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GRY WOJENNE

JULITA DELUGA



GRY WOJENNE

- ZACZEKA] CHWILE..
- WSZYSCY TAK MOWICIE. JA NIE DAJE ODROCZENIA.
- ALE GRASZ W SZACHY?
- SKAD WIESZ?
- WIDZIALEM NA OBRAZACH, SEYSZALEM O TYM PIESNI.
- ZAISTE TO PRAWDA, JESTEM NIEZEYM GRACZEM.

W filmie Ingmara Bergmana Siddma piecze¢é powracajacy z wypraw
krzyzowych rycerz, zaskoczony przez Smieré, wyzywa ja na pojedy-
nek szachowy. Film, mocno osadzony w realiach i klimacie $rednio-
wiecza, jest obrazem ludzkiego Zzycia. Partia szachéw rozgrywana
przez Antoniusa to metaforyczna opowie$¢ o jego losie. Szachowy
debiut to narodziny, a rozwijajaca sie gra to pelnia dojrzalego zycia,
ktoéra trwa do nadejscia tak zwanej koricéwki, ostatecznego ruchu
$mierci — mata.

Szachy, jak kazda gra, rzadza si¢ pewnymi regutami i mecha-
nizmami. Zasady te mozna sprébowac zbada¢, opisac i zrozumie’.
To wlasnie gry takie jak szachy byly pierwszym typem gier analizo-
wanych przez matematykow w latach 20. i 30. xx wieku. Naleza one
do grupy tak zwanych dwuosobowych gier o sumie stalej, ktérych
szczegOlnym przypadkiem sa gry o sumie zerowej. W 194 4 roku zo-
stala opublikowana Theory of Games and Economic Behaviour, praca
matematyka Johna von Neumanna oraz ekonomisty Oskara Morgen-
sterna, ktora stala sie podstawa wspolczesnej teorii gier, rozwinietej
przez Johna Nasha. Jego praca doktorska na temat réwnowagi w grach
niekooperacyjnych (tzw. réwnowaga Nasha), opublikowana w 1950
roku, przyniosta mu Nagrode Nobla w dziedzinie ekonomii.

Teoria gier jest dzialem matematyki zajmujacym sie dziala-
niem w sytuacji konfliktowej. Opisuje rézne okolicznosci, w ktérych
podejmowane sg konkretne decyzje mogace wplynaé na rezultat gry.
Nie bada ani przyczyn, ani genezy konfliktéw. Obszarem jej zainte-
resowan jest optymalne ich rozwigzanie. Z czasem teoria gier znala-
zla bardzo szerokie zastosowanie w biologii ewolucyjnej, ekonomii,
filozofii, naukach politycznych oraz socjologii. We wszystkich tych
dziedzinach stuzy ona zasadniczo jako narzedzie do rozpatrywania
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modeli podejmowania optymalnych decyzji oraz przyjmowania stra-
tegii dzialania. Niektdrzy teoretycy uwazaja, ze dostarcza ona pod-
staw wyjasniajacych myslenie strategiczne, inni, ze tylko ,doradza’,
co zrobi¢ w grze, aby jak najwiecej wygrac'.

Teoria gier bywa nazywana matematyczng teoria konfliktu. To
jednak uproszczenie, gdyz w praktyce zajmuje si¢ ona réwniez takimi
grami, ktore pozwalaja na kooperacje miedzy graczami. Jednym z bar-
dziej znanych przykladéw rozpatrywanych przez teorie gier jest ,dyle-
mat wieznia”. Dwdch podejrzanych o dokonanie przestepstwa siedzi
w areszcie, nie komunikujac sie miedzy soba. Sledczy nie ma dosta-
tecznych dowoddw, by skaza¢ obu. Proponuje kazdemu, by obciazyl
drugiego i w ten sposéb uzyskal zwolnienie. Kazdy podejrzany ma do
wyboru dwie strategie: milcze¢ (kooperacja) lub obciazy¢ drugiego
(zdrada). Jezeli jeden zdradzi, a drugi bedzie milczal, to zdradzajacy
wyjdzie na wolno$¢, a milczacy dostanie 5 lat. Jezeli obaj bedg milcze(,
to obaj odsiedza rok. Jezeli obaj zdradza, to obaj dostana trzyletnie
wyrokiZ.

W $wietle teorii gier najlepsza strategia dla kazdego podejrza-
nego, z punktu widzenia jego indywidualnych intereséw, jest zdradzi¢
(zeznawad), poniewaz w takim przypadku kara, jaka otrzyma, bedzie
nizsza bez wzgledu na to, co zrobi drugi z wigznidéw.

Powyzsza gre mozna rozgrywac wielokrotnie, co wplywa na
wybor strategii, bowiem gracz ma mozliwo$¢ ukarania drugiego gra-
cza za ,zdrade¢” w poprzedniej rundzie. W powtarzanej wersji gry naj-
lepszq strategia jest ,wet za wet”, gdyz wyraza zasade¢ odwzajemnienia.
W pierwszym kroku tej strategii gracz wyraza wole wspolpracy, che¢
porozumienia, a kolejne kroki sg lustrzanym odbiciem decyzji prze-
ciwnika. Jest to niezwykle prosta, stara strategia opisana juz w Kodek-
sie Hammurabiego i przynoszaca zaskakujaco dobre rezultaty. Cechu-
je ja ,przyjacielskie” nastawienie w poczatkowej fazie i zalozenie, by
dalej postepowac tak, jak rywal postapil z nami, ale ze sklonnoscia
do puszczania w niepamie¢ wezesdniejszych zdrad, jezeli przeciwnik
zacznie znow kooperowaé. Zasada wzajemnoséci jest naturalng sklon-
noscia czlowieka, intuicyjnym zachowaniem, wynikajacym z procesu
ewolucyjnego. Jest efektem poszukiwan réwnowagi w §wiecie i rela-
cjach miedzy ludzmi i miedzy spolecznoséciami.

p. 1
R. P. Kostecki, Wprowadzenie do teorii gier,

http://www.fuw.edu.pl/~kostecki/teoria_gier.pdf 12
[dostep: 1lutego 2019].

P. 2
Zob. T. Platkowski, Wstep do Teorii Gier,

Teoria gier nie jest jednak uniwersalnym narzedziem do roz-
wiazywania wszelkiego typu konfliktéw. Zaklada ona bowiem racjo-
nalne zachowanie uczestnikdéw. Jednak wskazanie, co jest racjonal-
ne dla poszczegoélnych graczy, nie jest takie oczywiste. Zalozenie, ze
kazdy chce tylko i wylacznie pomnozy¢ swoéj zysk w grze, tez nie jest
zawsze zgodne z prawda. Chcac rozwigza¢ dylemat wieznia, musimy
przyjaé, ze kazdy wiezien woli krétszy wyrok niz dtuzszy oraz ze nie
zalezy mu na losie i dlugos$ci wyroku drugiego z oskarzonych. Rze-
czywisto$¢ czesto bywa inna. Ludzie kierujg sie w zyciu rozmaitymi
przekonaniami i motywacjami. Nie ma jednej reguly postepowania.
Zwlaszcza w sytuacjach konfliktowych zachowania bywaja rozmaite,
czasem trudne do przewidzenia i spontaniczne. Pomimo to teoria gier
pozwala nam odkry¢ i zrozumie¢ reguly oraz mechanizmy konfliktu
niewidoczne na pierwszy rzut oka. Pozwala podejmowacd racjonalne
dzialania i lepiej przemysle¢ kolejne posuniecia; pomaga wykona¢
najlepszy ruch w oparciu o reguly gry i analize dotychczasowych ru-
chow przeciwnikéw. Przede wszystkim daje wewnetrzne poczucie
kontroli nad sytuacja, wynikajace z wiedzy oraz ze znajomosci zasad.

Kazde zjawisko, ktére ma swoje reguly, nawet jesli sa one gle-
boko ukryte, jest swoista gra.

Sytuacje konfliktowe, niezaleznie od tego czy dotycza frakcji
politycznych, grup etnicznych, religijnych, poszczegdlnych panstw
czy jednostek (odnosi si¢ to réwniez do najmlodszych cztonkéw
spoleczenistwa — dzieci), s3 do siebie bardzo podobne. Maja zblizona
strukture, schemat rozwoju sytuacji i narastania nieporozumienia.
Co jakis$ czas okazuje sie jednak, ze spory o charakterze lokalnym,
konfrontacje pomiedzy jednostkami przeradzajg sie¢ w wielkie totalne
konflikty, niejednokrotnie o charakterze zbrojnym.

* X X

Wojna wlosko-abisyniska toczaca sie w latach 1935-1936 byla jednym
z istotniejszych konfliktéw o podlozu kolonialnym. Przed wybuchem
otwartego sporu dochodzilo do eksceséw granicznych i zajmowa-
nia przez oddzialy wloskie osad nalezacych do Etiopii. Obie stro-
ny nie podjely zadnych zasadniczych krokoéw, ktére moglyby prze-
ciwdziala¢ otwartemu konfliktowi. Agresja byla wynikiem wtoskich
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Uniwersytet Warszawski, [Warszawa] 2011,

s. 9, https://www.researchgate.net/
publication/228483221 Wstep do_Teorii_Gier
[dostep: 1lutego 2019].



ambicji stworzenia jednolitej kolonii, ktéra objetaby Abisynie, Ery-
tre¢ i Somalie. Wojska wloskie wkroczyly do Abisynii 3 pazdziernika
1935 roku. Wloska strategia miala polega¢ na szybkim przetamaniu
frontu pélnocnego i zajeciu stolicy, Addis Abeby. Panujacy od 1930
roku cesarz Etiopii Hajle Sellasje postanowil wykorzysta¢ ten konflikt
do wzmocnienia swojej pozycji i przekonania do siebie niechetnego
mu narodu. Zasadniczy schemat walki mozna okresli¢ jako wet za
wet. Etiopczycy torturowali pojmanych wloskich jenicow. Wlosi, nie
przejmujac sie protokolem genewskim z 1925 roku, uzywali gazéw bo-
jowych zrzucajac z samolotéw miedzy innymi gaz musztardowy. Juz
w 1936 roku cesarz udal sie na emigracje, co znacznie ostabilo jego
pozycje w kraju, Etiopczycy za$ rozpoczeli walke partyzancka z fa-
szystowskimi Wlochami. W 1937 roku mial miejsce punkt kulmina-
cyjny konfliktu. Po nieudanym zamachu na Rodolfo Grazianiego, éw-
czesnego namiestnika wloskiej kolonii w Afryce, doszlo do masakry
w klasztorze Debre Libanos polozonym na péinocny zachéd od Addis
Abeby. Wlosi otrzymali informacje, ze to wlasnie tam ukryli sie za-
r.3 machowcy. W odwecie dokonali rzezi okolo 300 mniszek i mnichéw?,
a nastepnie dopuscili sie¢ masakry w Addis Abebie. Szacuje sig, ze
r. 4 wwyniku tych dzialan §mier¢ moglo ponies$¢ od 3 do 6 tysiecy ludzi*.
W 1947 roku do tych wydarzen odwolal sie Jerzy Nowosielski.
Namalowat obraz Bitwa o Addis Abebg, ktéry tak opisal: ,[...] plan

