ i niezbednych syntezu-
jacych ujeé¢ nalezatoby wiec dotgczy¢ zyczenie opracowania mozliwie szybko
historii polskiej historii sztuki XX i XXI wicku. Zwtaszcza ze najwickszy roz-
dziat takiej monografii poswiecony bytby poznanskiemu Instytutowi.
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1989. ON THE CONCEPT OF MODERNISM
Summary

The author argues that the significance of the year 1989 for Polish art was not deter-
mined by political changes, but by the rise of postmodernism. Until that moment,
the term “modernism” usually referred in academic art history to Polish art at the
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turn of the 20t century. The concept of postmodernism brought to the Polish language
a new meaning of modernism as simply modern art, and more precisely, as modern
art defined by Clement Greenberg. That change made it necessary to draw a new map
of concepts referring to modern Polish art, most often defined before by the concept
of the avant-garde. In Mieczystaw Porebski’s essay “Two Programs” [Dwa programy]
(1949), and then, since the late 1960s, in Andrzej Turowski’s publications, the con-
cept of the avant-garde was acknowledged as basic for understanding twentieth-centu-
ry Polish art. The significance of the concept of the avant-garde in reference to the art
of the past century in Poland changed after the publication of Piotr Piotrowski’s book
of 1999, Meanings of Modernism [Znaczenia modernizmu]. Piotrowski challenged in
it the key role of that concept - e.g., Wtadystaw Strzeminski and Henryk Stazewski,
usually called avant-gardists before, were considered by him modernists - in favor of
a new term, “critical art,” referring to the developments in the 1990. In fact, critical art
continued the political heritage of the avant-garde as the radical art of resistance. The
author believes that such a set of terms and their meanings imposes on the concept
of the avant-garde some limits, as well as suggests that scholars and critics use them
rather inconsistently. He argues that concepts should not be treated as just label terms,
but they must refer to deeper significance of tendencies in art. He mentions Elzbieta
Grabska’s term “realism,” also present in the tradition of studies on modern Polish
art, and concludes with a postulate of urgent revision of the relevant vocabulary of
Polish art history.

Keywords:
history of Polish art, vocabulary, modernism, postmodernism, avant-garde
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NA MARGINESIE ARTYKULRU
WOJCIECHA WEODARCZYKA
ROK 1989 - WOKO£ POJECIA MODERNIZMU

Problematyka zwigzana z modernizmem, ktéra pojawita sie w Polsce oko-
to roku 1989, 0 czym pisze posrednio Wojciech Wiodarczyk w swoim artykule,
miata dwa aspekty. Pierwszy — artystyczny, ktory akcentowat zagadnienia mo-
dernizmu w konteks$cie debaty o postmodernizmie; drugi — polityczny, ktory
w obliczu zmian ustrojowych dotyczyt kleski projektéw ,modernizacyjnych”
wytyczanych przez wladze komunistyczng (wizje przysztosci). W miejsce mo-
dernizmu spotecznego czedciej pisano teraz o nowym konserwatyzmie (,jak
by¢ konserwatywno-liberalnym socjalistg?” — zapytywat Leszek Kotakowski).
Awangardowa utopia byta poréwnywana z utopia ,nowego cztowieka” w ide-
ologii socrealistycznej. Rozumiem dobrze to stanowisko szczegdlnie w wypo-
wiedziach Wojciecha Wlodarczyka, poniewaz to on jeszcze w pdznych latach
70. okresdlit terminem artystow ,nowoczesnych” grupe twércéw, ktérzy nie be-
dac ,realistami” i nie identyfikujac sie z tradycja awangardy (,abstrakcyjni”),
staneli w roku 1956 po stronie nowoczesnosci, identyfikujac nowoczesno$é
zwolnoscia. Pozniej Wtodarczyk wskazat na historie tego myslenia, sicgajaca
lat 30. XX wieku, naktadajaca sie na debate o sztuce narodowej. Byta to trady-
cja z gruntu rézna, cho¢ gdzie$ sie odnoszaca do modernizmu, przynajmniej
takiego, o jakim pisali w roku 1959 Kazimierz Wyka i Wiestaw Juszczak. Nie-
wiele miata ona tez wspdlnego z rozwijana kiedy$ przeze mnie historig awan-
gardy (powigzang réwniez polemicznie z tradycja modernizmu), powstatg na
gruncie konstruktywizmu. Interesujaca propozycja terminologiczna Wio-
darczyka wymagata $cistej kategoryzacji zjawisk artystycznych (modernizm,
awangarda versus nowoczesnosc¢), totez zrozumiate jest dla mnie domaganie
sie przez niego precyzji terminologicznej na poziomie metateoretycznym. Na
zarzuty kierowane do mnie moge tylko odpowiedzieé, ze wtasnie ta swoboda,
z ktéra postuguje sie pojeciem awangardy, jest $wiadomym zabiegiem me-
todologicznym, wynikajacym z catos$ci moich pogladéw. Bronigc natomiast
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pogladéw Piotra Piotrowskiego, moge tylko zapewnié o jego zdecydowanym
rozroznieniu pojecia modernizmu, ktore wigzat zawsze z problematyka au-
tonomizacji sztuki (w odniesieniu do pogladéw Greenberga), oraz awangardy,
kt6ra jego zdaniem charakteryzowato polityczne uwiktanie i spoteczne mysle-
nie, tak jak o awangardzie pisat Biirger. Szczegdlnie widoczne byto to w Deka-
dzie Piotrowskiego, ksigzce opublikowanej w roku 1991, gdzie krytyka postaw
,autonomicznych” w kregu konceptualnego modernizmu lat 70. szta w parze
z opowiedzeniem sie po stronie awangardy ,zaangazowanej” w procesy poli-
tyczne. O tym wszystkim pisatem w znanym zapewne Wtodarczykowi arty-
kule opublikowanym w ,Szumie”, a zatytutlowanym Krytyczne instrumenta-
rium etycznej historii sztuki Piotra Piotrowskiego.

Zagadnienie jest jednak duzo szersze, na co Wtodarczyk nie zwrdcit wick-
szej uwagi. Chodzi mi o zasadniczy przetom, ktéry dokonat si¢ w $rodowi-
sku poznanskiej historii sztuki w latach 90. za sprawa mtodszych history-
kow sztuki. Nie byta to tylko zmiana pokoleniowa i $wiatopogladowa, raczej
mieliémy tu do czynienia z inng kontekstualizacjg polityczna i nowa baza
$wiadomos$ciows, ktéra pojawita sie w catej Europie po upadku muru berlin-
skiego i koncu pojattanskiego podziatu $wiata. W przeciwienstwie do tego,
co sie méwito, to wowczas wilasnie lewica i prawica polityczna w warunkach
wolnego wyboru nabraty wtasciwego znaczenia, a dotychczasowe potoficjal-
ne wspolnoty intelektualno-towarzyskie si¢ rozpadty W samym mysleniu
o sztuce i historii sztuki widziatbym jednak w Poznaniu po roku 1989 pewna
kontynuacje watkéw, o ktérych pisatem, co teraz szto w parze z nowg pola-
ryzacja wyboréw politycznych, ktére zardwno na prawicy, jak i na lewicy sie
zaostrzyly. Czego wicc ta reorientacja dotyczyta? Zagadnienie autonomii — tak
istotne w mys$leniu awangardowym, aby powrdci¢ do kategorii Wtodarczyka
- teraz stato sie istotnym sktadnikiem hermeneutyki (i fenomenologii) ob-
razu, uprawianej z wielkim powodzeniem przez poznanskich badaczy. Pro-
blematyka samo$wiadomosci dyscyplinarnej zaowocowata jakze doglebnymi
publikacjami na temat historii i teorii sztuki. Podobnie dociekliwe okazaty
sie refleksje nad zyciem artystycznym, kiedy$ wynikajace z semiologii, a dzi-
siaj prowadzace do wielu interesujacych poznawczo prac, dotyczacych zna-
czenia zjawisk kulturowych i biografii artystycznych. A wreszcie wytaniajaca
sie z obowigzkowych ongis$ lektur Marii Janion feministyczna historia sztuki
nalezata niewatpliwie od lat 80. do nowej poznanskiej reorientacji. Szkoda, ze
problemy powyzsze, na pewno dyskusyjne, nie znalazty rozwiniecia.