. . R T .. . e 1y . , F. 1
bltWY Z Clenklml hnlaml 1 dI'Obnlutklml koleczkaml Znakow topogra- Magdalena Abakanowicz w swoim studio z pracg Runa z serii Gry wojenne, Warszawa 1995, fot. A. Starewicz | Magdalena
ﬁCZIlYCh, WYbU.ChY granatéw (oqugle bia}e OblOCZki). KOlOI’, ]aklm Za- Abakanowiczzin her studio with the Runa from the War Games series, Warsaw 1995, photo A. Starewicz
. . ., , . F.
malowa}em POWSta]QCC fOI'mY; PI‘Z}’Pomlnal kOlOI' kra]ow, Za ktOmel Giver z serii Gry wojenne, 1992, fot. A. Starewicz | Giver from the War Games series, 1992, photo
tesknilem bedac dzieckiem, a wiec Abisynie — plan bitwy i niebieski A. Starewicz
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r.s kolor gor abisynskich — tak powstala Bitwa o Addis Abebe™.
Ta przepigkna, skladajaca sie glownie z tréjkatow, oniryczna

abstrakcja powstala 10 lat po masakrze w Addis Abebie. Nowosiel-
ski o tych zdarzeniach méwil: , Nie wiem sam z jakiej przyczyny od
dziecka szczegélnie ukochalem Etiopie. Dla mnie bylo wielce tragicz-
nym przezyciem $ledzenie przebiegu wojny wlosko-etiopskiej. Bytem
wtedy uczniem gimnazjalnym i dla mnie stanowilo osobista tragedie
niszczenie tego panstwa i tej kultury. Oczywiscie wszystko to z me;
strony bylo bardzo naiwne, niemniej te emocje pozostaly w moim

sercu. A potem, kiedy zaczalem tworzy¢ obrazy abstrakcyjne, to oczy-

p. 3
Por. A. Mockler, Haile Selassie’s War,
Olive Branch, New York 2003.
P. 4 14
https://pl.wikipedia.org/wiki/Wojna_
wlosko-abisyniska (1935-1936) [dostep: 1 lutego 2019].
p. S
J- Nowosielski, Nie istnieje dla mnie
kwestia obrazu, w: I Wystawa Sztuki Nowoczesnej.
Pigédziesiqt lat péZniej, Fundacja Nowosielskich,
Galeria Starmach, Krakéw 1998, s. 232.




wiScie byly abstrakcje, lecz zawsze wywolywaly pewne skojarzenia
uczuciowe. I ten obraz po prostu skojarzyl mi sie z pewnymi elemen-
tami sakralnej architektury etiopskiej. I tytul przyszedt sam, ja nigdy
na sile nie nadaje tytuléw, one rodzg si¢ spontanicznie. Poza tym ja
mam wielki sentyment do etiopskiego Kosciola, ulokowanego gdzies
». 6 namarginesie prawoslawia wschodniego®. Ale on magazynowal pew-
ne tajemnicze elementy zapomnianego chrze$cijanistwa, wypieranego
przez jakis racjonalizm teologiczny. I w mojej §wiadomosci ta wojna
to byl atak Ko$ciota zachodniego na wschodni. To byla agresja prze-
ciwko chrzescijanstwu wschodniemu. Tak to odbieram i stad mdj
v.7 dzieciecy czy mlodzieficzy dramat™.

O losach Addis Abeby pisal takze Ryszard Kapu$cinski. Wy-
dany w 1978 roku Cesarz w warstwie faktograficznej opowiadal o ce-
sarzu Etiopii Hajle Sellasje, a takze o ludziach z otoczenia monarchy.
Kapuscinski ukazal dwor cesarza za czaséw monarchii konstytucyj-
nej, w trakcie krwawej rewolucji z 1974 roku i w momencie detroniza-
cji wladcy.

»,Na szczytach nigdy nie jest cieplo. Wieja lodowate wichry,
kazdy stoi skulony i musi pilnowac¢ sig, zeby sasiad nie stracil go w
r.8 przepasc™.

Na pierwszy rzut oka to obraz zycia cesarza, ale rwniez sy-
tuacji, w jakiej znajdowali sig, czy tez mogli znalez¢ sie jego zaufani
ludzie. W istocie jednak nie jest to ani reportaz o sytuacji w Etiopii,
ani nawet opowies¢ o osobie Hajle Sellasje. Kapu$cinski napisal utwor
o wymiarze uniwersalnym, ktérego gtéwnym tematem s3 mechani-
zmy wladzy, gra ,we wladz¢”. Zwyczajny czlowiek podejmujac gre
o wladze, wchodzi w uklady, wzajemne zalezno$ci, struktury, w kon-
sekwencji czego moze stac si¢ zdemoralizowany i bezduszny. Moze
stanowi¢ zagrozenie dla innych, a inni moga zagraza¢ jemu, bo polity-
ka to ryzykowna gra. Kiedy wycofuje si¢ z rozgrywki, wypada z ukla-
dow - staje si¢ na powr6t kims catkowicie zwyczajnym. Gra jednak
toczy sie dalej.

Podobnie uniwersalnego jezyka uzyla w swoim cyklu Gry wo-
jenne Magdalena Abakanowicz. W tworzonych w latach 1987-1995
pracach operuje jezykiem mitu i opowiesci o przyrodzie, o ,uniwer-
sum’. Jezyk ten postuzyl do wyizolowania jej sztuki z otaczajacej

p. 6 p. 8
Kosciol etiopski jest w istocie ko$ciolem R. Kapuscinski, Cesarz, Agora, Warszawa
wschodnim, ale nie prawostawnym. Nalezy 16 2008, 8. 19.
do grupy kos$cioléw orientalnych.
pP. 7
Rozrzucitem kawatki siebie do wéd
Gangesu. .. — z Jerzym Nowosielskim rozmawia
Agata Lawniczak, 1993, w: J. Nowosielski, Sztuka
po koricu $wiata. Rozmowy, wybor i oprac.
K. Czerni, Wydawnictwo Znak, Krakéw 2012, s. 54.

rzeczywistosci, z historii. Zostal uzyty w taki sposéb, aby uniemoz-
liwi¢ rozmaite zawlaszczenia i jednoznaczne polityczne interpreta-
cje. Nadawal sztuce uniwersalny, ponadczasowy wymiar opowiesci
o $mierci, odrodzeniu i nieustannym procesie — o cyklu zycia. Dzigki
temu Gry wojenne zyskaly moc, jaka operowaly mity. ,Istota mitu nie
tkwi ani w sposobie narracji, ani w skladni, ale w historii, ktora jest
w nim opowiedziana. Mit jest mowa [langage], lecz mowa, ktdra pra-
cuje na bardzo wysokim poziomie [...]"*

Abakanowicz o tym okresie swojej twdrczosci méwila: ,Nie
uzywalam drzewa. Widzialam je jako zakonczony twoér, zamkniety
w sobie. Kilka lat temu zobaczylam wewnatrz spréchniatego pnia kre-
gostup i unerwienie. Wycinane drzewa, muskularne ciala o amputo-
wanych cztonkach. Metalowe obrecze, ktére na nie naktadam, s3 jak
bandaze albo jak do atakowania przygotowane zadla, dzioby, tarcze™.
To, kolokwialnie méwiac, ,,odkrycie drzewa” pozwolito Abakanowicz
powréci¢ do form, ktére urzekly ja, gdy tworzyta Abakany — uner-
wienie, kregostupy, Zywe wnetrze. Podobnie jak tam przestrzenna
tkanina, tak tutaj spréchnialy pier z amputowanymi czlonkami oka-
zal si¢ ,Zywym” organizmem, tkanka, ciatem. Sita Abakandéw tkwi
w ich wieloznacznosci. Podobnie jest w Grach wojennych. Organicz-
ne pnie, zywe formy, kalekie i pozbawione czlonkdw, zostaja przez
artystke oblepione zywica/woskiem i owiniete ptétnem. Inne, dla
odmiany ,uzbrojone” metalowymi formami, przywoluja skojarzenie
z zabojcza bronia. Wszystkie maja horyzontalna forme. Wygladaja jak
gigantyczne maszyny bojowe. Jednak nie $mier¢ jest tu najistotniejsza.
Kluczowa jest transformacja i regeneracja prowadzaca do odrodzenia.
Niszczycielska dzialalno$¢ czlowieka zestawiona z witalno$cia przy-
rody i mocg zycia.

Gry wojenne sg jak zbior regul prowadzenia gry/walki. Forma
wydaje si¢ by¢ czysta, prosta, nieskomplikowana. Jednak to tylko po-
zorne pierwsze wrazenie. Monumentalne w swoim rozmiarze rzezby
zaskakuja uzyciem nieoczekiwanego materiatu i metody twoérczej.
Przywodza na mys$l przedmioty magiczne, stuzace do rytualéw ple-
miennych, szamanskich. Wydaja sie trwaé w ciaglym procesie two-
rzenia, wzrastania, niekoniczacego sie¢ powstawania — w procesie na-
rodzin. Gry wojenne sa jak cialo, jak Zzywy organizm o skomplikowanej

P. 9
C. Lévi-Strauss, Struktura mitéw,

przel. W. Kwiatkowski, ,Pamietnik Literacki” 1968, 17
Z.4,S.247.

r. 10
M. Abakanowicz, Rozmyslania,

,Konteksty” 2006, nr 34, 5. 137.

p.

P.
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wielowarstwowej i wielowatkowej strukturze, w ktérej gdzie$ pod po-
wierzchnia jawig sie glebiej ukryte zasady i znaczenia.

Wojna, konflikt — to czas, w ktérym dorastal Wiladystaw Hasior.
Jego prace s3 pewnego rodzaju mieszanka mitologii i religii. Tworza
jezyk uniwersalny, ponadczasowy i funkcjonujacy ponad podziatami,
ktéry najpelniej opowiada o agresji i jej niszczycielskich, dlugotrwa-
lych konsekwencjach. Hasior, szczegdlnie w swoich assamblage’ach,
ukazuje destrukcje, ktérej doswiadcezyt i §mieré, ktora widzial w cza-
sie wojny. Obiekty kultu, przedmioty sakralne i religijne stuza do
komunikacji i przekazywania kluczowych ponadczasowych prawd.

Dorastajacy na ziemi sadeckiej artysta tworzyl obiekty, wy-
rosle z polaczenia znajomosci sztuki wspoélczesnej i fascynacji ludo-
woécia, prymitywizmem, lokalno$cia, mitologia i legendami. Przy-
taczana wielokrotnie w literaturze opowies¢ o $w. Kindze, broniacej
zakonnic przed Tatarami, najpelniej pokazuje rodowdd poetyckich fa-
scynacji Hasiora. Magiczny grzebien rzucony przez Kinge sprawil, ze
przed agresorem wyrést nieprzenikniony las, blekitna wstazka wyjeta
z wloséw zamienila sie w wawdz i rwacy potok, laska Kingi w drzewo.
Niezwykla moc natury zostala uzyta jako tarcza przeciwko wojnie.
Jakw Grach wojennych powalony piefi drzewa, tak i tutaj las wyrastaja-
cy z grzebienia zamienil si¢ w bron, otrzymal nowe znaczenie, zaczal
pelni¢ inng funkcje.

O swojej fascynacji przedmiotem i jezyku twoérczym Hasior
mowil: ,Przeciez ten rodzaj dzialan istnieje od poczatku, a wynika
z [...] potrzeby, by nadawaé przedmiotom i rzeczom inne niz ich co-
dzienne, utylitarne znaczenie. [...] Tak jak w ludowych opowiesciach
funkcjonuja latajace dywany, siedmiomilowe buty i czapki-niewid-
ki, tak jest i szansa wéréd milczacych, czekajacych przedmiotdw, ze
kto$ — artysta — zechce ten przedmiot wzia¢ do reki i uruchomic sfere
zawartych w nim poetyckich znaczen™".

Cmentarz, assamblage z 1968 roku, uderza oszczednoscia i pro-
stota uzytych érodkéw. Aluminiowe krzyze/mogily, druciane drzewa,
gérujaca nad wszystkim figurka Matki Boskiej z wypalonymi, zwe-
glonymi wnetrzno$ciami, ktoéra zostala zestawiona ze swoistym cy-
tatem — fragmentami trzech prac Andrzeja Wroéblewskiego z cyklu
Rozstrzelanie'. Cytaty wybrane przez Hasiora to jedne z najbardzie;

sugestywnych przedstawien wojennej traumy w polskiej sztuce. Ca-
lo$¢ przywodzi na mysél obrazy wotywne z wizerunkami Matki Bo-
skiej Plaszczowej, tutaj pozbawionej opiekunczej szaty; budzi skoja-
rzenia ze $redniowieczng sztuka sakralng i z pewnoscia jest wyrazem
fascynacji Hasiora tym okresem w sztuce, a w szczegélnosci jego ,,pod-
halaniska” odmiana. Z tego glebokiego zainteresowania czlowiekiem,
przedmiotem, symbolem, religia i sztuka powstaja obrazy/obiekty.

Ta ogromna $wiadomo$¢ oraz docenianie wagi i roli tradycji
w sztuce, w polaczeniu z wielowatkowo$cia i uniwersalizmem tworzy
oryginalny, mocno ugruntowany jezyk. Jezyk, ktérym nie méwi sie
wprost, ale ktory jest jednak jezykiem bardzo sugestywnym, wrecz
porazajacym.

»Wojna to zwierze. To jest Zywy organizm, pasozyt na ciele na-
rodéw; on roénie z polityki, ekonomii, religii, strachu, z wszystkiego;
wszystko Pozera, a wydala §mier¢ i zniszczenie. Owo zwierze — ono
ma swoja mlodos¢, ma wiek dojrzaly, ma staro$¢; ma swe wdechy
i wydechy; ma zime, ma lato, a nie s3 to zimy i lata Ziemi. Ci ludzie
juz instynktownie pojmuja owe cykle, potrafia je przewidzie¢ i przy-
stosowac si¢ do zmieniajacych sie warunkoéw, jak do suszy, deszczu
czy mrozu. Zwierzg jest ich bogiem. Z obawa i nadzieja spogladaja
w jego chmurne oblicze. Z drobnych oznak odczytuja nastréj bostwa.
Gdzie padnie palacy wzrok? Czego dotknie karzaca dlon? Kula sie
w swych domach, gdy ponad nimi grzmia bombowce. [...] To wszyst-
ko jest wzajemnie sprzezone, powiazane, nici biegna przez calg kule
ziemskg .

.13
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Rozstrzelanie, 1949.



WAR GAMES

JULITA DELUGA



WAR GAMES

WAIT A MOMENT.
THAT’S WHAT THEY ALL SAY.I GRANT NO REPRIEVES.
YOU PLAY CHESS, DON'T YOU?
HOW DID YOU KNOW THAT?
I HAVE SEEN IT IN PAINTINGS AND HEARD IT SUNG IN BALLADS.
YES, IN FACT, I'M QUITE A GOOD CHESS PLAYER!

In Ingrid Bergman’s film The Seventh Seal, Antonius Block, a knight
returning from the Crusades, is surprised to encounter Death and
challenges him to a chess match. The work, which is firmly set in the
realities and atmosphere of the Middle Ages, is a picture of human
life. The game of chess Antonius plays is a metaphorical tale of his
fortunes and vicissitudes. His chess debut is his birth, while the un-
folding game is his full, adult life, which lasts until the arrival of the
endgame and Death’s final move... checkmate.

Like every game, chess is governed by certain rules and mech-
anisms and an attempt can be made to study, describe and understand
those principles. In fact, games like chess were the first type to be ana-
lysed by mathematicians in the nineteen twenties and thirties. They
belong to the group of two-player, constant-sum games of which zero-
sum games such as chess are a special case. In 1944, mathematician
John von Neumann and economist Oskar Morgenstern published
their Theory of Games and Economic Behaviour, a groundbreaking
work which became the basis for the modern game theory developed
by John Forbes Nash. His PhD thesis on the topic of equilibrium in
non-cooperative games, now known as the Nash Equilibrium, was
published in 1950 and won him the Nobel Prize in Economic Sciences.

Game theory is the area of mathematics concerned with ac-
tions in situations of conflict. It describes various circumstances
under which specific decisions may have an impact on the outcome
of the game. It is not the study of either the causes or the origins of
conflicts; its focus of interest is on the optimal solutions to them.
With time, game theory was widely applied in evolutionary biology,
economics, philosophy, political studies and sociology. In each of
those fields, it fundamentally serves as a tool for examining models

N. 1
The Seventh Seal, screenplay

and direction by Ingmar Bergman, 1957; English 23
translation retrieved from the Internet Movie

Script Database at https://www.imsdb.com/scripts/
Seventh-Seal,-The.html on 05.02.2019,

no translator’s name.



for optimal decision-making and adopting strategies for the action to
be taken. Some theorists are of the opinion that it provides explana-
tory bases for strategic thinking, while others consider it to be simply
‘advisory’ as regards what to do in the game in order to win as much

as our rival has proceeded with us, but with a tendency to forget all
about previous betrayals if our opponent begins cooperating again.
The principle of mutuality is human beings’ natural inclination; it is
intuitive behaviour which springs from the evolutionary process. It is

~. 2 as possible.? a result of the quest for equilibrium in the world and in relationships
Game theory is sometimes referred to as mathematical conflict between people and between communities.

theory, which is, however, a simplification, given that, in practice it Game theory is not a universal tool for solving any and every
is also engages with games which permit cooperation between the kind of conflict, though, for it presupposes rational behaviour on the
players. One of the most famous of the examples examined by way part of the participants. However, pointing to what is rational for indi-
of game theory is the ‘prisoners’ dilemma’. Two associates suspected vidual players is not all that clear-cut a matter. The assumption that all
of having committed a crime are under arrest and have no means of anyone wants is purely and simply to multiply their gains in the game
communicating with each other. The investigators have insufficient is also sometimes at odds with the truth. When we want to solve the
evidence to convict both of them, so they approach each of them with prisoner’s dilemma, we have to accept that every prisoner would prefer
an offer; ‘accuse the other and go free’. The arrestees have two strate- a shorter sentence to a longer one and that the fate of the second pris-
gies they can choose from. They can stay silent, which is cooperating oner and the length of the sentence handed down to that person will be
with each other, or they can betray the other by accusing them. If of no account to them. The reality can often be different. In life, peo-
one of them chooses betrayal and the second stays silent, the betrayer ple are prompted by all sorts of convictions and motives. There is no
will be set free and the other will be sentenced to five years imprison- one rule for proceeding. In particular, behaviour in situations of con-
ment. If they both keep quiet, then they will both serve one year in flict can be diverse and is sometimes spontaneous and thus difficult to
prison. If they both choose betrayal, then they will both end up serv- predict. Even so, game theory enables us to discover and understand

~. 3 inga three-year sentence.’ As far as game theory is concerned, the best a conflict’s rules and mechanisms, which are invisible at first glance.
strategy from the standpoint of the arrestees’ individual interests is This makes it possible to take rational actions and think through one’s
to choose betrayal and testify against the other because, in that case, next move more effectively; it assists both in making the best move
the penalty they receive will be less, no matter what the other arrestee on the basis of the rules of the game and in analysing one’s oppo-
chooses to do. nents’ moves thus far. First and foremost, knowledge of, and familiar-