Nie o tym wszystkim jednak chciatbym pisaé. Jest to temat osobnego arty-
kutu. W zamieszczonych w tomie ,Artium Quaestiones” artykutach i dysku-
sjach podczas stanowigcej ich kanwe konferencji jubileuszowej zabrakto mi
przede wszystkim glebszego spojrzenia na role, jaka w przetomie lat 90. w po-
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znanskiej historii sztuki odegrat Piotr Piotrowski, mdj przyjaciel, a zarazem
naukowy polemista, ktory w gorgcym czasie roku 1980 rozpoczat prace w po-
znanskim ITHS. To wéwczas w trakcie solidarno$ciowych rozliczen w zmito-
logizowanych pojeciach awangardowej autonomii i czystosci towarzyszacej
jej nauki dostrzegat Piotrowski niebezpieczenstwa rysujace si¢ przed bada-
czem. To wowczas postawit w centrum uwagi problematyke ,etycznej historii
sztuki”. W czasie, gdy powszechna staje sie przemoc i nietolerancja, mowit,
coraz bardziej zmitologizowana nauka nie jest w stanie wyznaczy¢ ludzko$ci
whasciwej drogi. Trzeba zasadniczej zmiany. Podstawy naukowe tego mysle-
nia data ksigzka Piotrowskiego Artysta miedzy rewolucjq a reakcjg, napisana
w roku 1993. Podkreslatem to wielokrotnie. Byta to praca pytajaca o przyczy-
ny uwiktania artysty wspoétczesnego w ideologic wtadzy politycznej i okre$la-
jaca historyczng wspétodpowiedzialnosé tworcy w kreowaniu fatszywego ob-
razu rzeczywistos$ci. Wybierajac, nieprzypadkowo, jako przedmiot obserwacji
Jtragiczna” historie awangardy rosyjskiej, Piotrowski zdawat sie formutowaé
przestanie i ostrzezenie wltasnym czasom. Podejmujac probe rekonstruk-
cji procesu ideologizacji czystej formy, pragnat zrozumie¢ artyste ,zyjacego
w czasie marnym” i wskaza¢ w konsekwencji na jego moralne uwiktanie.
Odtad Piotrowski traktowat sztuke jako aktywno$¢ publiczng, bedaca nieja-
ko z natury dziatalno$cig etyczna i polityczng. A polityke rozumiat jako sfere
demokratycznego sporu. W projekcie Piotrowskiego, okreslonym postawa ba-
dawczg, chodzito nie o zdeterminowane normy moralne, lecz o ujete histo-
rycznie zachowania etyczne. Chodzito o nowy humanizm. Wynikato z tego
przekonanie Piotrowskiego nie tyle o nadrzedno$ci wyboréw spotecznych
nad estetycznymi, ile o niezbednoéci swiadomosci, w zyciu kazdego artysty
i historyka sztuki, wymiaru etycznego historii i sztuki. Historii dialektycznej
i materialistycznej, historii pluralistycznej i sprawczej, w ktorej sztuka i czto-
wiek majg swoje miejsce, swoje prawa i swoja site. W tym witasnie dopatrywat-
bym si¢ kolejnego, tym razem ,po-solidarnosciowego”, zwrotu w poznanskiej
historii sztuki, taczacej rygor poznawczy z pluralizmem $wiatopogladowym,
co sita rzeczy pozbawiato srodowisko poznanskich historykéw sztuki ocze-
kiwanej wcze$niejszej spojnosci, przyjmowanej moze zbyt pochopnie i na
wyrost. Warto byloby si¢ zastanowié¢ nad rola Piotra Piotrowskiego w tej juz
zupelnie innej historii sztuki XXI wieku, ktéra zaczela sie niemal pot wieku
weczesniej.
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Moj tekst byt poswiecony zmianie znaczen podstawowych pojeé uzywa-
nych w badaniach polskiej sztuki wspotczesnej. Jezeli z tego wzgledu zwraca-
tem uwage na kluczows role ksigzki Piotra Piotrowskiego Znaczenia moder-
nizmu, to dlatego, ze w jego habilitacji z roku 1993 Artysta miedzy rewolucjq
a reakcjg, o ktora dopomina sie Andrzej Turowski, takiej zmiany nie znajdu-
je. Rozréznienie miedzy ,metafizycznym” a ,materialistycznym” biegunem
rosyjskiej awangardy dokonuje si¢ w tej ksiagzce ciggle w obrebie pojecia awan-
gardy. A termin ,modernizm” pojawia si¢ przelotnie w zwigzku z polemika
Piotrowskiego z Buchlohem zapewne z powodu tatwiejszego nawigzania do
argumentacji autora artykutu z pisma ,October”. Oczywiscie, czytelnik na-
tozy dzi$ na pojecie ,metafizycznej” awangardy termin ,modernizm”. Pojecia
z ksigzki Artysta miedzy rewolucjg a reakcjg, chociaz nieco inaczej je dzisiaj
rozumiemy, absolutnie nie przeszkadzaja w odczytaniu intencji autora. Dla
mojego wywodu istotne byto nie to, do jakich zjawisk odnosily si¢ terminy,
ktére bysmy dzi$ zastapili innymi, ale to, Ze pojecie modernizmu w obecnym
znaczeniu pojawia sie u Piotrowskiego dopiero w roku 1999. A wiec w kon-
tekscie zupetnie nowej sytuacji artystycznej w Polsce, zwigzanej z ksztatto-
waniem si¢ sztuki krytycznej. Jezeli Turowski zarzuca mi w zwiazku z tym
,pbolemiczny ferwor”, zwracajac uwage takze na to, ze od poczatku lat 90. ,le-
wica i prawica w warunkach wolnego wyboru nabraty wlasciwego znaczenia”
i ,mieliémy do czynienia z inng kontekstualizacjg polityczna”, to chetnie na
to przystane, bo to tylko oczywisty, wspierajacy argument mojego rozpozna-
nia 6wezesnego pola sztuki. Czy jednak zagadnienie autonomii i —jak twierdzi
Turowski — skierowanie uwagi w strong badan z wykorzystaniem hermeneu-
tyki czy fenomenologii — miatoby si¢ z tym wigzac¢? Nie sadz¢. Mozna pewnie
spojrze¢ na zestaw thumaczen w ,Artium Quaestiones” czy fundamentalna
prace Mariusza Bryla w perspektywie jakoby skrywanego za nimi 6wczesnego
politycznego tta, ale mysle, ze bytoby to grube uproszczenie.

Pytanie jest jednak inne i tak naprawde - tak odczytuje glebszy sens wat-
pliwosci Turowskiego — dotyczy zdolno$ci diagnozowania wspotczesno$ci
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terminami, ktérymi sie dzi§ postugujemy. Posrednio dotyczy to takze sily
porzadkujacej tych poje¢ w uprawianej przez nas historii sztuki. Oczywi-
$cie terminy, o jakich pisalem w moim tek$cie, beda nadal istniaty, inercja
jest whasciwa publicznemu funkcjonowaniu stéw; ale czy horyzont wartosci,
jaki je otacza, ma jeszcze dostateczng site sprawcza? Czy ,awangarda”, ,no-
woczesno$¢”, ,modernizm”, zajmujace pierwsze miejsca w stowniku war-
sztatu polskiego historyka sztuki wspoétczesnej, sa jeszcze przydatne nie tylko
w zwigzku z presja nowej humanistyki, ale moze przede wszystkim z faktem,
ze funkcjonujemy ,w warunkach wolnego wyboru” politycznego? I tu ksigzka
Artysta miedzy rewolucjg a reakcjq, o ktérag dopomina sic Turowski, warta
jest rozpatrzenia.

Postulat Piotrowskiego etycznej historii sztuki, jaki znajduje sie¢ w pod-
tytule publikacji i na ostatnich kartkach ksigzki, taczy ,tragedie” rosyjskich
awangardzistéw z wskazéwka dla zachowan wspotczesnych badaczy. Autor
usituje znalez¢ usprawiedliwienie dla awangardy w niewinnych i ,czystych”
motywacjach buntu artystéw, poprzedzajacego toksyczny i manipulatorski
zwigzek z sowiecka wladza. To oczywiscie za mato, aby uznaé niepodwazalna
warto$¢ estetyczng dziet awangardy za walor rozstrzygajacy i wywies¢ z niego
etyczne usprawiedliwienie. Dlatego Piotrowski pisze z pewna doza patetycz-
nosci o ,tragedii” i wskazuje na obowiazek rozpoznania rzeczywisto$ci jako
ostateczne kryterium oceny wyboréw i dziatan zaréwno artysty, jak i oby-
watela. JesteSmy w ten sposob w samym centrum o$wieceniowej mitologii
i awangardowego projektu bezposrednio sie z tej mitologii wywodzgcego. To
zmitologizowana figura artysty, na ktérym cigzy misja zmiany $wiata i rola
przewodnika wskazujacego cel i przeszkody w jego osiagnieciu. To zmitolo-
gizowana, uniwersalna posta¢ wladzy, ktéra ze swej natury jest zta, co przy-
padek Rosji miatby rozstrzygajaco potwierdza¢. To wreszcie uproszczony,
selektywnie odbierany obraz rzeczywistosci ,spotecznej i politycznej praxis”,
ktory Anthony Giddens taczy z wiasciwa nowoczesno$ci ,separacja doswiad-
czenia”.

Zacznijmy od ,rzeczywisto$ci”. Sugestia przerzucenia pomostu miedzy
sytuacja w 6wczesnej Rosji a dniem dzisiejszym stawia sitg rzeczy w centrum
takich poréwnan problem nieobecnej w Sowietach demokracji. Czy dzisiejsze
wolne wybory w Polsce usuwaja problem grozby ,tragicznosci” decyzji wspot-
czesnego artysty? Wedtug Turowskiego, ale i Piotrowskiego — co potwierdzaja
jego pozniejsze teksty — nie, bo nie jest realizowana w praktyce formuta demo-
kracji polemicznej, a charakter wtadzy jest ze swej istoty staty. Zwroce jednak
uwage, ze zamiast dawnych hamletycznych wyboréw awangardowego twor-
cy, whasciwych warunkom totalitaryzmu, mamy dzi$ inne, blizsze tréjkato-
wi bermudzkiemu, ktérego pole wyznaczajg artysta, wtadza i opinia publicz-
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na. Problemem wspotczesnego artysty jest opinia publiczna, réwnoprawny
partner demokratycznego pola, ktéra emancypacyjnego (w sensie Gidden-
sowskim, a wiec nie warto$ciujacym, a jako projekt o$wieceniowej polityki)
charakteru dziatan artysty nie musi akceptowac¢. W krytycznych sytuacjach
odwotuje sie on do kulturowego immunitetu instytucji wystawienniczych.
Jednak decyduje zazwyczaj opinia publiczna i to najcze$ciej opinia wptywa na
rozstrzygniecia wtadzy, chcacej powtdrnie otrzymac¢ demokratyczny mandat
wyborczy, a nie artysta. Nie oceniam tego, tylko przypominam.

Piotrowski probuje ratowac wizerunek awangardy przed dyskwalifikacyj-
nym, jednostronnym osadem, wynikajacym z jej politycznego uwiktania. Ar-
gumentem ma by¢ bunt. To pocigga za sobg problem kontekstu spotecznego
realizacji awangardowych, a na polskim gruncie lat miedzywojnia — ,nowej
sztuki”. Jezeli wskazalem na utopijne propozycje Szczuki i spotecznie palaco
potrzebne (i realizowane!) Syrkusa czy Czajkowskiego, to wlagnie to miatem
na mys$li. Piotrowski chce jednak pozycje artysty-buntownika, artysty-utopi-
sty chroni¢ przed weryfikujacymi regutami rzeczywisto$ci. Bunt - w perspek-
tywie awangardy - jest wstepnym etapem do realizacji utopii, utopii, ktorej
szczegdlnym modusem jest wyobraznia. W takim ujeciu reakcja na niedo-
statecznie rozpoznang rzeczywisto$¢ moze by¢ rzeczywiscie — siegam do tek-
stu Turowskiego — Zolowskie ,oskarzam”. Czy jednak bunt i wyobraznia —
w proponowanych ujeciach kamienie wegielne awangardy i jej tradycji — maja
status zasady warto$ci? Z czego wywodzi sie ich kluczowa rola? Konstytuuje
ja uniwersalny charakter autonomii jednostki czy elementarne zasady rela-
cji spotecznych? Zacytuje prof. Dorote Glowacka z publikacji wydawnictwa
MOCAK Wielogtos o Zagtadzie:

Nie sadze jednak, aby artysci mieli absolutny immunitet zezwalajacy im na
wszystko, na wpychanie sie wszedzie, nawet do komor gazowych, w imie nieogra-
niczonej wladzy wyobrazni. Wyobraznia nie jest bowiem az tak swobodna, a do-
$wiadczenie estetyczne bezinteresowne |...]. Przekonanie o niezmierzonej wolno-
$ci wyobrazni moze sie okazaé jej najwieksza staboscig, gdyz brnac nieustannie
naprzod i przekraczajac coraz to nowe granice, nie zastanawia si¢ ona nad tym,
co by¢ moze ogranicza ja w sposob trudno uchwytny. Wiara w nieskr¢powana
moc wyobrazni moze by¢ zwodnicza, a nawet niebezpieczna, gdyz z jej powodu
przestajemy zastanawia¢ sie nad ramami konceptualnymi, czesto wyznaczanymi
przez uwarunkowania spoteczne, historyczne i kulturowe [...].

Sumujac: pozaartystyczna rzeczywisto$é, ktora usitujemy posrednio sobie
przyblizy¢ stosowanymi przez nas pojeciami, jest o wiele bardziej ztozona niz
jej obraz, jaki otrzymujemy, postugujac sie tymi pojeciami. Stad temat moje-
go artykutu. Ograniczenia ptyngce z nieuswiadamianych przez nas do konca
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o$wieceniowych zatozen utrudniajg diagnoze i zastosowanie nowych badaw-
czych narzedzi. Stad postulaty w koncowej partii mojego tekstu. Dobrze jest
by¢ tak pewnym, jak zawiera to biezacy druk innego muzeum sztuki wspot-
czesnej: , Tylko podmioty niezalezne w mysleniu, takie, ktére wydostaty sic ze
stanu intelektualnej niedojrzatosci, sa w stanie wzig¢ petng odpowiedzialno$é
za siebie i $wiat”. Ja takiej pewno$ci nie mam, ale rozumiem sprzeciw An-
drzeja Turowskiego, méwimy wszak o réznych koncepcjach podmiotu.