The ‘prisoner’s dilemma’ is a game that can be played repeat- ity with, the rules gives an inner sense of control over the situation.
edly, which will affect the choice of strategy, since each player has Every phenomenon, which has its own set of rules, even if they
the opportunity of punishing the second player for ‘betraying’ them are deeply hidden, is a sui generis game.
in previous rounds. In the repeated version, the best strategy is ‘tit Irrespective of whether situations of conflict relate to political
for tat’, given that it expresses the principle of reciprocity. With the factions, ethnic or religious groups, particular states or individuals,
first step of that strategy, the player voices a willingness to cooper- including the youngest members of society, children, they are very
ate; they want to come to an agreement. The subsequent steps mirror much alike. Their structure is similar, as is the pattern by which the
their opponent’s decision. The strategy is an extraordinarily simple situation develops and the misunderstanding grows. From time to
one. It was described long ago in the Code of Hammurabi and it pro- time, though, it turns out that local disputes, confrontations between
duces surprisingly good results. It features a ‘friendly” attitude in the individuals, will turn into massive, total conflicts, which, on many an
initial phase and the assumption that we will continue to proceed occasion, are armed.
N. 2
Ryszard Pawel Kostecki, Wprowadzenie do
teorii gier, http://www.fuw.edu.pl/~kostecki/ 24 25
teoria_ gier.pdf, retrieved on o1.02.2019.
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Wstep do Teorii Gier, Uniwersytet Warszawski,
Warsaw 2011, p. 9, https://www.researchgate.net/
publication/228483221 Wstep do_Teorii_
Gier, retrieved on 01.02.2019.
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The Italo-Abyssinian War of 1935 to 1936 was one of the most crucial
conflicts with colonialism as the underlying issue. Before it broke
out, the dispute had reached the point of excesses at the borders and
Italian army units occupying settlements which belonged to Ethio-
pia. Neither side took so much as a single step which might have pre-
vented an open conflict. The aggression was the result of Italian am-
bitions to establish a homogenous colony which would encompass
Abyssinia, Eritrea and Somalia. The Italian army invaded Abyssinia
on 3 October 1935. Italy’s strategy was designed to accomplish a fast
breakthrough on the northern front and the rapid seizure of the cap-
ital, Addis Ababa. The Ethiopian emperor, Haile Selassie, who had
ruled since 1930, though with little popular acceptance, decided to use
the conflict to reinforce his own position and win his nation round.
The war’s fundamental pattern could be described as ‘tit-for-tat’. The
Ethiopians tortured their Italian prisoners-of-war. The Italians, paying
no heed to the Geneva Protocol of 1925, employed chemical weapons,
including mustard gas, which they dropped from aeroplanes. After
the fall of Addis Ababa in May 1936, the emperor went into exile, sig-
nificantly weakening his position at home. The Ethiopians launched
a partisan fight against the Italian fascists. The conflict reached its
peak in 1937. Following an unsuccessful attempt to assassinate Ru-
dolfo Graziani, Viceroy of Italy’s East African colony, the Italians re-
ceived information that the would-be assassins had gone into hiding
at the Debre Libanos monastery, which lies to the north-west of Addis
Ababa. In retaliation, Graziani authorised a massacre in the monas-

and the blue of the Abyssinian mountains—and so The Battle of Addis
Ababa was created.”

This glorious, oneiric abstract, composed primarily of trian-
gles, was created ten years after the massacre in Addis Ababa. In con-
versation with radio journalist Agata Eawniczak, Nowosielski said of
those events: “I don’t know what caused me to fall in love with Ethio-
pia in particular as a child. To me, following the course of the Italo-
Ethiopian War was an enormous, tragic experience. I was a middle
school pupil at the time and, for me, the destruction of that country
and its culture constituted a personal tragedy. Of course, on my part,
all of that was very naive. Nevertheless, those emotions stayed in my
heart. And then, when I started creating abstract paintings, they were
abstracts, of course, but they always evoked certain emotional asso-
ciations. And, quite simply, this painting brings certain elements of
Ethiopian sacral architecture to my mind. And the title arrived of its
own accord. I never have to force my titles. Theyre born spontane-
ously. What’s more, I have a huge affection for the Ethiopian Church,
which lies somewhere on the margin of Eastern Orthodoxy.” But it
has accumulated certain mystic elements of the forgotten Christian-
ity, which has been ousted by a kind of theological rationalism. And,
in my consciousness, that war was the Western Church attacking the
Eastern. It was aggression against Eastern Christianity. That’s how
I construed it and that’s where that tragic childhood or youthful ex-
perience of mine came from.”

Ryszard Kapuscinski® also wrote about the fortunes and vicis-
situdes of Addis Ababa. The factual stratum of his book, The Emperor:

n. 4 tery. Around three hundred nuns and monks were butchered*and the Downfall of an Autocrat (1978), tells the story of Emperor Haile Selas-
slaughter then spread to Addis Ababa. Estimates put the number of sie and the people in his immediate circles. Kapus$cinski presented the
people who died as a result of that reprisal at between three and six imperial court during the era when Selaisse’s constitutional monarchy

. s thousand.’ held sway, in the course of the bloody revolution of 1947 and at the

In 1947, Jerzy Nowosielski invoked those events, painting The
Battle of Addis Ababa. He described the work as: “(...) the battle lay-
out, with slender lines and tiny circles as topographical symbols, and
grenade explosions (the round, white clouds). The colour I used to
paint the nascent forms recalls the colour of the countries I longed

for when I was a child, and thus Abyssinia—the layout of the battle
N. 4 N. 6

moment of the ruler’s dethronement: “It’s never comfortable on the
summits. An icy wind always blows, and everyone crouches, watchful
lest his neighbour hurl him down the precipice.”*

At first glance, it draws a picture not only of the emperor’s
life, but also of the situation that he found himself in and that those

he trusted might have found themselves in. However, in reality, it is
N. 8 N. 10

N. 6

N. 8

N. 9

cf. Anthony Mockler, Haile Selassie’s War, Jerzy Nowosielski, Nie istnieje dla mnie
Olive Branch, New York 2003. kwestia obrazu, in: 1 Wystawa Sztuki Nowoczesnej.
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neither reportage concerning the situation in Ethiopia nor is it even
a story about Haile Selassie himself. With The Emperor, Kapuscinski
wrote a work of universal dimension, a work which takes the mecha-
nisms of power and power games as its main theme. An ordinary per-
son playing power games enters into agreements and deals, mutual
dependency and structures where they may become demoralised and
soulless as a consequence. They might represent a threat to others and
others might be a danger to them, because politics is a high-risk game.
When they withdraw from the game, dropping out of the deals, they
become someone completely normal again. The game goes on, though.

Magdalena Abakanowicz used a similar universal device in her
War Games series (1987-1995), where she employed the language of
myth and stories of nature, of a universum. That language served to
isolate her art from the reality around it, from history. It was used in
a way which rendered all kinds of appropriation and explicit political
interpretation impossible and endowed her work with the universal,
timeless dimension of a story about death, rebirth and a continual
process... about the cycle of life. It was thanks to this that War Games
obtained the power with which myths operate.

“[The] substance [of myth] does not lie in its style, its original
music or its syntax, but in the story which it tells. Myth is language,

~. 11 functioning on an especially high level (...).”

Abakanowicz wrote of this period in her work as follows: “I
used no wood. I saw it as a finished creation, complete unto itself.
A few years ago, I saw a spine and innervation inside a decaying tree
trunk. A felled tree, a muscular body, its limbs amputated. The metal
bands I place on it are like bandages or like stings, like beaks, like

~. 12 shields ready to attack.™?

This ‘discovery of wood’, to put it colloquially, enabled Aba-
kanowicz to return to the forms which had cast a spell on her when
she was creating her Abakans, in other words, to innervation, spines,
living interiors. Like the spatial fabric then, the rotting tree trunk with
its amputated limbs here proved to be a ‘living’ organism, living tissue,
a living body. The force of the Abakans lies in their ambivalence. The
same is true of War Games. Abakanowicz coated organic tree trunks,
living forms, mutilated and deprived of their limbs, in resin/wax and

N. 11 N. 12
Claude Lévi-Strauss, The Structural Magdalena Abakanowicz, Rozmyslania,
Study of Myth, in: Structural Anthology, trans. Claire 28 in: “Konteksty” 2006, No. 3-4, p. 137.

Jacobson and Brooke G. Schoepf, Basic books Inc.,
New York 1963, p. 210; retrieved at https://monoskop.
org/images/e/e8/Levi-Strauss_Claude_Structural
Anthropology_1963.pdf on 05.02.2019.

wrapped them in canvas. For variety, others were ‘armed’ with met-
al forms which evoke associations with a murderous weapon. All of
them are horizontal. They look like gigantic machines of war. How-
ever, death is not the most important thing here. The crucial aspect is
that of transformation and regeneration leading to rebirth. Human-
kind’s destructive activity is juxtaposed with the vitality of nature and
the life force.

Abakanowicz’s War Games are like a collection of rules for run-
ning a game/war. The form seems to be pure, straightforward, non-
complex. This, though, is merely ostensible, a first impression and no
more. Monumental in size, the sculptures startle us with the unex-
pected material and creative method used in their making. They bring
to mind magical objects used in tribal, shamanic rituals. They seem
to endure in a constant process of creation, growing, an unending
beginning... in the process of birth. War Games are like a body, like
a living organism with a complex, many-layered and many-levelled
structure wherein, somewhere beneath the surface, hidden rules and
meanings emerge.

War and conflict... such were the times in which Wladystaw
Hasior grew up. His works are a kind of mixture of mythology and
religion. They create a universal, timeless language, which functions
beyond the divisions that speak most completely of aggression and its
destructive, long-term consequences. In his assemblages, in particular,
Hasior presents the destruction he experienced and the death he saw
during the Second World War. Religious and sacral buildings and ob-
jects serve to communicate and convey pivotal, timeless truths.

Hasior, who was born and grew up in Nowy Sacz*, created ob- .13

jects which sprang from combining his knowledge of modern art and
his fascination with folk art, primitivism, localness, mythology and
legends. The tale of Saint Kinga defending the nuns from the Tatars,
which is repeatedly cited in the literature, most fully demonstrates the
origins of Hasior’s poetic fascinations. The magical comb she cast to
the ground caused an impenetrable forest to spring up in front of the
attackers, a blue ribbon she pulled from her hair turned into a gorge
with a swift-flowing torrent of water racing through it and her staff
was transformed into a tree. Nature’s extraordinary force was used

N. 13
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mountain ranges in south-east Poland, close 29
to the border with the present-day Slovakia - trans.



as a shield against war. Like the felled tree trunk in War Games, the
forest springing from her comb was transformed into a weapon, it
obtained a new meaning and began to fulfil a different function.
Hasior himself spoke of his fascination with the object and
with creative language, saying: “I mean, this kind of activity has ex-
isted from the outset and it springs from (...) a need to endow objects
and things with something other than their daily, utilitarian meaning.
(..) Like the flying carpets, seven-league boots and a magic invisibil-

ity caps function in folk tales, there’s that which someone... an artist...

will want to pick up from amidst the silent, waiting objects and then
set the sphere of poetic meanings within it in motion.”*

Hasior’s Cemetery assemblage, created in 1968, is striking in
the frugality and simplicity of the materials used. Aluminium grave-
stone crosses, wire trees and, hovering over everything, a towering
figure of the Madonna, with burned, charred entrails, juxtaposed with
a sui generis, visual quotation; fragments of three works from Andrze;

~. 15 Wroblewski’s Executions series.” The fragments Hasior chose are some

of the most evocative presentations of the trauma of war in Polish art.
In its entirety, Cemetery brings to mind votive pictures featuring im-
ages of the Virgin of the Mantle, here deprived of her robe; it triggers
associations with mediaeval sacral art and is certainly an expression
of Hasior’s fascinating with the work of that period and, in particular,
with the form it took in Poland’s Podhale* region. It was from that
profound interest in human beings, the object, the symbol, religion
and art that his paintings/objects were born.

This vast awareness and appreciation of the importance and role
of tradition in art, combined with many-levelled complexity and uni-
versalism, creates an original, firmly grounded language. A language
not spoken outright, yet highly evocative, quite simply, transfixing.

“War is an animal. It is a living organism, a parasite on the bod-
ies of nations; it springs from politics, economics, religions, fear, from
everything; it Devours everything and excretes death and destruc-
tion. This animal, it has its youth, its adulthood, its old age; it has
its inhalations and exhalations; it has winter and it has summer, but
they are not the winter and summer of the Earth. These people [here,
in this war zone] instinctively grasp those cycles now, they’re able

N. 14 N. 16

to foresee and adapt to changing conditions like drought, rain and
freezing temperatures. The animal is their god. They gaze at his lower-
ing countenance with fear and hope. They interpret the divine mood
from tiny signs. Where has the scorching glance fallen? What has the
retributory hand touched? They cower in their homes as the bombers
thunder overhead. (...) All this is mutually connected, linked, the
threads run right around the globe.™”

N. 17
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Magdalena Grochowska, Jechat na Poland’s southernmost region, situated Jacek Dukaj, Xavras Wyzryn i inne
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Jerzy Nowosielski, Bitwa o Addis Abebe, 1947, olej/plétno, 136,7 X 78,4 cm,
fot. M. Gardulski | Jerzy Nowosielski, The Battle of Addis Ababa, 1947, oil on canvas,
136.7 X 78.4 cm, photo M. Gardulski



Wtadystaw Hasior, Cmentarz, 1968, technika mieszana, assamblage, 65 x 95 X 10 cm, fot. T. Maryks | Wtadystaw Hasior,
Cemetery, 1968, mixed media, assamblage, 65 X 95 x 10 cm, photo T. Maryks



Magdalena Abakanowicz, Giver z serii Gry wojenne, 1992, drewno, stal, 130 X 563 X 100 cm, fot. T. Maryks | Magdalena
Abakanowicz, Giver from the War Games series, 1992, wood, steel, 130 X 563 X 100 cm, photos T. Maryks




Magdalena Abakanowicz, Runa z serii Gry wojenne, 1995, drewno, stal, ptétno, zywica, 130 X 615 X 140 cm, fot. T. Maryks |
Magdalena Abakanowicz, Runa from the War Games series, 1995, wood, steel, canvas, resin, 130 X 615 X 140 cm, photos T. Maryks
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KRZESEO, EAWKA

Niewazne, jaka byla intencja Warhola - z jego programowo nieja-
snych wypowiedzi mozna wypreparowa¢ dowolny program. Wazne,
ze jego multiplikowane technika sitodrukowgq zdjecie krzesta elek-
trycznego stalo si¢ na dlugie lata obrazem emblematycznym dla walki
o zniesienie w USA kary $mierci. Najbardziej wstrzasajacym obrazem
ze skladajacych sie na cykl Death in America. Widok krzesta stoja-
cego w pustej celi nie stracit swojej sily, mimo Ze samo urzadzenie —
prezentowane jako staro$§wiecki mebel oswojony przydomkiem Old
Sparky — doczekalo si¢ muzealizacji. Sily nie odebrata pracy Warhola
takze galeryjna i komercyjna kariera artysty. Londyriska galeria pro-
wadzgca sprzedaz sztuki w walutach wirtualnych wlasénie Krzesta
wybrala jako najdrozsze dzieto zaoferowane w bitcoinach. Co wigcej,
obraz bywa traktowany jako element dekoracji wnetrz, ,jesli kolory-
styka koresponduje z zaslonami” - co ze zdumieniem stwierdzit je-
den z biograféw artysty. Sam Andy Warhol zapewne nie mialby nic
przeciwko temu.

Praca Electric Chair nie stracila swej sily, poniewaz sprawa,
ktorej dotyczyla — kara $mierci — pozostaje w usa aktualna. Aktualna
pozostaje takze metoda jej egzekucji. W grudniu 2018 roku w stanie
Tennessee wykonano wyrok $§mierci na 61-letnim Davidzie Millerze,
ktéry 36 lat temu brutalnie zgwalcil i zamordowal niepelnosprawna
umystowo dziewczyne. Miller na wlasng prosbe zostal stracony na
krzesle elektrycznym. Nie byl pod tym wzgledem ani pierwszy, ani je-
dyny. Wiezniowie wybieraja krzesto elektryczne jako forme protestu
przeciwko stosowanym w Stanach zastrzykom z trucizny. Ta meto-
da — uznana za najbardziej humanitarng z przystugujacych skazanym
form pozbawienia ich zycia — okazuje si¢ zawodna, poniewaz moze
przedluzy¢ meczarnie traconego nawet do 20 minut. Z drugiej stro-
ny egzekucja na krzesle elektrycznym od lat budzi sprzeciw, dlatego
liczne stany juz wiele lat temu zaczely sie z niej wycofywaé, odsylajac
krzesto do muzeum. Procedura jest straszna: ogolony, przytroczony
do krzesta skazaniec ze skdrzang maska na twarzy, podlaczony do
elektrod, wpada w drgawki; prad pali skdre, rozchodzi si¢ swad, dzigki
ktéremu krzeslo zyskato inng wiezienng ksywke — Old Smokey. Do-
chodzi do krwotokdéw, wyproéznienia, ale wszystko trwa tylko 35 se-
kund, a nie kilkana$cie minut.
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Krzesto Warhola zostalo zestawione ze szkolng fawka Kantora.
Dlaczego nie z krzestem, ktére przez lata bylo tak waznym elemen-
tem Kantorowskiego ,interioru imaginacji”? Dlaczego nie z krzeslem
z Wariata i zakonnicy czy krzestem z Maszyny aneantyzujgcej? Dla-
czego nie z krzestami-pomnikami, krzestami-kolosami? Odpowiedz
jest prosta — bo jego sens jest inny. Diametralnie inny, co winno nam
uzmyslawia¢, jak przeciwne tre$ci moga nie§¢ pospolite przedmioty.
Krzeslo, niezaleznie od tego, jakimi znaczeniami Kantor je obarczal,
bylo przedmiotem wyciagnietym z peryferii odleglych od sfery Sztu-
ki; pozbawionym znaczenia i funkcji przedmiotem najnizszej rangi,
ktory zostal podniesiony do Wielkosci, do formy monumentalne;j.
Bylo afirmacja twdrczosci artystycznej, tak jak ja Kantor rozumial.
Réwniez tej twdrczoséci upostaciowaniem. Dlatego tez ostatnim krze-
slem Kantora stalo sie krzeslo w po$miertnie wystawionym spektaklu
Dzis sq moje urodziny z 1990 roku. Puste, mialo zaréwno przypomina¢
o nieobecnosci artysty, jak i go w sztuce uobecniad.

Natomiast w Kantorowskim imaginarium killer image to szkol-
na lawka. W przeciwienstwie do poteznych Krzesel, jest mata i nedz-
na. Ale to ona jest gtéwnym rekwizytem ,teatru §mierci”. Sztywno
wypelniajace przestrzen ,umarlej klasy” lawki sg siedliskiem $mierci.
W nich tkwig ludzie/manekiny ,bliscy $mierci, niektérzy juz umarli”.
Daremnie zrywaja si¢ do zycia, wyrzucajac z siebie idiotyczne resztki
szkolnych nauk. Przekrzykuja sig, przepychaja, przedrzezniaja, ale po
kazdym rejwachu, doprowadzeni do porzadku, wracaja na swoje miej-
sca w lawkach. Albowiem ze szkolnej tawki nie ma ucieczki. Eawka
jest grobem — obok kukty chlopca, niczym wierny kolega ze szkolnej
lawy, miejsce zajmuje nagrobny krucyfiks. Ostatecznie Kantor prze-
sadzil o nagrobnym przeznaczeniu szkolnej fawki, nadajac jej forme
nagrobkowi matki na cmentarzu Rakowickim w Krakowie. Sam takze
zostal w nim pochowany kilka lat pdzniej.

44

45



I1

A CHAIR AND A BENCH

MARIA POPRZECKA



A CHAIR AND A BENCH

What Warhol intended is of no matter ... his intentionally ambiguous
utterances can be used to illustrate all manner of intentions. What is
of matter is that, for many years, his photograph of the electric chair,
iterated using screen printing technology, was an emblematic image
for the fight to abolish the death sentence in the usa. It is the most
terrifying of the images comprising his Death in America series. The
sight of the chair, standing in an empty cell, has lost none of its power,
even though the devices themselves have become museum pieces dis-
played as antiquated furniture, tamed and rendered familiar by their
nickname, Old Sparky. The work has lost none of its power as a result
of Warhol’s art-gallery and commercial career, either. A London gal-
lery selling art for cryptocurrency chose Electric Chair as the most ex-
pensive work to be offered for bitcoins. Moreover, as one of Warhol’s
biographers noted in amazement, the picture has been treated as an
element of interior décor, with commentary as to whether the colour
scheme would go with the curtains. Warhol himself would most prob-
ably have nothing against that.

Electric Chair has lost none of its forcefulness because the issue
it addresses, the death penalty, still exists in the usa today. As does
the method of carrying it out. In December 2018, sixty-one-year-old
David Miller was executed by the State of Texas for the savage rape
and murder of a young, mentally disabled woman thirty-six years pre-
viously. He died in the electric chair at his own request. In that, he
was neither the first nor the only person. Prisoners choose the elec-
tric chair as a form of protest against the lethal injections used in the
United States. That method, which is deemed the most humanitarian
of the forms of execution from which death row inmates can choose,
has proved to be unreliable, extending the suffering of the condemned
for as long as twenty minutes. On the other hand, execution by means
of the electric chair has excited opposition for years and numerous
states dropped the method long ago, consigning their devices to a
museum. The procedure is appalling. The condemned person, head
shaved, strapped to the chair, face masked by a leather hood, con-
nected to electrodes, starts convulsing, the current singes their skin
and the stench of burning spreads, which gave rise to another nick-
name for the chair; Old Smokey. Then come the haemorrhages, the
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involuntary release of bladder and bowels, but the whole thing takes
just thirty-five seconds and not anything up to twenty minutes.
Warhol'’s Electric Chair was juxtaposed with Tadeusz Kantor’s
school bench. Why not with the chair which had been such a vital as-
pect of the Kantorian ‘interior of the imagination’ for so many years?