PRZEKEADY

HorsT BREDEKAMP

OD ZAMKU BERLINSKIEGO DO FORUM HUMBOLDTOW:
PARADYGMAT KONFLIKTU W NIEMIECKIE] HISTORII

Szanowni Panstwo,

mozliwo$¢é wystgpienia w ramach obchodéw 100-lecia Instytutu Historii
Sztuki w Poznaniu stanowi dla mnie wielki zaszczyt. Zatozyciel Instytutu,
Szczesny Dettloff, nalezy do znamienitych przedstawicieli historii sztuki
ostatniego stulecia. Orientujac sie szczegdlnie na wiloski renesans i regional-
na historie sztuki jako bezposrednie fundamenty swych badan, stat sie wybit-
na postacig w niemieckojezycznej historii sztuki jako specjalista w zakresie
$redniowiecza i pétnocnego renesansu, szczegdlnie w odniesieniu do Wita
Stwosza. Studiowat réwniez u Heinricha Wolfflina, prawdopodobnie jeszcze
w jego berlinskich latach. W nieszczesnym okresie, kiedy w miejsce Uniwer-
sytetu w Poznaniu w roku 1941 powstal niemiecki Uniwersytet Rzeszy; je-
dynym pojednawczym momentem byt fakt zwolnienia Dettloffa z obozu dla
internowanych w roku 1939 dzigki interwencji Karla-Heinza Clasena. Z ra-
cji swych zwigzkéw ze szkota wiedensky, zwtaszcza z Maxem Dvotdkiem,
Dettloff postrzegat zagadnienia badawcze przez pryzmat historii idei i takie
podejscie przetrwato w poznanskim Instytucie do dzi§. Z perspektywy cza-
su na szczegbdlng uwage zastuguja proby refleksji poznanskiego Instytutu nad
wspolezesng filozofig francusky, a takze nad ruchem reformatorskim w za-
chodnioniemieckiej historii sztuki. Zaproszenie mojego akademickiego na-
uczyciela Martina Warnke do poznanskiego Instytutu w roku 1973, w okresie
zimnej wojny, byto waznym wydarzeniem w historii nauki. W owym czasie
nawigzatem luzng znajomo$¢ z Adamem Labudg. Pézniej szczedliwy zbieg
okoliczno$ci sprawil, ze w roku 1991 obaj zostaliémy powotani do Wissen-
schaftskolleg w Berlinie - i stworzyliémy tam zgrang druzyne tenisa stotowe-
go. To potaczyto nas i taczy nas do dzis.

Adam Labuda w jednym ze swoich artykutéw na temat historii nauki
z ubolewaniem wskazat na to, ze niektore talenty historii sztuki skierowaty
swa uwage przede wszystkim na potudnie i zachdd Europy, co dotyczyto réw-
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niez i mnie. Moge jednak powiedzie¢, ze kiedy w roku 1993 zostatem miano-
wany dyrektorem Instytutu Historii Sztuki na Uniwersytecie Humboldtow;
zrobitem wszystko, co byto w mojej mocy, aby wbrew znacznym sprzeciwom
zachowa¢ Katedre Historii Sztuki Europy Wschodniej. Byto szczesliwg oko-
licznoscig, ze udato sic¢ nam wowczas pozyska¢ Adama Labude na profesure
zwigzang z tg katedra. Dzieki temu nawigzane zostaty bliskie kontakty z Po-
znaniem, wzmacniane rowniez przez innych kolegdéw, zwtaszcza przedwceze-
$nie zmartego Piotra Piotrowskiego, ktory przez kilka semestrow wyktadat na
Uniwersytecie Humboldta, ujmujac zar6wno kolegéw, jak i studentéw swym
otwartym sposobem bycia. W ramach ugruntowanych kontaktéw miedzy Po-
znaniem a instytutem berlinskim Piotr Korduba poprosit mnie o odczyt na

1 A-B. Frank Stella, modele Zamku Berlinskiego/Forum Humboldtéw
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dzisiejszych obchodach jubileuszowych. Wyrazit zyczenie, abym wypowie-
dziat sie na temat Zamku Berlinskiego oraz Forum Humboldtéw, nad ktérego
powstaniem pracowalem przez trzy lata jako jeden z cztonkéw komitetu za-
tozycielskiego.

Jeszcze przed otwarciem Forum Humboldtéw wywotato dyskusje wykra-
czajaca daleko poza granice Berlina, a takze Republiki Federalnej Niemiec
i Europy (il. 1 A-B). Projekt ten postrzegany jest zaréwno w dobrym, jak i ne-
gatywnym $wietle jako przypadek szczegdlny, w ktorym tacza sie ogdlne oce-
ny historii z pytaniami o ksztattowanie przysztosci. Nie wiadomo jeszcze, czy
okaze si¢ on modelem, czy tez postrzegany bedzie jako wypadek w historii,
i pytanie to by¢ moze oceniane bedzie inaczej z Panistwa perspektywy histo-
rycznej anizeli z mojej. Mam jednak nadzieje, ze zdotam nabra¢ odpowied-
niego dystansu, aby przedstawié¢ Panistwu problematyke, ktéra zapewne nie
dotyczy jedynie samego Berlina. Chciatbym przyblizy¢ te tematyke w dziesic-
ciu krokach. Pierwszym bedzie spojrzenie z perspektywy rzymskie;j.

1. PERSPEKTYWA RZYMSKA

Swa mieszanka stylow poznego gotyku i renesansu Zamek Berlinski okoto
roku 1670 nie mogt wywotac¢ wickszego wrazenia na skalg ponadregionalng.
Jego wtasciciele, Hohenzollernowie, byli wtadcami elektoratu brandenbur-
sko-pruskiego, ktory wprawdzie miat pewne znaczenie, nie réwnat sie jednak
z krolestwami europejskimi. Kierowany ambicja nadania Prusom godno$ci
krolewskiej elektor Fryderyk IIT dokonat aktu samokoronacji na obrzezach
panstwa pruskiego — w Krolewcu, w celu ztagodzenia wrazenia samowoli tego
kroku w oczach potentatéw europejskich. Wobec opisanego deficytu legity-
macji jego wladzy krélewskiej, Fryderyk — wowczas juz jako krol Fryderyk I
- doktadat wszelkich staran, aby poprzez swéj odnowiony zamek miejski do-
réwnaé poziomowi aspiracji mocarstw europejskich. Nawigzat do Rzymu,
aby skorzystac z politycznej ikonologii caput mundi. Jego osobiste zaintereso-
wanie Rzymem nie byto w zadnym wypadku pozorowane; wrecz przeciwnie
- nalezat on do grona uczonych, ktérzy ze znacznym zaangazowaniem osobi-
stym i wktadem finansowym starali si¢ odkrywaé §wiat antyku. Przeznaczyt
znaczne fundusze na zakup monet i medali antycznych oraz publikacji na ten
temat.

Protagonistg przeksztatcenia pdznogotyckiego zamku w barokowy patac
stat sie Andreas Schliiter, prawdopodobnie urodzony w Gdansku okoto roku
1660 (il. 2). O jego wyksztatceniu i poczatkowym okresie tworczo$ci w miej-
scu urodzenia wnioskowa¢ mozna jedynie na podstawie przypisywanych
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2. Zamek Berlinski, miedzioryt, 1696-1701

mu rzezb. Nalezg do nich sztukaterie przedstawiajace kontynenty w domu
przy Dtugim Targu 7/8 (zniszczone), ktore ukazuja zartobliwg probe oswoje-
nia lwa przez putta. Przypisywane mu sa takze figury puttéw w patacu kréla
Jana III Sobieskiego w Wilanowie, symbolizujace cztery zywioly, miedzy in-
nymi wode. Udokumentowany zrédtowo jest udziat Schliitera w roku 1689
w wykonaniu wystroju warszawskiego patacu Krasinskich, z charakterystycz-
nymi scenami z okresu republiki rzymskiej. Pewne jest jego autorstwo na-
grobkéw ojca i wuja kréla Jana Sobieskiego w farze w Z6tkwi z lat 1692-1694,
wykonanych z czarnego marmuru, oraz figur asystujacych, stanowiacych
prawdopodobnie personifikacje Sity, Sprawiedliwosci oraz Cnoty i Prawdy,
a takze postaci Famy nad urnami. Nagrobki te zadecydowaty, zapewne wraz
z innymi dzietami rzezbiarza, o powotaniu go w roku 1694 na stanowisko
dyrektora budowy zamku w Berlinie. Przy wszystkim, co teraz zostanie po-
wiedziane, nalezy pamieta¢, ze to polski artysta dworski w osobie Andreasa
Schliitera wznidst Zamek Berlinski.

Zanim Schliiter rozpoczat prace nad opracowaniem projektu, spedzit
kilka miesiecy we Wloszech, miedzy innymi w Rzymie, aby zyska¢ szer-
szg perspektywe, niezbedng do uwolnienia Berlina od wptywoéw lokalnej
tradycji architektonicznej. Bezpo$rednim wzorem dla projektu berlinskie-
go zamku stat sie rzymski Palazzo Madama Paolo Marucelliego, potozo-
ny niedaleko Piazza Navona (il. 3, 4). Odnosi sie wrazenie, jakby Schliiter
w Berlinie po prostu rozbudowat ten obejmujacy trzy i pot pietra patac.
Nawet formy okien sg identyczne, wyjawszy roznice formy tukow od-
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3. Zamek Berlinski, fragment elewacji

4. Paolo Marucelli, Palazzo Madama, Rzym, 1637-1642

cinkowych na pierwszym pietrze. Przejeto rowniez niezwykte przeprucie
gzymsu oknami mezzanina, wprowadzajace plastyczny element do suro-
wej szaty architektonicznej elewacji. Jedyna rdznice stanowi fakt, ze w Ber-
linie w polach figuralnych umieszczonych miedzy oknami nad gzymsem,
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w miejsce wystepujacych w Palazzo Madama bawiacych si¢ puttéw, przed-
stawiono orty, odnoszace sie zaréwno do Jowisza, jak i do Prus. Potezne
kolumny Wielkiej Klatki Schodowej dZzwigajg nad impostami i poteznym
gzymsem jedynie figury gérnej kondygnacji. Zainspirowane sg z pewno-
$cig kolumnami z dziedzincoéw perystylowych na forum Nerwy. W ryza-
licie Wielkiej Klatki Schodowej te antyczne rzymskie elementy przejmuja
funkcje autonomicznego przedstawienia samych siebie: stajg sie symbola-
mi swej wlasnej formy:

Dokonana w roku 1708 przez nastgpce Schliitera, Johanna Friedricha
Eosandera, rozbudowa gmachu zamkowego w kierunku zachodnim zade-
cydowata o ostatecznym wygladzie Zamku Berlinskiego (il. 5). W zapewne
najbardziej charakterystycznym motywie tej partii zamku - portalu ITII w ele-