~. 1 Why not with a chair from The Madman and the Nun' or with a chair

N. 2

from his ‘aneantisating machine’?> Why not with the chair-monuments,
the chair-collossi? The answer is simple; because its meaning is differ-
ent. Diametrically different, which should alert us to how contrary
the content borne by common-or-garden objects can be. Regardless
of the messages which Kantor loaded it with, the chair was drawn
from the distant peripheries of the sphere of Art, devoid of meaning
and function, an object of the lowest order elevated to Greatness, to
monumental form. It was an affirmation of artistic creativity as Kan-
tor understood it and of that creativity personified, too. This is also
why Kantor’s last chair became the chair in the production of Today Is
My Birthday, which had its premiere shortly after his death in Decem-
ber 1990. Empty, it was intended both to recall his absence and render
him present in the play.

However, within the Kantorian imaginarium, the killer im-
age is actually the school bench. Unlike his mighty Chair, it is paltry.

~. 3 Yet this is the main prop in his Theatre of Death?. Starkly filling the

N. 4

spaces in his ‘dead class™, the benches are death’s abode. The people-
mannequins, close to death, some of them already no longer alive, as
Kantor himself described them, sit on them. They spring into life, bab-
bling idiotic, residual scraps of their ‘school-learning’, but they spring
in vain. They shout one another down, push and shove, mimic and
mock, but after each uproar, they settle down, order is restored and
they return to their places on the benches. For there is no escaping the
school bench. The bench is the grave. The place next to a puppet boy is
occupied by a form perched there like a trusty schoolfriend... a tomb-
stone cross. In the end, Kantor settled the sepulchral predestination of
the school bench by endowing his mother’s grave in Krakow’s famous
Rakowicki Cemetery with one as a monument. He himself was buried

there a few years later.
N 1 N. 3
A play written by Stanistaw Ignacy An artistic period in Kantor’s life,

Witkiewicz, known as “‘Witkacy’, in 1923. It was
produced by Tadeusz Kantor in 1963 at
the Krzysztofory Gallery in Krakow - trans.

N. 2

“Kantor constructed a huge pyramid
of joined-up chairs in the form of a mobile which
shuddered and juddered as it was activated (...) This
machine drowned out the actors speech and pushed
them off the stage, making it impossible for them
to perform”; Noel Witts, Tadeusz Kantor, Routledge,
Abingdon, Oxon - New York 2019, p. 37 — trans.
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described in his manifesto entitled The Theatre
of Death (1975) — trans.

N. 4

The Dead Class (1975) was the first
of Kantor’s ‘theatre of death’ productions - trans.

p. 1

Tadeusz Kantor, Eawka, prezentowana na wystawie w pierwszej siedzibie Galerii Starmach na Rynku
Glownym w Krakowie, 1995, fot. M. Gardulski | Tadeusz Kantor, Bench, on display in the Starmach Gallery’s first
venue on the Old Market Square in Krakow, 1995, photo M. Gardulski



Tadeusz Kantor, Eawka, 1975, technika mieszana, wymiary zmienne, fot. T. Maryks | Tadeusz Kantor, Bench, 1975, mixed
media, dimension variable, photos T. Maryks




a3 =] e o :
Andy Warhol, Electric Chair, 1971, sitodruk, 9o x 122 cm, fot. M. Gardulski | Andy Warhol, Electric Chair, 1971, screenprint
on white paper, 90 X 122 cm, photo M. Gardulski
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Hodegetria, Hodigitria, czyli Wskazujaca Drogg, jest najstarszym —
siegajacym 1v wieku — i najbardziej rozpowszechnionym typem iko-
nograficznym przedstawienia Matki Bozej z Dziecigtkiem. W pier-
wowzorze Maria ukazana jest frontalnie, najcze$ciej w pdlpostaci.
Na lewym ramieniu trzyma Dzieciatko, wskazujac na nie dostojnym
gestem prawej dloni.

Na terenie Ukrainy, Polski i Stowacji typ Hodegetrii nalezal
do najcze$ciej spotykanych ikon zaré6wno w cerkwi prawoslawnej,
jak i w unickiej, ktéra — przypomnijmy — powstala w roku 1596 na
mocy Unii w Brzesciu, 13czacej prawostawny obrzadek z hierarchicz-
na podlegloscia katolickiej stolicy apostolskiej w Rzymie. Eemko-
wie, mieszkajacy na 6wczesnym pograniczu Ukrainy i Korony, takze
przyjeli to wyznanie. Po rozbiorach znalezli sie pod administracjg au-
stro-wegierska i przeszli na obrzadek greckokatolicki. Postugiwali sie
jezykiem rusinskim, podobnym do staro-cerkiewno-stowianskiego,
z rozmaitymi nalecialo$ciami. Mieszkali na wsi, gdzie stawiali swoje
drewniane chyze z zaznaczonym na bialo duktem spojent. Budowali
drewniane cerkiewki z kopulastymi zwieniczeniami. Uprawiali nie-
wielkie poletka, zajmowali si¢ produkcja dziegciu, mieli upodobanie
do rzemiosla artystycznego i muzyki. Pisali ikony, ktére daleko od-
biegaly od kanonicznego pierwowzoru, a Maria czg¢sto miala na nich
twarz dobrodusznej gospodyni. W wieku xx malowane wizerunki
$wietych coraz czeéciej zastepowano naklejonym na deske powiela-
nym oleodrukiem, szczegdlnie popularnym w biedniejszych domach.
Autorstwo pierwowzoru nie mialo dla wiernych Zadnego znaczenia.

28 kwietnia 1947 roku rozpoczeta sie w Polsce akcja ,Wisla”.
Lemkowie, razem z Bojkami, Ukraiicami i reszta ludnosci wyznania
greckokatolickiego oraz prawostawnego, zaczeli znika¢ ze swoich do-
mow. Do kwietnia 1950 roku przesiedlono 140 tysiecy mieszkancow
poludniowo-wschodniej Polski. Inteligencje, ksiezy greckokatolic-
kich i osoby podejrzane o wspdltprace z ura kierowano do wigzien
lub Centralnego Obozu Pracy w Jaworznie — niegdysiejszej filii KL
Auschwitz przysposobionej na potrzeby nowego rezimu. Pozostali
jechali do ,punktéw rozdzielczych” w Olsztynie, Szczecinku, Pozna-
niu i Wroclawiu, skad kierowano ich na osiedlenie zgodnie z Planem
Ewakuacyjnym, przygotowanym przez Ministra Ziem Odzyskanych
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Wiadystaw Gomulke. Wyludnily sie obszary Roztocza, Pogorza Prze-
myskiego, Bieszczadéw i Beskidu Niskiego. Przestalo calkowicie ist-
nie¢ kilkadziesiat miejscowosci, a dziedzictwo kulturowe tych regio-
noéw uleglo zniszczeniu.

Rodzina Jerzego Nowosielskiego szcz¢$liwie unikneta po-
wojennego losu wiekszos$ci Lemkéw. Artysta, ktory spedzil wezesna
mlodo$é w lwowskim klasztorze prawostawnym $w. Jana Chrzciciela,
podczas wojny ksztalcil sie w Krakowie i na pierwszy rzut oka w jego
wczesnych pracach nie wida¢ wplywéw Wschodu. Brak w nich tego,
co stalo sie pdzniej najbardziej charakterystyczna cecha jego twoérczo-
$ci: hieratyzmu, osiowej kompozycji, a wreszcie bardzo szczegdlnego
sposobu wykorzystania bieli. Jesli jednak wejrzymy glebiej w serie
kobiecych postaci i portretéw z 1945 roku, dostrzezemy w nich subtel-
ne $lady Bizancjum, cho¢ to jeszcze nie czas na wyznanie, ze ,.kobieta
jest symbolem Kosciota. A cerkiew i akt s3 do siebie podobne”. To
przyjdzie pdzniej. Na razie jest intuicja i zapatrzenie w ciemne twarze
ikon. Nowosielski wyzna pdzniej, ze duchowo narodzil sie w Law-
rze Poczajowskiej, a stwierdzi to by¢ moze pod wpltywem fascynacji
$wieta ikona Matki Bozej, ktérej rysy i nachylenie glowy powtoérzyt
we wlasnej twérczosci, na przyktad w niewielkiej ikonie gablotowe;j.

Renesans nie objal Kosciola Wschodniego, §wieckos$¢ nie
wkroczyla do $wiatyn naznaczajac twarze Madonny i §wietych rysa-
mi przyjaciol artystow; niebianiskie oblicze nadal musialo odbiega¢ od
realnosci, by¢ nie z tego $wiata. Dlatego nie ma pewnosci, czy z punk-
tu widzenia Paryza, Rzymu czy Londynu Czarny Kwadrat Malewicza
jest wlasciwie rozumiany. Czy jest rozumiany jako ikona xx wieku.
Decyzja malarza o zerwaniu z dotychczasowym sposobem rozumie-
nia sztuki nie jest wynikiem sublimacji obrazu widzialnego §wiata;
odwotluje si¢ on nie tylko do nieobecnych w naturze linii i form, ale
nawiazuje tez do podstawowej pitagorejskiej opozycji bieli i czerni,
dobra i zta, $wiatla i ciemno$ci, do ktdrych to kategorii dodaje nowa
dychotomie: §wiadomosci i pod§wiadomo$ci — o czym napisze poz-
niej we wstepie do swojej rozprawy z 1922 roku'. Czarny kwadrat, ale
tez czarne kolo i czarny krzyz mialy stanowi¢ syntetyczne odzwier-
ciedlenie §wiata wrazen i doznan, niemajacych nic wspdlnego z obra-
zem postrzeganej rzeczywisto$ci; mialty by¢ projekcja ,ducha doznan

nieprzedmiotowych”. Aranzujac wystawy Malewicz umieszczal swoj
,kwadrat” wysoko w narozniku, pod lekkim skosem — dokladnie tak,
jak zwykle umieszczano ikony w prawostawnych domach. Mogta to
wiec by¢ ikonoklastyczna propozycja zastapienia boskiego wizerunku
ponadreligijnym doznaniem sacrum.

Podobne poszukiwania pozaziemskiego uniwersum wiary
staly sie istota pdznych dziel Marka Rothko i Burnetta Newmana.
Pierwszy urodzil si¢ w Dyneburgu, rodzice drugiego wyemigrowali
z Lomzy. Obydwaj pozostawili po sobie stuzace medytacji ekume-
niczne kaplice. Mlody Nowosielski zapewne nie znat ich twérczosci.
I nie od razu wgtebil si¢ w sakralne konotacje obrazéw Malewicza.
Abstrakcja stuzyla mu poczatkowo do kodowania znaczen politycznie
niecenzuralnych, takich jak akcja ,Wisla”, do ktérej posrednio odnosi
sie na przyklad jego Bitwa o Addis Abeb¢. Dopiero po latach studiow
teologicznych i ¢wiczen w sztuce pisania ikon zaczal podejmowacd pro-
by stworzenia swojej wlasnej wersji abstrakcyjnego sacrum, w ktérym
ujeta w klasyczne obramowanie, rozedrgana plaszczyzna koloru miata
zastapi¢ $wiety wizerunek. Niektoérzy, bardziej lub inaczej wtajem-
niczeni, dostrzega w tych obrazach podobna uniwersalnos¢, jaka ce-
chuje medytatywne, ekumeniczne obrazy wspomnianych mistrzéw.

Na pierwszy rzut oka zadnej z tych cech nie dostrzezemy w ob-
razoburczej twoérczosci Andy’ego Warhola. Artysta urodzil si¢ jako
Andrej Warhola, najmlodsze dziecko Andreja i Julii, przybylych do
Pittsburgha ze wsi Mikova na dzisiejszej Stowacji. W archiwum ro-
dzinnym pozostala podkolorowana ,na monidlo” fotografia rozleglej
rodziny Julii, z domu Zavackiej, zrobiona zapewne na pamiatke roz-
stania. Podobnie podkolorowane zdjecie kilkunastoletniego Andy’e-
go na tle sakralnego wnetrza Julia wystala do pozostalej w Mikove;
rodziny. Byli Eemkami wyznania greckokatolickiego.

Solennie kultywowana religijno$¢, w ktorej wyrastal maty
Andy, dopiero od niedawna zaprzata uwage badaczy jego twdrczosci’.
Ten temat zostal po raz pierwszy poruszony w ksiazce Andy Warhol
,Giant” Size*. Opowiada ona miedzy innymi o tym, ze w domu War-
hola méwito sie po stowacku i kazdej niedzieli, bez wzgledu na po-
gode, rodzina wedrowala w komplecie do odleglej o kilka mil cer-
kwi. Musieli wstawa¢ bardzo wczesnie, aby przeby¢ urwiste Polskie
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Cynpemamusm. Mup xax K. Malewicz, Swiat bezprzedmiotowy, Andy Warhol ,Giant” Size, conceived
becnpedmemnocmo uAu 8e4HbLil NOKOIL, 1922; 60 tlum. S. Fijatkowski, stowo / obraz terytoria, 61 and ed. by Phaidon editors, photo ed. by S. Bluttal,
wydanie niemieckie: Die gegenstandslose Welt, Gdansk 2006, s. 66. with an introduction by D. Hickey, Phaidon Press,
Ubersetzt von A. von Riesen, Albert Langen p. 3 London - New York 2006.

Verlag, Miinchen 1927. Temat ten podjela takze Jane

D. Dillenberger w ksigzce The Religious

Art of Andy Warhol, Continuum International
Publishing Group, New York

2001.



Wzgérze (Polish Hill), przej$é przez betonowy most i wspiaé sie na
kolejne wzgérze. Nabozenstwa odbywaly si¢ w jezyku staro-cerkiew-
no-stowianskim, bardziej zbliZonym do rusinskiego, ktérym moéwia
Eemkowie po polskiej stronie Przeleczy Dukielskiej.

Trudno nie pomysleé, ze ikony byty pierwszymi dzietami sztu-
ki, z jakimi zetknal sie maly Andy. Widzial je nie tylko w cerkwi, ale
i w domu, gdzie jako chorowite dziecko spedzal duzo czasu. Mogly
by¢ przywiezione z Mikovej badz nabyte na miejscu; w Pittsburghu
dzialata temkowska wspdlnota zajmujaca sie kultywowaniem trady-
cji, miedzy innymi w dziedzinie muzyki i tanica, a by¢ moze réwniez
produkgji ikon. Jedne i drugie, te stare i te nowe, mogly by¢ zwykly-
mi oleodrukami naklejonymi na deske. Dzi$ juz nie wiadomo, jacy
$wieci cieszyli sie najwigkszym kultem w rodzinie Warholéw. Wia-
domo natomiast, ze w powszechnym uzyciu byly niewielkie ,$wiete
obrazki”, rozdawane przy okazji rozlicznych §wiat, a takze rodzinnych
uroczystoséci. O poboznosci Julii $wiadcza tez stane na Slowacje, wila-
snorecznie przez nig dekorowane zyczenia $wiateczne, pelne modla-
cych sie anioléw i nieodmiennie podpisywane w imieniu wlasnym
i Andy’ego. Jedna z kart, z okazji Bozego Narodzenia, zdobila repro-
dukcja przestodzonej, zapewne x1x-wiecznej Madonny z Dzijeciat-
kiem zachodniej proweniencji. Lecz modlitwy na potrzeby wiernych
drukowane byly w Pittsburghu na rewersach reprodukcji klasycznych
ikon. Uczestnicy greckokatolickiego pogrzebu Andy’ego otrzymali
modlitwy za spokoéj jego duszy wydrukowane przez Dom Pogrzebo-
wy Thomasa P. Kunsaka, zapewne takze Lemka, na rewersach wize-
runkéw Jezusa Chrystusa Nauczyciela, Swigtej Paraskewy oraz Matki
Boskiej Nieustajacej Pomocy w typie Hodegetrii. Musiala sie cieszy¢
popularnoscia w niewielkiej lemkowskiej wspdlnocie.

Jak wiadomo, sztuka ikony nie zna pojecia oryginatu i kopii.
Wazny jest kult. Dorosly Andy szybko dostrzegl, ze amerykanskie

E 1 . . . IR . .
Jerzy Nowosiclski, Ikona Matki Bozej, 1969, tempera/karton, 32,5 X 23 cm, Oblékty kultu nie maja charakteru chrzescuar‘lsklego.. O.dnoszq sie
fot. M. Gardulski | Jerzy Nowosielski, Icon of the Mother of God, 1969, tempera on cardboard, Zarowno dO masowego produktu konsumpcy]nego, ]ak 1 produktu

32523 cm, photo M. Gardulski masowej wyobrazni. Przykladem pierwszego byta Cola i zupa Camp-

bell, drugiego — wizerunki Liz Taylor czy Marilyn Monroe. Oraz,
oczywiscie, dolar. Rewolucja, jakiej Warhol dokonat w dziedzinie sztu-
ki, polegala na zmultiplikowaniu ikon amerykanskiej religii. Czyli na
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P.

uzyciu tradycyjnych $rodkéw stuzacych w jego rodzinnym srodowi-
sku do szerzenia i umacniania wiary. Tyle Ze zastosowal nowe techniki
i powiekszyl formaty. Co ciekawe, przejal tez wyniesiony z domu zwy-
czaj nakladania ,zewnetrznego” koloru na juz zdefiniowane formy;
robil to w sposéb niemal dokladnie taki sam, w jaki kolorowane byly
fotografie rodziny Zavackich czy jego wlasny, mlodzienczy portret.

Akurat o tym Dave Hickey, autor wstepu do wspomnianej
amerykanskiej ksigzki nie pisze. By¢ moze nie zadal sobie trudu od-
wiedzenia muzeum Warhola w Medzilaborcach na Slowacji, gdzie
s3 eksponowane rozmaite pamiatki rodziny Andreja Warholi i Julii
Zavackiej. I by¢ moze z tego samego powodu nie dostrzegl zwiazkow
miedzy Hodegetria a zrobionymi w roku 1981, miekkimiiz pozoru
calkowicie $wieckimi rysunkami, przedstawiajacymi matke z dziec-
kiem na reku. Na pierwszy rzut oka s3 one bowiem tak samo niewi-
doczne, jak zwiazki abstrakcyjnych plécien Nowosielskiego z ikona.
Naga posta¢ matki ujeta jest w pdlobrocie, raz od strony plecéw i lewe-
go ramienia, raz od frontu i ramienia prawego. Kadry odcinaja goérna
partie jej glowy, kierujac uwage widza ku postaci dziecka — wjednym
ujeciu patrzacego wprost na nas, w drugim ssacego obnazong piers.
Obie sceny tchna spokojem i poczuciem bezpieczenstwa, ktérego
gwarantem jest wiez matki i dziecka. Nie jest w nich eksponowana
boskos¢, lecz czlowieczenstwo, co musi zastanawiaé u autora filmu,
w ktérym matka, doprowadzona do rozpaczy ustawicznym placzem
dziecka, wyrzuca je przez okno wiezowca®. Akurat u tego artysty jest
to zatem czlowieczenstwo wyjatkowe, symbolicznie uogdlnione, uni-
wersalne, a wiec zahaczajace o nieziemskos¢. Jesli jednak ten , Gigant”
sztuki amerykanskiej przesunal swoja uwage z kultu religijnego na
$wiecki, to musial znalez¢ nowa formule dla reprezentacji klasycz-
nego przedstawienia Marii. Odpowiednim rozwiazaniem wydaje si¢
w tym wypadku ,wyjecie” Jej z hieratycznego, zewnetrznego i oficjal-
nego porzadku i umieszczenie z dala od zgielku §wiata, w sferze in-
tymnej, calkowicie prywatnej. Tam, gdzie w swej istocie znajduje sie
miejsce wiary.

Taki punkt widzenia doprowadza do konkluzji sformulowanej
przez Jerzego Nowosielskiego na temat podobienstwa miedzy cerkwia
i aktem. Jedli jednak podazymy za tym rozumowaniem, odczytamy

P. S
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jeszcze inne przestanie: cztowiek (dziecko) jest bezpieczny tylko w ra-
mionach Kos$ciota (matki). Nie dowiemy sig, czy Warhol-artysta na-
prawde myslal w ten sposéb, ale moégl tak mysle¢ maty, chory Andrej
Warhola, kiedy tulila go w ramionach jego pobozna matka.
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MOTHERHOOD

The Hodegetria, in other words, She Who Shows the Way, also known
as Our Lady of the Way, dates back to the fourth century and is the
oldest and most widespread type of iconographic representation of
the Madonna and Child. In the earliest versions, Mary is depict-
ed frontally, most often shown to the waist, holding the Child on
her left arm and pointing to Him with her right hand in a dignified
gesture.