5. Johann Friedrich Eosander, Zamek Berlinski, fasada dziedzincowa, portal III,
1708-1716
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wacji zachodniej — ponownie przytoczono formy rzymskiego antyku. Elewacje
zewnetrzne i dziedzincowe - cytujac raz Euk Konstantyna, a innym razem
wybudowany w roku 203 Euk Septymiusza Sewera — nawiazuja do dwdch
tukéw tryumfalnych z Forum Romanum (il. 6). Poréwnanie wewnetrznego
portalu Eosandera z Eukiem Septymiusza Sewera z rzymskiego Forum Ro-
manum ukazuje, jak wiernie Rzym zostat w tym miejscu przeniesiony do Ber-
lina. Wrazenie jest imponujace, cho¢ jednowymiarowo cezarianskie. Formy
Schliitera stanowity natomiast swoista summe architektonicznej i artystycz-
nej historii Rzymu od starozytno$ci przez renesans do wspoétczesnego artyscie
baroku. Nie tacza zaczerpnictych elementéw w sposéb kompilacyjny, lecz
dramatyzuja je, aby mocniej podkresli¢ dynamike podziatéw architektonicz-
nych i rozwinaé wtasny styl plastyczny: srédziemnomorski teatr plastyczno-
$ci, wewnetrznego napiecia i zywotnosci.
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2. GABINET OSOBLIWOSCI (KUNSTKAMMER) JAKO MUZEUM
AKADEMICKIE

Pomimo rygorystycznych przeksztatcen szaty zewnetrznej zamek we
wnetrzu niezmiennie pozostawat zwigzany ze swa pierwotng funkcjg, stu-
zac jako rezydencja krolewska, ale petnigc réwniez funkeje publiczne jako
siedziba saddw, urzedow skarbowych, bankoéw, sklepéw, biblioteki oraz gabi-
netu osobliwosci, dostepnego przynajmniej dla specjalistow i zainteresowa-
nych laikéw. Zbiory gabinetu, gromadzone przez pokolenia, ulegty wprawdzie
rozproszeniu podczas wojny trzydziestoletniej, lecz zostaty odbudowane tak
skutecznie, ze staty sie jednym z impulséw dla Gottfrieda Wilhelma Leibni-
za, aby postrzega¢ berlinskg Akademie Nauk, ktéra pomdgt zatozyé w roku
1700, jako , Teatr natury i sztuki”. Gabinet osobliwo$ci miat by¢ dostepny ba-
daczom. Jako muzeum powszechne obejmowat zar6wno eksponaty przyrod-
nicze, jak i instrumenty badawcze, wreszcie takze dzieta sztuki. Opieka nad
ta kolekcjg oscylowata miedzy troskliwym nadzorem a zaniedbaniem, cho¢
szeroki zakres jej zasobow sto lat pozniej, okoto roku 1800, uczynit jg szcze-
golnie interesujaca. W tym bowiem czasie gabinet osobliwos$ci zostat podpo-
rzagdkowany Akademii Nauk i byt odtad mocno wspierany przez Aleksandra
i Wilhelma von Humboldtéw. Stanowito to wyjatkowy przypadek w historii
muzealnictwa, kiedy w czasach, gdy w catej Europie tworzono kolekeje spe-
cjalistyczne, umieszczane w galeriach i muzeach sztuki, w muzeach tech-
nicznych, a takze muzeach historii naturalnej, Berlin w dalszym ciggu trwat
przy idei mikrokosmosu catego $wiata reprezentowanego przez kunstkamere.
Z faktu tego korzysci czerpat przede wszystkim uniwersytet. W roku 1809
Wilhelm von Humboldt sprawit, ze powotywany do zycia Uniwersytet Ber-
linski, ktory przynajmniej duchowo miat pomoc spotecznosci podniesé sie
z upadku, zostat wyposazony w zbiory z zakresu nauk przyrodniczych i me-
dycyny, mieszczace si¢ podowczas w kunstkamerze w Zamku Berlinskim
(il. 7). Stato sie to w roku 1810, kiedy uniwersytetowi przekazany zostat rozle-
gty patac brata Fryderyka Wielkiego przy alei Unter den Linden. Zbiory, ktore
znalazty sie w tym poteznym budynku, wypetnity go niemal w catosci. Kiedy
zatem krdl odwiedzit uniwersytet w roku 1820, wpisat do ksiegi honorowej:
Wspaniate nowe muzeum!”

W ten sposéb uniwersytet stat sie dzieckiem Zamku Berlinskiego. Trwa-
jaca do roku 1933 historia sukcesu Uniwersytetu Berlinskiego wywodzona
jest z propagowanej przez Wilhelma von Humboldta wolno$ci badan i na-
uczania. Drugi powdd ulega jednak najcze$ciej zapomnieniu: jako spadko-
bierca znacznej partii zbioréw zamkowych stanowit od poczatku muzeum
powiazane z zadaniami dydaktycznymi. Inne uniwersytety posiadaty muzea
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7. Adolf Eltzner, Panorama stolicy Cesarstwa Niemieckiego, 1886

uniwersyteckie, uniwersytet w Berlinie byt natomiast zywym muzeum. Fakt
ten do dnia dzisiejszego nadaje mu wyjatkowy charakter. Tak wiec drugim
wartym odnotowania elementem historii zamku jest to, ze poprzez zasoby
kunstkamery jako akademickiego muzeum powszechnego stat sie swego ro-
dzaju ,matka” berlinskiej Alma Mater.

3. HISTORIA SZTUKI POWSZECHNE]

Nie mniej wazne anizeli kolekcje z dziedzin nauk przyrodniczych i medy-
cyny, ktdre przeniesiono z zamkowego gabinetu osobliwosci do uniwersytetu,
byly zgromadzone tam zbiory pozaecuropejskie. Obejmowaty one obiekty ze
stynnej kolekeji Forsteréw. Reinhold Forster i jego syn Georg, ktérzy towarzy-
szyli Jamesowi Cookowi w jego drugiej wyprawie dookota $wiata, przywiez-
li ze sobg obszerna kolekcje tysiecy naturaliow i artefaktéw, ktore po swym
powrocie w roku 1775 rozdali badz sprzedali. Nie dziwi fakt duzego zainte-
resowania tymi obiektami w Berlinie, gdyz Georg Forster niemiecka wersje
swojego dziennika podrozy, ktéry przynidst mu stawe na catym $wiecie, opu-
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blikowat wtagnie w Berlinie w roku 1778. Z drugiej jednak strony jego nazwi-
sko zostato w Prusach zdyskredytowane, kiedy jako goracy zwolennik rewolu-
cji francuskiej wyemigrowat do Paryza.

Po zajeciu Berlina przez wojska francuskie w roku 1806 oprdcz najwaz-
niejszych dziet sztuki réwniez znaczna cze$¢ kunstkamery zostata zarekwi-
rowana przez Dominique-Vivanta Denona jako tup wojenny i wywieziona
do Paryza. Wérdéd skonfiskowanych i wywiezionych dziet znalazta si¢ cala
kolekcja eksponatéw pozaeuropejskich. Pozostaty one w cato$ci w Paryzu,
gdzie $lad po nich zaginal. Tym bardziej intensywne starania o odbudowe
kolekeji etnologicznej podjeli kuratorzy Jean Henry i Leopold baron von Le-
debur w kolejnych dziesiecioleciach. Wzrost liczby eksponatéw spowodo-
wat, ze konieczne stato sie wprowadzenie systemu inwentaryzacji o struktu-
rze geograficznej, bazujacego na podziale na obszary Chin, Japonii, innych
region6w Azji, obszary Afryki, Ameryki Pétnocnej, Ameryki Potudniowej
i Australii wraz z regionem potudniowego Pacyfiku, zasadniczo obowig-
zujacego do dzis. Wprowadzony wéwczas podziat regionalny, z dzisiejszej
perspektywy sprawiajacy wrazenie raczej mato ciekawej kategoryzaciji,
w czasach jego ustanowienia byt swiadectwem dostrzezenia réznorodno-
$ci $wiata. Podobnie jak w teorii jezykowej Wilhelma von Humboldta, spo-
tecznosci ludzkie miaty by¢ postrzegane nie wertykalnie, w uzaleznieniu od
stopnia ich 6wczesnego rozwoju, lecz horyzontalnie — zgodnie z ich regio-
nalng, autonomicznie pojmowang kulturg. Dopiero na tej podstawie mozna
byto zdefiniowac¢ to, co wspdlne.

Szczegblng role zachowaty dzieta z kolekeji, ktéra zostata zgromadzo-
na przez ojca Reinholda i syna Georga Forsteréw podczas drugiej podrozy
Jamesa Cooka dookota §wiata. W inwentarzu kunstkamery caly szereg wpi-
sOw opatrzono nazwiskiem Forster. Zarzad gabinetu osobliwos$ci doktadat
wszelkich staran, by zdoby¢ przedmioty codziennego uzytku z tych zbio-
row i odpowiednio je wyeksponowaé, jak np. maczugi z Tahiti. Pochodzacy
z roku 1838 rzut poziomy zamkowego gabinetu osobliwos$ci autorstwa Karla
Friedricha Schinkla ukazuje zwrécone na potudnie rozlegte sale ,zbiorow
etnograficznych”, dajace wyobrazenie o ilosci zgromadzonych w nich eks-
ponatéw. Zainspirowany wspomniana kolekcja etnograficzng na zamku,
Franz Kugler napisat pierwszg prawdziwa historie sztuki powszechnej, be-
dgca wyrazem owego liberalnego ducha, z ktérego powstata historia sztuki
wszystkich epok i narodéw, obejmujaca zbiory od kamiennych artefaktéw
prehistorycznych do wspdtczesnoscei. Stanowi ona pierwsze uniwersalne
opracowanie historii homo faber. W swej napisanej pod katem gabinetu
osobliwosci berlinskiego zamku syntezie historii sztuki powszechnej Kugler
unika wyniesienia terazniejszosci do rangi instancji, ktéra w doskonaty spo-
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s6b zamykataby bieg historii i mogta by¢ zdolna do podjecia refleksji nad
nig. W swym relatywistycznym zatozeniu dzieto to pozostaje wzorcem az
do naszych czaséw.

Trzecim elementem o znaczeniu historycznym jest wicc fakt, ze zbiory
etnologiczne gabinetu osobliwo$ci w zamku oferowaty materiat pogladowy;
ktéry umozliwit wykoncypowanie i napisanie pierwszej liberalnej historii
sztuki catego $wiata, poczawszy od artefaktow z epoki kamienia tupanego,
i traktujacej rownorzednie obszary od Azji do Ameryki.

4. WYSPA MUZEOW JAKO ,SANKTUARIUM” I TRAUMA ROKU 1848

Oweczesny gospodarz zamku, Fryderyk Wilhelm IV, jako historyk sztu-
ki-amator, rysownik i zaangazowany mecenas sztuki i nauki, stworzyt plan
utworzenia na Wyspie Muzedw ,sanktuarium sztuki i nauki”, ktore taczy-
toby badania naukowe z obecnoscig artefaktow z zakresu historii sztuki, ar-
cheologii i etnografii. Mdgt on wej$¢ do historii jako o$wiecony, promujacy
nauki monarcha, gdyby nie ulegt jednocze$nie romantycznej idei gtebokiej
wiezi whadcy i narodu, ktora powinna znalezé wyraz i spetnienie we wspél-
nej wierze chrzedcijanskiej. Katedra berlinska w postaci, w jakiej zaprojek-
towatjg Schinkel, nie odzwierciedlata z perspektywy Fryderyka Wilhelma IV
w satysfakcjonujacy sposdb owego zwigzku narodu z religia, stad podjat on
pomyst Andreasa Schliitera wzniesienia nad zachodnim portalem zam-
ku koputy jako widocznego z oddali znaku harmonii narodu i dworu we
wspolnej religii. Jako antymodel okresu poprzedzajacego Wiosne Ludéw
(Vormydirz), liberalnego, demokratycznego ruchu, do ktorego przytaczyt sie
rowniez Kugler, koputa stata sie jednak ztowrogg przepowiednia. W roku
1848, czasie rewolucji europejskich, wewnetrzne napiccia doprowadzity
takze w Berlinie do wybuchu zamieszek, podczas ktérych, prawdopodobnie
w konsekwencji btednie przekazanej wiadomosci, doszto do rozstrzelania
znacznej liczby demonstrantéw. Wydarzenia te ukazane sa na przedstawie-
niu anonimowego autorstwa. Na zamku widoczna jest koputa w budowie,
ktora dzieki zastosowaniu $miatej konstrukeji zelaznej osiggneta niespo-
tykang w Odwczesnym czasie $rednice. Jednak w rezultacie historycznych
wydarzen stala sie jedynie symbolem represyjnej polityki wtadcy. Fryderyk
Wilhelm IV, ktéry po masowym zastrzeleniu wielkiej liczby demonstran-
tow kazat usunaé wojsko z miasta, wydajac tym samym samego siebie, mu-
siat zmartym odda¢ honor.

Wraz ze sttumieniem rewolucji w roku 1848 reputacja zamku jako siedzi-
by Hohenzollernéw zostata zszargana. Od tego momentu - i na tym polega
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czwarty wymiar historyczny — na szereg dziesigcioleci utracit on dla Hohen-
zollernéw swa reprezentacyjna funkcje. Nadal pelnit role siedziby urzedéw
i instytucji finansowych, lecz na wiecej niz jedno pokolenie pozbawiony zo-
stat swej funkeji pierwotne;j.

5. CESARSTWO I REWOLUCJA

Dopiero wraz z powstaniem Drugiej Rzeszy w roku 1871 i objeciem tronu
przez cesarza Wilhelma II zamek definitywnie przyjat funkcje, ktora z poz-
niejszej perspektywy byta mylnie przypisywana catej jego historii przy jed-
noczesnym pomijaniu jego dotychczasowego przeznaczenia. Jako centralna
rezydencja dynastii Hohenzollernéw stat sie symbolem ich nieszczesnych
rzadow.

Za ztowroga zapowiedz przysztych wydarzen uznaje sie tzw. konferencje
kongijska, ktéra zdecydowata o podziale terytorialnym Afryki na europejskie
strefy wtasnosci. Spotkanie to mogto odby¢ sie zaréwno w Brukseli, Londynie
czy Paryzu, a w Berlinie odbyto sie nie w zamku, lecz w patacu kanclerza Rze-
szy przy Wilhelmstrafie. Jednak poniewaz koncowy dokument zostat przypie-
czetowany w zamku, do dzi$ wydaje si¢, jakoby miat on swoj udziat w éweze-
snych fatalnych decyzjach. Pod rzadami cesarza Wilhelma IT doszto do silnego
spotegowania patosu, ktore spowodowato, ze zamek zaczeto postrzegaé jako
wspotodpowiedzialny za militaryzacje i umocnienie imperialnych pretens;ji
cesarstwa niemieckiego. Upadek cesarstwa nastgpit wraz ze szturmem na Za-
mek Berlinski. Jeden z paradoksalnych zwrotéw, do ktérych wymyslenia nie-
zdolna bytaby nawet wyobraznia poety, sama historia natomiast tak, sprawit,
ze charakterystyczny fragment zamku stat si¢ relikwia idei komunistycznej.
Chodgzi tu o portal IV, z ktorego zgodnie z przekazem przywddca komunistow
Karl Liebknecht proklamowat republike socjalistyczna.

W Republice Weimarskiej zamek — w roku 1920 - stat sie w catosci wta-
snoscig publiczng. Szczegdlne znaczenie miat fakt, ze réwniez w tym roku
do pomieszczenn zamkowych wprowadzit sie uniwersytet, aby mdc wreszcie
zapewni¢ Instytutowi Psychologii wystarczajaco duze pomieszczenia i umoz-
liwi¢ prowadzenie badan berlinskiej szkole psychologii postaci (Gestaltpsy-
chologie). Az do momentu emigracji $wiatowej stawy psychologow gestalty-
zmu - Wolfganga Kohlera, Maxa Wertheima i Rudolfa Arnheima - berlinska
szkota psychologii stworzyta w salach Zamku Berlinskiego podstawy swego
przysztego znaczenia, a po emigracji oddziatywata - szczegdlnie w Stanach
Zjednoczonych - nie tylko w dziedzinie projektowania graficznego, lecz takze
we wezesnej informatyce, czego skutki odczuwalne sg do dzi$.
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Ponowne polaczenie zamku i $§wiata nauki w czasach Republiki Weimar-
skiej jest zatem piagtym ogniwem, ktore z perspektywy historycznej wyzna-
czy¢ mozna w tanicuchu najwazniejszych wydarzen w historii zamku.

6. ZNISZCZENIE ZAMKU JAKO PRZEGNANIE DEMONA

Narodowi socjali$ci w obliczu swego dgzenia do stworzenia z gruntu no-
wej, wlasnej historii, pomimo catej historycznej pseudolegitymacji, jaka za-
mek oferowat tego wieczoru roku 1933, kiedy Hitler przejat wtadze w Niem-
czech, nie mieli dla niego okres$lonej funkcji.

Centrum Berlina zostato niemal catkowicie zréwnane z ziemig, sam za-
mek natomiast niemal cudownym trafem nie ulegt tak silnym zniszczeniom,
aby musiat by¢ poddany rozbidrce. Wrecz przeciwnie, pojawily sie inicjaty-
wy doprowadzenia do jego odbudowy. Jednak zaréwno na zachodzie, jak i na
wschodzie nastroje nie sprzyjaty jakiejkolwiek formie restauracji. Ten w naj-
rozniejszy sposob wyrazany wstret do wszelkiego rodzaju rekonstrukeji na-
brat wkrotce wymiaru historyczno-politycznego. W znaczacym manifescie
architektow z roku 1947 proklamowano: ,Zniszczone dziedzictwo nie moze
by¢ rekonstruowane w formach historycznych, moze by¢ odtwarzane jedynie
dla nowych funkecji i w nowych formach”. Rekonstrukcjom zarzucano, ze sta-
nowig probe usuniecia pamieci o spowodowanych przez Niemcow zniszcze-
niach, ktore dotknety ich samych.

Wschodnioberlinskim rozwigzaniem okazato si¢ wysadzenie zamku
w powietrze (il. 8). Przypomnie¢ jednak trzeba o gltosach sprzeciwu wobec
tego zamiaru. Mdj poprzednik na Uniwersytecie Humboldtow z czaséw po-
wojennych, historyk sztuki Richard Hamann, w sierpniu 1950 roku przed-
stawit premierowi Niemieckiej Republiki Demokratycznej Otto Grotewohlo-
wi kategoryczne memorandum w sprawie zachowania zamku:

Berlin jest ubogi w pomniki przeszto$ci. Posiada jednak dzieto wpisujace sie
w szereg najwspanialszych zabytkéw przesztos$ci, wymieniane oraz reprodu-
kowane we wszystkich syntezach historii sztuki §wiata: Zamek Berlinski. Jego
tworca byt najwybitniejszy rzezbiarz i architekt pétnocnych Niemiec, Andreas
Schliiter. Stoi w ruinie, wcigz jednak fascynujac swym rozmachem i monumen-
talno$cig, jako reprezentant specyficznego poinocnoniemieckiego baroku, ktéry
godnie stana¢ moze u boku rzymskiej Bazyliki §w. Piotra Michata Aniota czy
Luwru w Paryzu.

Stowa te ukazujg, jak gteboka identyfikacje historyczng wzbudzata estetyka
ruin zamku. Zostat on dotkliwie trafiony przez bomby, lecz jego stan nie po-
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8. Wysadzenie zamku w powietrze, 1950

zostawial watpliwo$ci, ze mozna go uratowaé. Przerazenie wobec ewentual-
nosci, ze budynek maégtby zostat rzeczywiscie wysadzony w powietrze, wyraza
sie w stwierdzeniu: Wszystkich historykéw sztuki [...] sama mys$l o mozli-
wosci zniszczenia zamku i tego historycznego centrum Berlina przyprawia
o mdtosci”. Wszelkie apele pozostaty jednak bezowocne.

Szostym etapem w historii zamku byt zatem jego dwojaki koniec: z powo-
du zniszczen wojennych podczas nalotéw oraz celowej rozbiorki przez Nie-
miecky Republike Demokratyczng, ktdra uwazata zamek za przeciwienstwo
swego wlasnego powstania. Negatywna konotacja zamku z wydarzeniami
roku 1848 oraz z jego funkcjg w czasach Drugiej Rzeszy zadecydowata o iko-
noklastycznym wyroku $mierci na niego.

7. PALAC REPUBLIKI

Na miejscu zamku powstat rozlegly plac, wykorzystywany do parad orga-
nizowanych 1 maja i przy innych okazjach. Jednak zaistniata w ten sposob
pustka byta tak trudna do zniesienia, ze wtadze postanowily na miejscu stare-
go zamku wybudowa¢ patac, ktéry wzmocnit proces stopniowej modernizacji
architektury NRD (il. 9). Jako ,Patac Republiki” budynek ten wspéttworzyt
historie architektury. W NRD byt on popularny, poniewaz oferowat rozrywke
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9. Panorama lotnicza Placu Zamkowego, lata 90.

i mozliwo$¢ spotkan, ktore poza nim nie byty w okolicy dostepne. I wtasnie
z tego powodu byt znienawidzony przez krytykow rezimu.

Po zjednoczeniu Niemiec w roku 1990 Patac Republiki stat sie przed-
miotem dyskusji w tym samym stopniu co stary Zamek Berlinski po roku
1945. Kiedy podjeto decyzje o jego zburzeniu, jako powdd podano, ze zanie-
czyszczenie budynku azbestem jest tak wysokie, ze dalsze uzytkowanie go
nie jest mozliwe, a renowacja bytaby bardziej kosztowna niz rozbiérka. Tym
uzasadnieniem, na ktérego podstawie nalezatoby zburzy¢ rowniez szereg in-
nych budynkéw w miescie, miedzy innymi Centrum Kongresowe w Berlinie
Zachodnim, starano sie choéby retorycznie uniknaé wrazenia, jakoby decy-
zje podjeto ze wzgledéw politycznych. W rzeczywisto$ci jednak na decyzje
te wyraznie wpltynal wcigz niezapomniany wstrzgs wywotany zburzeniem
Zamku Berlinskiego; jego oddziatywanie przyczynito si¢ do usunigcia Pa-
tacu Republiki, co dokonato sie w dtugim, realizowanym niejako w akcie
zemsty bolesnym procesie, ktéremu towarzyszylty wybitne przedsiewziecia
performatywne.

Budowa i wyburzenie gtéwnego dzieta architektury NRD - jako znaki
epoki republiki socjalistycznej i jej upadku — byly siédmym waznym wyda-
rzeniem zwigzanym z historig Zamku Berlinskiego i terenu pozamkowego.
Pozostat jedynie portal IV, ktéry w formie relikwii budowlanej komunizmu
uratowano przed wyburzeniem zamku w roku 1950, aby wbudowa¢ go we
wzniesiony w roku 1963 budynek Rady Panistwa NRD (il. 10). Kompleks ten
z pewnoscig nalezy do najbardziej surrealistycznych konstrukeji w historii
architektury.
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10. Budynek Rady Panistwa NRD z portalem IV Zamku Berlinskiego

8. DECYZJA O ODBUDOWIE

Tymczasem rozgorzata dyskusja wokot rekonstrukeji zburzonego zamku.
Ogtaszano konkursy owocujace niezwykle pomystowymi projektami, lecz
od chwili, gdy imponujace wrazenie wywart model zamku w skali 1: 1, wy-
konany w roku 1993 z inicjatywy hamburskiego zwolennika rekonstrukeji
Wilhelma von Boddiena, nie byto juz alternatywy dla rekonstrukeji choéby
szaty zewnetrznej. Sytuacja ta jednak w zadnym wypadku nie rozwigzywa-
ta jeszcze otwartej kwestii funkcji uzytkowej wnetrz. W roku 2000 komisja
ekspertéw o nazwie ,Historyczne Centrum Berlina” (,Historische Mitte Ber-
lin”) rozpoczeta prace nad tym, jaka tre$cig wypetni¢ wnetrza zrekonstruowa-
nego zamku. Po powotaniu mnie na Uniwersytet Humboldtéw w roku 1992
otrzymatem zadanie, aby zinwentaryzowac i skatalogowaé zbiory Uniwer-
sytetu z zakresu historii nauki. Jednym z wynikéw tych badan, ktore podja-
tem wspolnie z matematykiem Jochenem Briiningiem, byta zorganizowana
w roku 2000 w berlinskim Gropius Bau wystawa pod tytutem ,Teatr przy-
rody i sztuki”. Nawigzywata ona do pomystu Leibniza potaczenia zatozonej
w roku 1700 w Berlinie Akademii Nauk z , Theatrum Naturae et Artis”. W ten
sposob niespodziewanie licznym zwiedzajacym wystawe udato sie zaprezen-
towac pierwotne zasoby zbioréw uniwersyteckich. W salach wystawowych
odbyto si¢ wiele warsztatéw oraz dyskusji, dzieki czemu ekspozycja wniosta
réwniez swéj wktad w nauczanie akademickie.
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Majac na uwadze wyniki badan i wystawe, przedstawitem w roku 2001
komisji ,Historyczne Centrum Berlina” koncepcje, aby zbiory uniwersytetu,
stanowigce podstawe jego sukcesu, ponownie powigza¢ koncepcyjnie z zam-
kiem i przywréci¢ dawny zwigzek zamku i uniwersytetu. Réwnocze$nie Klaus
Lehmann jako prezes i Peter Klaus Schuster — dyrektor muzeéw Fundacji Pru-
skiego Dziedzictwa Kulturowego (Stiftung Preuflischer Kulturbesitz) przed-
stawili pomyst zwrdcenia pozaeuropejskich kolekeji do zamku, a tym samym
zakre$lenia funkcji rekonstruowanemu budynkowi. Komisja postanowita
przyja¢ koncepcje Fundacji Pruskiego Dziedzictwa Kulturowego i Uniwersy-
tetu oraz wyznaczyta oba organy jako podmioty uzytkujace Forum Humbold-
tow. Jako trzeci podmiot dotaczyto miasto Berlin, ktére zamierzato zainsta-
lowa¢ w zamku Biblioteke Miejska celem ozywienia tego miejsca, a wzorem
byto tu paryskie Centrum Pompidou. W roku 2002 koncepcja ta po bardzo
budujacej dyskusji zostata zatwierdzona przez niemiecki Bundestag. Skutecz-
ny okazat sie podstawowy zamyst wykorzystania zbior6w z dawnej zamkowej
kunstkamery i umozliwienia ich oddziatywania w zmienionych wspétczesnie
warunkach. Aplauz ze strony opinii publicznej byt znaczny i po takim pozy-
tywnym przyjeciu powinno byto dojs¢ do szybkiej realizacji projektu. Jednak
kryzys gospodarczy, ktéry dotknat kraj w pierwszych latach nowego stulecia,
sprawit, ze wobec liczby ponad 5 milionéw bezrobotnych rekonstrukeja zam-
ku Hohenzollernéw, angazujaca znaczne $rodki z budzetu publicznego, by-
taby posunicciem dalece niestosownym. Projekt postanowiono zawiesi¢ lub
z niego zrezygnowac. Jednak procesow, ktére w tej sprawie uruchomity sie juz
w ministerstwach, nie mozna byto z dnia na dzien zatrzymac, gdyz w mie-
dzyczasie podpisano juz szereg kontraktéw, ktére wymagaty kontynuacji prac.
Z tego wzgledu projekt odbudowy zamku byt kontynuowany poza $wiadomo-
$cig publiczng, mimo ze oficjalnie zostal zamrozony. Wyjasnia to, dlaczego
w grudniu 2007 roku zupetnie niespodzianie rozpisano konkurs na projekt
zamku oraz powotano komisje decydujaca o jego formie. Komisja miata bez-
wzglednie strzec podstawowej zasady, zgodnie z ktorg elewacje zewnetrzne
budynku nalezato odtworzy¢ w niezmienionej szacie historycznej. Jako 6sme
ogniwo naszego tancucha wydarzen wytania si¢ zatem podjeta po raz pierw-
szy kwestia rekonstrukcji nieistniejacego zamku, rozpoczynajac tym samym
historie, ktéra ma zostaé sfinalizowana pod koniec roku 2019.

9. ODBUDOWANY ZAMEK

Konkurs wygrat projekt wtoskiego architekta Franca Stelli. Ponownie
o charakterze Zamku Berlinskiego zadecydowata wtoska tradycja architekto-
niczna, ktéra naznaczyta dzieto Andreasa Schliitera z okoto roku 1700, kie-
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dy to w bardzo subtelny sposéb stworzyt on plastyczna kompilacje wloskich
form szesnasto- i siedemnastowiecznych. Tym razem na szate zamku wpty-
neto nawigzanie do wloskiego racjonalizmu.

Tworczosé Stelli wywodzi sie z nurtu w historii architektury XX wieku,
ktory wyksztalcit sie pod nazwa wloskiego racjonalizmu po pierwszej wojnie
$wiatowej, aby przeciwstawic¢ antyhistorycznemu zapatowi futurystow mo-
dernizm nawiazujacy do zasad budownictwa antycznego, radykalnie redu-
kujacy jednak jego formy architektoniczne do ich matematycznego rdzenia.
Kompozycja bazuje na zasadzie kontrastu pomiedzy gtadkimi $§cianami a sil-
nie rozcztonowanymi partiami, jak to w wielu wariantach pokazat czotowy
przedstawiciel nurtu Giuseppe Terragni. Sam Stella kilkakrotnie korzystat
Z tego rozwigzania, miedzy innymi w swym kompleksie szkolnym w Orgiano.
Podstawowa zasada wtoskiego modernizmu, konstruujacego wszelkie formy
wedtug zasad matematycznego ratio, proporcji i jasnos$ci, zadecydowata o od-
rzuceniu przez Stelle mozliwosci przeplecenia kompozycji Schliitera nowo
wykoncypowanymi przez niego partiami. Obie koncepcje ostro sie zderzaja,
w tej konfrontacji jednak wyrazniej ze sobg wspétgrajac, anizeli pozwolitoby
na to pomieszanie obu styléw. Z surowg wyrazisto$cig zasada ta dochodzi do
gltosu w skrzydle wschodnim, ktére w kierunku Szprewy zainscenizowane jest
jako potezny rygiel, zamkniecie samego siebie. Rowniez i tam, gdzie nowy bu-
dynek styka si¢ z rekonstrukcja historycznych elewacji po stronie poéinocnej
i potudniowej, nie ma harmonijnego przejécia. Pojawiajacy sic w tym miejscu
uskok sprawia raczej wrazenie, ze skrzydto wschodnie z whasciwym odstepem
wznosi sie przed wiasciwg budowlg. Kompozycja elewacji Stelli przewija sie
w catym budynku. Zaskakujacym rozwigzaniem jest powtdrzenie wariacji
zewnetrznej elewacji skrzydta wschodniego po zachodniej stronie dziedzin-
ca wewnetrznego, tzw. dziedzinca Schliitera (il. 11). W ten sposdb rodzi sie
harmonia ptynaca ze zr6znicowania. Kontrast pomiedzy gtadko polerowanym
kamieniem w elewacji Stelli a historyczna elewacja dziedzinicowa Schliitera
tworzy wtasng, réznorodnie sie otwierajaca kompozycje.

W czerwcu ubieglego roku swojg inauguracje miata nowo wybudowana Bra-
ma Eosandera (il. 12). W ramach dwudniowej imprezy okolicznos$ciowej zapre-
zentowano program, ktdry przyciagnat prawie 40 000 oséb. To byt naprawde
budujacy moment, kiedy portal i zdobigce go rzezby odegraty role gtéwnych
protagonistéw w minimalistycznym otoczeniu. Alegorie Famy umieszczone
w przytuczach stanowig wspaniate repliki, ktore w kunsztowny sposéb udato
sie wkomponowac jako spolia w zachowany oryginalny fragment. Rekonstruk-
Cja ta niejako sama dekonstruuje temat tej nowej odstony antycznego tuku
tryumfalnego, gdyz przedstawione zwyciestwo samo w sobie jest fragmentem
gruzu. Zrekonstruowana brama wpisana jest niczym rekwizyt, dekoracja te-
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11. David von Becker, Dziedziniec Schliitera, Zamek Berlinski, 2018

12. Atrium z rekonstrukeja portalu Eosandera, Zamek Berlinski, 2018
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atralna, w wiekszy nowoczesny kontekst. Oba bieguny dziatajg na siebie i prze-
ciwko sobie. Ogromny hol wejsciowy charakteryzuje surrealistyczne napiecie
miedzy rzymska monumentalnoscig a wtoskim modernizmem. Z jednej z ga-
lerii roztacza sie widok na brame Eosandera i atrium. Wzrok pada na orygi-
nalne kapitele, ktore z kolei rekonstrukeyjnie przywotuja starozytny Euk Sep-
tymiusza Sewera z Rzymu do Berlina. Natomiast powyzej i ponizej znajduja
sie dzisiejsze rekonstrukcje. Zaréwno historycznie, jak i wspotcze$nie Zamek
Berlinski odzwierciedla pewnego rodzaju wtosko$¢ (italianitd), zasadniczo za-
przeczajaca wszelkim wyobrazeniom o inkorporowaniu tu restauracyjnych lub
zgota militarystycznych treéci. Komisj¢ przekonata w znacznej mierze takze
umiejetno$¢ Stelli nadania budowli urbanistycznej jako$ci poprzez prowadzace
przez rozlegly areat zamkowy ulice, otwarte zaréwno w dzien, jak i w nocy:

Dziewigtym elementem historycznych wydarzen jest zatem powrdt owej
italianita architektury zamkowej, zainicjowanej przez Andreasa Schliitera.
Tym razem to wtoski modernizm determinuje charakter elewacji wschodniej
i dziedzincéw Forum Humboldtéw.

10. HISTORIA I TERAZNIEJSZOSC

Im wyrazniej zarysowywaly si¢ ksztatty rekonstrukeji, tym silniejsze sta-
waty si¢ stowa krytyki, ktéra od samego poczatku przeciwna byta rekonstruk-
cji, uwazajac, ze bedzie ona stanowita nowg odstone ducha Hohenzollernow;,
a tym samym gteboko reakcyjnego sposobu my$lenia, dajac mu nowy bodziec.
Dyskusje, ktére od czasu ustawienia fikeyjnej elewacji zamku w roku 1993
wydawaty si¢ zakonczone, powrdcity i powracaja z niespodziewang gwattow-
noscig, a z pewnoscig towarzyszy¢ beda budowli réwniez po jej ukonczeniu.
Powodem tego jest fakt, ze Federalnej Republice Niemiec pomimo zjednocze-
nia kraju dotad nie udato si¢ stworzy¢ pozytywnie naznaczonej alternatywy
W postrzeganiu niemieckiej historii. Problem polega na tym, ze w Niemczech
wszystko, co obiera jakikolwiek pozytywnie ukierunkowany cel, mimowol-
nie taczone jest z podejrzeniem o cheé ograniczenia wspomnien o koszma-
rze okresu po roku 1933. Raison d’Etre Republiki Federalnej Niemiec od po-
czatku jej ustanowienia polegata w duzej mierze na tym, aby juz nigdy nie
dopusci¢ do niczego, co mogtoby sie réwnaé z nazizmem. Jej legitymacja do
dzi$ bazuje na negacji rezimu nazistowskiego. Warunkiem istnienia niemiec-
kiej panstwowosci jest refleksja nad jej naznaczona wing historig. Na tym tle
w roku 2000 zrodzit si¢c pomyst, aby w centrum stolicy kraju, ktéry w roku
1939 pograzyt wielkie obszary §wiata w otchtani, stworzy¢ przestrzen, w kto-
rej zestawiono by artefakty z najrézniejszych $wiatowych kultur, aby wspol-
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nie ze zbiorami bliskowschodnimi i europejskimi Wyspy Muzedw stworzyty
wyjatkowy kompleks muzealny. Zgodnie ze stowami wielkiego antropologa
Claude’a Lévi Straussa miatby on na celu pokazanie, co ostatecznie taczy lu-
dzi, a nie prowadzi do zniszczen i dewastacji. Odwrocenie tego stanowiska
W roszczeniowa postawe porzadkowania §wiata przez pryzmat europejskich,
w tym szczegdlnie niemieckich, kategorii, napictnowanych per se wing,
wprowadza z mojego punktu widzenia zamet, gdyz podej$cie takie umacnia
to, co wlasciwie zwalcza. Na tle tego, co prébowatem naszkicowaé Panstwu
w dziesigciu krokach, by¢ moze bardziej zrozumiate staje si¢, dlaczego nadal
uwazam za obowigzek, aby nawigza¢ do tradycji ustanowionej przez Leibniza,
Georga Forstera i braci Humboldtéw:

Zamek Berlinski od czasu jego budowy w roku 1700 w coraz to nowych
uwarunkowaniach odzwierciedla w paradygmatyczny sposob fale dyskusji to-
czonej na temat takiej wlasnie orientacji. Zbudowany z mysla o italianizacji
pruskiego centrum, nie stanowigc w zadnej mierze uciele$nienia wtadzy, lecz
naczynie spotecznych wiezi, byt raczej Lewiatanem anizeli korong, miejscem
mikrokosmicznego skurczenia $wiata w kunstkamerze w niehierarchiczny
sposob. Bedac matky berlinskiej Alma Mater, miejscem rewolucji roku 1848
oraz upokorzenia kréla pruskiego, stat sie nastepnie os$rodkiem propagandy
roszczen wielkomocarstwowych Hohenzollernéw w Drugiej Rzeszy, a poz-
niej miejscem republikanskiego zawtaszczenia przez Republike Weimarska.
Zniszczony wreszcie jako symbol pruskiego militaryzmu i nastepnie odbu-
dowany w postaci kompromisu autentycznych elewacji zewnetrznych z no-
woczesnym zyciem wewnetrznym, aby przyjaé tradycyjnych uzytkownikéw
- Uniwersytet i pozaeuropejskie zbiory, a takze miasto Berlin, stat sie osta-
tecznie przedmiotem zaciektych sporéw jako medium uniwersalnej orienta-
cji badz jako reakcyjne odtworzenie zarzuconego historyzmu. W obliczu tych
licznych zwrotéw w swej historii Zamek Berliniski moze by¢ postrzegany jako
swego rodzaju psychogram réznorodnych stadiéw niemieckiego stanu ducha.

Wszystko to jest tak paradoksalne jak samo zycie, je$li pozwolg Panistwo
na tak trywialne stwierdzenie. Lecz nie dochodze do zadnego innego wnio-
sku. Losy Zamku Berlinskiego rozgrywaty sic pomiedzy zniszczeniami a na-
dzieja na harmonijne wspotzycie spoteczne, ktérego horyzonty wyobrazano
sobie znacznie szerszej, anizeli mogty pozwoli¢ na to lokalne warunki, i w ten
sposob los jego potoczy sie dalej. W swej szacie zewnetrznej, bedacej jed-
nym z najbardziej imponujacych tworéw europejskiego baroku, pozostanie
ze wzgledu na swa historie miejscem projekeji roznorakich stanowisk. Jezeli
miatoby si¢ to powies$¢ — jednakze juz bez udziatu historii o podobnie drama-
tycznych wstrzgsach, jakie uciele$nia nowo wybudowany zamek - wéwczas
Forum Humboldtéw spetnitoby swoje zadanie.
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ZAKONCZENIE

W ten sposéb dotartem do korica mojego wystgpienia. Powdd, dla ktorego
stanatem przed Panistwem nie bez emocjonalnego zaangazowania — poza wy-
powiedzianymi stowami - ttumaczg dwie fotografie (il. 13). Pierwsza z nich
pochodzi ze spu$cizny mojego ojca. Zostata wykonana w czasach zatozenia
poznanskiej historii sztuki. Ukazuje mojego ojca na koniku na biegunach,
ktéry jako element sztafazu znajdowat sie w zaktadzie fotograficznym. Na
rewersie fotografii widoczna jest nazwa owego zaktadu. Rodzice mojego ojca
mieszkali w Poznaniu, stad zdjecie to wykonano w Atelier Apollo przy Wil-
helmstrafe, dzisiejszych Alejach Marcinkowskiego, a skoro zebrali$my sie
dzisiaj w Zamku Cesarskim Wilhelmsschloss, w Centrum Kultury, to istnieje
tu pewne luzne powiazanie. Adam Labuda, z ktérym spedzitem szczesliwe
wspolne lata pracy na Uniwersytecie Humboldtéw w Berlinie, jest prawie
w tym samym wieku co ja. Gdyby nie horror inwazji na Polske ze wszystki-
mi jej konsekwencjami, Adam Labuda i ja by¢ moze uczeszczaliby$Smy do tej
samej klasy w jednym z poznanskich licedw i zaprzyjazniliby$my si¢ ze sobg

13. Gerhard Bredekamp, fotografia, Atelier Apollo, Poznan, ok. 1919
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znacznie wczeéniej, niz stato sie to w koncu jeszcze przed upadkiem muru
berlinskiego.

Szanowni Panstwo, mam nadzieje, ze udato mi siec wyjasni¢, dlaczego
mozliwo$¢ wypowiedzi przed Panstwem tu w Poznaniu na temat dramatu hi-
storycznego zwigzanego z Zamkiem Berlinskim, pierwszego wielkiego zlece-
nia polskiego dworskiego artysty Schliitera, byta dla mnie szczeg6lnie wazna.
Ufam, ze udato mi sie wykazac, ze w swej szacie architektonicznej, reprezen-
tujacej zlamane wielkomocarstwowe ambicje, oraz w obliczu idei swej kunst-
kamery wart jest on obrony i wypetnienia now3 trescia.

Drodzy Panstwo, poznanskiemu Instytutowi na kolejne 100 lat zycze pet-
nej sukcesu kontynuacji wspaniatego pierwszego wieku dziatalno$ci! Bardzo
dziekuje za uwage.

Ttumaczenie z jez. niemieckiego:
Agnieszka Lindenhayn-Fiedorowicz
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Horst Bredekamp

Humboldt-Universitit, Berlin

FROM THE BERLIN PALACE TO HUMBOLDT FORUM.
A PARADIGM OF CONFLICT IN GERMAN HISTORY

Summary

The lecture concerns the Berlin Palace (Stadtschloss) and presents a view of its long
history, starting with its construction in the Baroque style by an artist of the Polish or-
igin, Andreas Schliiter, up to its contemporary reconstruction with a new institutional
function (Humboldt Forum). The ten sections of the text not only present architectur-
al and artistic history of this residence but also pivotal historical events and contexts
which affected the dimensions and meaning of its functioning. The palace, entangled
into German history but also reflecting it, especially as regards the 19% and 20 cen-
turies, becomes both a starting point for an evaluation of this history and posing ques-
tions about the future. Along with the ferociously debated, present-day reconstruction
and its museum function, it also seems to be a psychogram of diverse stages of the
condition of German spirit.

Keywords:
Berlin, Humboldt Forum, residential architecture, architecture and power, kunstkam-
mer, university






BIOS

MiLENA BARTLOVA

Academy of Arts, Architecture and Design, Praha

Professor, art historian, received her PhD in 1995 (“Relationship Between Bohemian
Graceful Madonnas and Icons”). Between 1997 and 2010 a lecturer, assistant profes-
sor and since 2005 professor at the Department of Art History, Masaryk University in
Brno. In 2008 a fellow at the Institute of Advanced Study in Berlin. Since 2011 works
at the Academy of Arts, Design and Architecture in Prague. After three decades of
studies in medieval art, museology and topics of identity politics, her current research
project deals with the history of Czech art history in the second half of the 20™ century.

Academy of Arts, Architecture and Design (UMPRUM), Ndmésti Jana Palacha 80,
CZ-116 93 Praha 1, Cesko

WojciecH Barus

Jagiellonian University, Cracow

Professor, art historian; also studied philosophy. Full professor at the Institute of His-
tory of Art at Jagiellonian University. His academic interests concern the theory and
history of 19%- and 20™-century art and relations between art and philosophy, cultural
anthropology and literary studies. Editor of a book series Ars Vetus et Nova (Univer-
sitas). Corresponding member of the Polish Academy of Learning. Full member of
the Hessische Akademie der Forschung und Planung im Lindlichen Raum and AICA
member. Since 2005 chair of the Polish National Committee Corpus Vitrearum. Au-
thor of such books as Efekt widzialnosci. O swoistosci widzenia obrazéw, granicach
ich odczytywania i antropologicznych aspektach sztuki (Krakéw 2013), Gotik ohne
Gott? Zur Symbolik des Kirchengebdudes im 19. Jahrhundert (Frankfurt am Main
2016).

Uniwersytet Jagiellonski, Instytut Historii Sztuki, ul. Grodzka 53, 31-036 Krakéw, Polska

Horst BREDEKAMP
Humboldt-Universitit, Berlin

Professor, art historian, studied art history, archeology, philosophy and sociology in
Kiel, Munich, Berlin and Marburg. Since 1993 professor at the Department of Art and
Visual History at Humboldt-Universitit zu Berlin, 2003-2012 Permanent Fellow of
the Wissenschaftskolleg zu Berlin. In the spring of 2015, he was appointed, next to the
British museum director Neil MacGregor and the archaeologist Hermann Parzinger,
the founding director of the future Humboldt Forum in the walls of the reconstructed



464 Bios

Berliner Stadtschloss. His work covers topics from antiquity to contemporary art, and
reaches both in the media- and in the natural sciences. Author of numerous scholarly
articles and books, including most recently: Theorie des Bildakts (Berlin 2010), Der
schwimmende Souverdn. Karl der Grofe und die Bildpolitik des Korpers (Berlin 2014),
Galileis denkende Hand. Form und Forschung um 1600 (Berlin, Boston 2015), Der
Behemoth. Metamorphosen des Anti-Leviathan (Carl-Schmitt-Vorlesungen), (Berlin
2016), Aby Warbug, der Indianer. Berliner Erkundungen einer liberalen Ethnologie
(Berlin 2019).

Humboldt-Universitit, Institut fiir Kunst- und Bildgeschichte, Georgenstrafie 47,
D-10117 Berlin, Deutschland

CHRISTIAN FUHRMEISTER

Zentralinstitut fiir Kunstgeschichte, Munich

Associate professor, art historian, initiates and coordinates research projects at the Zen-
tralinstitut fiir Kunstgeschichte in Munich. His work focuses on twentieth-century
art, architecture, and art history (including new objectivity, war cemeteries, National
Socialist art and provenance research). In 2012, he completed a habilitation on Ger-
man Military Art Protection in Italy 1943-1945 at LMU Munich (published in 2019).

Zentralinstitut fiir Kunstgeschichte, Katharina-von-Bora-Strafe 10, 80333 Miinchen,
Deutschland

Krista KODRES

Estonian Academy of Arts, Tallinn

Professor, art historian; professor at the Institute of Art History and Visual Cul-
ture of Estonian Academy of Arts in Tallinn, senior researcher at the University of
Tallinn, Institute of Humanities. Head of doctoral studies of the Institute of Art
History and Visual Culture. Member of the scientific board of Herder-Institut (Mar-
burg, Germany), of the Centre for Studies of History and Culture of Eastern Europe
(Leibniz-Institut GWZO) in Leipzig, and of the Bockler-Mare-Balticum-Stiftung.
Author and editor of publications on history and theory of art and architecture in the
Early Modern period; history and theory of art history writing; history of Estonian
architecture and design of the Soviet period. Her books include: Beautiful House
and Room (2001), History of Estonian Art, vol. 2, 1520-1770 (2005, editor and main
author); Presenting Oneself. The Early Modern Tallinn (Reval) citizen and his house
(Tallinn University 2014).

Estonian Academy of Arts, Institute of Art History and Visual Culture, PGhja puiestee 7,
Tallinn 10412, Eesti

Katarina KoLBIARZ CHMELINOVA

Comenius University, Bratislava

Associate professor, art historian. From 2000, curator of the Baroque art collections
of the Slovak National Gallery in Bratislava. Since 2012 a director of the Department
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of Art History of the Comenius University in Bratislava. Her research interests fo-
cus on sculpture and painting of the early modern Central Europe, as well as issues
related to the historiography of art history at Bratislava University. Author of books
and numerous articles in academic journals and multi-author publications. Curator
of exhibitions presented both in Slovakia and abroad (including “Industridlna krajina?
Stredoslovenské banské mesta v 16-18 storo¢i” — Slovak National Gallery in Bratislava
2010/11; “Treasures of the Baroque. Between Bratislava and Krakow” — National Mu-
seum in Krakow 2017).

Department of Art History, Faculty of Arts, Comenius University in Bratislava, Gon-
dova str. 2, PO. Box 32, 814 99 Bratislava, Slovakia

Apam S. Lagupa

Adam Mickiewicz University, Poznan

Professor, art historian, professor emeritus at Adam Mickiewicz University in Poznan
and Humboldt Universitit in Berlin. Specializes in medieval and early modern art, as
well as the history of art historiography. Author of numerous publications, including
Z dziejéw historii sztuki. Polska, Niemcy, Europa (Poznan 2016).

Uniwersytet im. Adama Mickiewicza, Instytut Historii Sztuki, al. Niepodlegtosci 4,
61-874 Poznan, Polska

Ivana MANCE

University of Zagreb

Ph.D, art historian, degree in History of Art and Comparative Literature at the Faculty
of Humanities and Social Sciences (2001), as well as a teacher’s degree from the Acad-
emy of Fine Arts (2000), both at the University of Zagreb. In 2010 defended her doc-
toral thesis at the Faculty of Humanities and Social Sciences. Works at the Institute
for History of Art in Zagreb since 2004. Her research is devoted to art historiography
and different issues in the field of 19*- and 20®™-century art. Active as an art critic.
Editor-in-chief of the scientific journal Zivot umjetnosti, member of the editorial
board of the scientific journal Peristil.

University of Zagreb, Institute of Art History, Ulica grada Vukovara 68, HR-10000
Zagreb, Croatia

ANNA MARKOWSKA

University of Wroctaw

Professor, art historian and art crtic, a graduate of the Jagiellonian University and doc-
toral program at the Polish Academy of Sciences; presently works at the University
of Wroctaw. Specializes in art after 1945, especially Polish and American. Taught at
European and Asian universities. Author of many publications; her most recent book
is Sztuka podreczna Wroctawia. Od rzeczy do wydarzenia (2018) and another book
project, titled Dlaczego Duchamp czesat sie z przedziatkiem?, is in progress.

Uniwersytet Wroctawski, Instytut Historii Sztuki, ul. Szewska 36, 50-139 Wroclaw,
Polska
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MariaNa PINTO DOS SANTOS

Universidade Nova de Lisboa

PhD, art historian and independent curator; PhD in History and Theory (Facultat de
Belles Arts, University of Barcelona). Integrated researcher at the Institute of History
of Art, NOVA FCSH (Lisbon, Portugal). Published a book and essays in catalogues and
magazines on twentieth-century Portuguese artists, modernity and modernisms, his-
toriography and theory of art. Published internationally in RIHA Journal and Konsthis-
torisk tidskrift/Journal of Art History. Co-coordinator for the funded research project
Iberian Modernisms and the Primitivist Imaginary (2018-21).

Institute of History of Art, School of Social Sciences and Humanities, Universidade
Nova de Lisboa, Avenida de Berna, 26-C/ 1069-061 Lisbon, Republica Portuguesa

MARIA POPRZECKA

University of Warsaw

Professor, art historian, long-time head of the Department of Art History at the Uni-
versity of Warsaw, presently full professor at the Faculty of “Artes Liberales”. Her ac-
ademic interests are wide-ranging: 19%-century art, contemporary art, methodology
of research on art and art criticism. Author of numerous books, such as Inne obrazy.
Oko — widzenie — sztuka. Od Albertiego do Duchampa, 2008 (Gdynia Literary Award,
2009); Impas. Opér, utrata, niemoc, sztuka, 2019. Since 1988 chief organizer and
editor of Methodological Seminars in Niebordw.

Uniwersytet Warszawski, Wydziat Artes Liberales, Patac Zamoyskich, ul. Nowy
Swiat 69, 00-046 Warszawa, Polska
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University of Warsaw

Art historian, studied art history at the University of Poznan. Professor emeritus
at the University of Warsaw and Université de Poitiers. Doctor honoris causa of the
Catholic University in Lublin and Université de Poitiers. A full member of the Polish
Academy of Sciences, a member of Académie Européenne des Arts et des Lettres and
other academic associations. The subject of his research is medieval art, especially its
iconography, and the issue of a relationship between the artistic and intellectual world.

Professor emeritus, Uniwersytet Warszawski, Instytut Historii Sztuki, ul. Krakowskie
Przedmiescie 26/28, 00-927 Warszawa, Polska

Viap Toca

Art and Design University of Cluj-Napoca

Associate professor, art historian, professor of history and art history at the Art and
Design University of Cluj-Napoca, Romania. Specializes in Romanian art historio-
graphy. His courses include the History of Art Historiography, Modern Art, and Euro-
pean Art. Coordinates the Art History and Art Theory graduate and MA programmes
at the University of Cluj-Napoca.

Universitatea de Artd si design din Cluj-Napoca, Piata Unirii nr. 31, 400098 Cluj-Na-
poca, Romania
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ANDRZE] TUROWSKI

Université de Bourgogne, Dijon

Professor, art historian and art critic, professor emeritus at the Université de Bour-
gogne in Dijon. Taught modern art history at Adam Mickiewicz University in Poznan
and later at I'Ecole d’Architecture in Paris and the University of Clermont-Ferrand. As
an art critic he collaborated with Foksal Gallery in Warsaw. Author of several hundred
scholarly articles and critical texts and numerous books, including Budowniczowie
swiata (Krakéw 2000). Curated many international exhibitions of avant-garde art.
Since 1984 lives and works in Paris.

Professor emeritus, Université de Bourgogne, UFR Sciences Humaines, 4 Boulevard
Gabriel, 21072 Dijon, France

WojciecH WEODARCZYK

Academy of Fine Arts, Warsaw

Professor, art historian, historian of contemporary Polish art, professor at the Academy
of Fine Arts in Warsaw. Creator of Museum of Academy of Fine Arts (1985) and the
Faculty of Management of Visual Culture (2011) combining art history with sociolo-
gy and anthropology. Chairman of the Polish Association of Art Historians, initiator
of the association conferences in 1984 and 2012; organizer of seminars in Niedzica
(1986-1990) and Dtuzewo (2014-). Author of such books as: Socrealizm. Sztuka pol-
ska w latach 1950-1954 (1986), Akademia Sztuk Pigknych w Warszawie w latach
1944-2004 (2005); Wspétczesnosé. Sztuka polska 1900-2015 (in print).

Akademia Sztuk Picknych, Wydzial Zarzadzania Kultura Wizualng, ul. Wybrzeze
Ko$ciuszkowskie 37/39, 00-379 Warszawa, Polska
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