In the lands which make up the modern-day Ukraine, Poland
and Slovakia, the Hodegetria numbered among the most frequently
encountered icons in both the Orthodox churches and the Uniate
Church. The latter was established in 1596 on the strength of the Un-
ion of Brest, which united the Ruthenian Orthodox rite with the hi-
erarchical structure of the Catholic See of Rome. The Lemkos?, who
lived on what was then the border between Ukraine and the Crown of
the Kingdom of Poland, also adopted that faith. In the late eighteenth
century, following the Partitions of Poland, they found themselves
under the rule of the Austro-Hungarian Empire and converted to the
Greek Catholic rite. They spoke the Rusyn, or Ruthenian, language,
which was similar to Old Church Slavonic, with a miscellany of accre-
tions. They lived in rural communities, where they built distinctive
wooden dwellings with white bonding between the joints and con-
structed wooden churches with semi-spherical finials. They cultivated
modest plots of land, produced birch tar and had a love of artistic
crafts and music. They created icons which diverged greatly from the
canonical archetypes and often featured Mary with the face of a kind-
ly housewife. In the twentieth century, painted images of the saints
were more and more often replaced by duplicated chromolithographic
prints glued to a piece of wood. These were particularly popular in
poorer homes. The authorship of the originals was of no significance
to the faithful.

On 28™ April 1947, Operation Vistula? was launched in Po- .
land. Lemkos, Boykos, Ukrainians and all the other members of the
population professing the Greek Catholic or Orthodox faiths began
to disappear from their homes. By April 1950, one hundred and forty
thousand inhabitants of south-eastern Poland had been forcibly reset-
tled. The intelligentsia, Greek Catholic priests and anyone suspected
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of collaborating with the nationalist Ukrainian Insurgent Army were
either sent to prison or to the Central Labour Camp in the central
southern city of Jaworzo. A former branch of the Auschwitz concen-
tration camp, it had been adapted to the requirements of the new re-
gime. The remainder of the forcibly displaced made their way to ‘dis-
tribution points’ in Olsztyn, Szczecinek, Poznan and Wroctaw and,
from there, they were sent onwards to settle in accordance with the
Evacuation Plan drawn up by the Minister for the Regained Lands,
Wiadyslaw Gomulka. The south-eastern regions of Roztocze, Pogorze
Przemyskie, the Bieszczady Mountains and the Lower Beskid Moun-
tains became deserted. Several dozen places ceased to exist entirely
and the cultural heritage of those regions was destroyed.

Jerzy Nowosielski’s family were fortunate in escaping the post-
war fate which overtook most of the Lemkos. He himself had spent
his early youth in the Orthodox monastery of Saint John the Baptist
in Lwow. During the war, he was a student in Krakow and, at first
glance, there are no Eastern influences to be seen in his early works.
The loftiness, axial composition, and, finally, the highly specific use
of white, all of which would become his most characteristic features,
are not present at all in their earliest predecessors. However, if we look
more closely at his series of female figures and portraits from 1945, we
can identify subtle traces of Byzantium, although this was not yet the
time for avowing, as he would later, that “woman is a symbol of the
Church. And an Orthodox church and a nude are much alike” For
now, there was intuition and gazing into the icons’ dark faces. Later
on, Nowosielski would acknowledge that his spiritual birth happened
in the Pochayiv Lavra monastery in western Ukraine. It might be that
he said as much under the influence of his fascination with the mon-
astery’s holy icon of the Madonna, with its outlines and inclination of
the head which he would reiterate in his own works, such as his small
icons set in cases of his own choosing.

The Renaissance left the Eastern Church untouched and the
secular remained outside the door, rather than entering and endow-
ing the faces of Mary and the saints with the features of the artists’
friends. Celestial countenances still had to diverge from reality and
be other-worldly. There is thus no certainty as to whether Malevich’s
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Black Square is properly understood from the viewpoint of Paris,
Rome or London. Is it understood as a twentieth-century icon? Ma-
levich’s decision to break away from the way in which art had been
understood thus far is not the result of sublimating the image of the
visible world. It alludes not only to the lines and forms which are not
present in nature, but also to the fundamental, Pythagorean opposi-
tion of black and white, good and evil, light and darkness and it adds
a new dichotomy to those categories, namely, the conscious and the
subconscious, which he wrote of later on, in 1922, in the introduction
to his thesis®. His black square, his black circle and his black cross
were intended to comprise a synthetic reflection of the world of im-
pressions and experiences which have nothing in common with an
image of perceived reality; they were intended to be a projection of
“the spirit of objectless experiences™. When setting up an exhibition,
he placed his ‘square’ high up in a corner, at a slight angle, exactly as
icons are usually placed in Orthodox homes. It could thus have been
an iconoclastic proposal for replacing a divine image with a transcen-
dental experience of the sacrum.

A similar search for a cosmic universum of faith lay at the heart
of Mark Rothko’s and Barnett Newman’s later works. Rothko was
born in what was then Dvinsk, in the Russian empire and is now the
Latvian city of Daugavplis. Newman’s parents emigrated from the
small town of Lomze in east-central Poland. They both left the leg-
acy of an ecumenical chapel intended to serve meditative purposes.
The young Nowsielski was certainly not familiar with their work. He
would not have delved into the sacral connotations of Malevich’s work
immediately, either. Initially, he used the abstract to encode censora-
ble political meanings, such as Operation Vistula, to which he makes
oblique reference in his Battle of Addis Ababa, for instance. It was only
after years of theological study and practice in the art of icon painting
that he began endeavouring to create his own version of an abstract
sacrum, where a dancing plane of colour enclosed in a classic frame
was intended to replace the holy image. What some people, who are
either more profoundly or otherwise initiated, perceive in those paint-
ings is a universalism similar to that which features in Rothko’s and
Newman’s meditative works.
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Jerzy Nowosielski, Ikona Matki Bozej, 1969,
tempera/deska, 27,5 X 25 cm, fot. M. Gardulski |
Jerzy Nowosielski, Icon of the Mother of God, 1969, tempera
onwood, 27.5 X 25 cm, photo M. Gardulski

At first glance, we discern none of those features in the icon-
oclastic works of Andy Warhol. Born Andrew Warhola, he was the
youngest child of Andrej and Julia, who had emigrated from the vil-
lage of Mikova in the modern-day Slovakia and settled in Pittsburgh.
The family archive holds a hand-coloured photograph of Julia’s exten-
sive family, the Zavackds. In all likelihood, it was made as a keepsake
before they parted. Julia sent a similar, hand-painted photo of the
teenage Andy, with a sacral interior in the background, to the family
left behind in Mikova. They were Greek Catholic Lemkos.

The solemnly cultivated religiousness amidst which young
Andy grew up has only recently begun to absorb scholars of his work.*
It was first tackled in Andy Warhol “Giant” Size®. For instance, we
learn from its pages that Warhol spoke Slovakian at home and that
every Sunday, no matter what the weather, the whole family set off for
the Orthodox church, which lay several miles away. They had to get up
very early in order to conquer the precipitous Polish Hill, make their
way over a concrete bridge and then tackle another steep hill. The
services were conducted in Old Church Slavonic, which is very much
akin to the Rusyn, or Ruthenian, language spoken by the Lemkos on
the Polish side of the Dukla Pass in the Lower Beskids, on the border
with Slovakia and close to the border with Ukraine.

It is hard not to think that icons would have been the first
works of art which the young Andy encountered. He saw them not
only in church, but also at home, where he spent a great deal of time
on account of his frail health. They might have been brought from
Mikova or they could have been bought in Pittsburgh; the Lemko
community there invested in cultivating their traditions, including
music, dance and, perhaps, producing icons. Both the former and the
latter, the old and the new, might well have been chromolithographic
prints glued to pieces of wood. Today, we have no idea which saints
enjoyed the greatest worship in the Warhol family. What we do know,
though, is that small ‘holy pictures’ were in widespread use. They were
handed out on the numerous feast days, high days and holidays, as
well as during family celebrations. Julia’s devoutness was also attested
to by the festive greetings she sent to Slovakia. She decorated them
herself, by hand; they were full of praying angels and were invariably
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signed with her name and Andy’s. One of the cards, sent at Christ-
mas, was decorated with a saccharine Madonna and Child of Western
provenance, almost certainly dating from the nineteenth century. Yet
prayers for the faithful were printed in Pittsburgh on the reverse of
reproductions of classic icons. The people who attended Andy’s Greek
Catholic funeral received prayers for the repose of his soul. They had
been printed by the Thomas P. Kunsak Funeral Home; in all likeli-
hood, Mr Kunsak was also a Lemko. The obverse featured images of
Christ the Teacher, Saint Paraskeva of the Balkans and a Hodegetria-
type portrayal of Our Lady of Perpetual Succour. She must have been
popular in that small Lemko community.

As we know, there is no concept of ‘original’ and ‘copy’ in icon
art. What is important is the cult, the devotion. As an adult, Andy
quickly spotted the fact that American cult objects are not Christian
by nature. This applied to mass-produced consumer goods and mass-
produced images alike. Examples of the first instance were Coca-Cola
and Campbell’s soup and of the second, images of Elizabeth Taylor
and Marilyn Monroe. And, of course, of the dollar. The revolution
Warhol brought about in the field of art involved the iteration of icons
of the American religion, in other words, the use of the traditional
means which served his family circles in disseminating and reinforc-
ing their faith. He just used new technologies and enlarged the for-
mats. It is interesting to note that he also brought something else from
his home; the custom of applying the ‘outer’ colour to forms which
have already been defined. He did this in almost exactly the same way
as the photo of the Zavacka family and his own, youthful portrait had
been coloured.

That is exactly what Dave Hickey wrote about in his introduc-
tion to Andy Warhol “Giant” Size. Perhaps he saved himself the trouble
of visiting the Andy Warhol Museum of Modern Art in the Slovakian
town of Medzilaborce, where a diverse range of keepsakes from An-
drej Warhola’s and Julia Zavacka’s families are exhibited. And perhaps,
for the same reason, he failed to spot the connections between the
Hodegetria and Warhol'’s soft, apparently wholly secular drawings of
a mother holding a child on one arm, created in 1981. At first glance,
those connections are just as imperceptible as the ones between Jerzy
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Nowosielski’s abstract canvases and an icon. The naked figure of the
mother is shown in half-profile, sometimes from the back, with her
left arm featured, and sometimes from the front, with her right arm
featured. The frame cuts off the upper part of her head, steering our
attention to the figure of the child, who gazes straight out at us in one
shot and suckles from a naked breast in the other. Both scenes are
pervaded by peace and a sense of security which is guaranteed by the
bond between mother and child. It is not divinity which is displayed
in them, but humanity, which must give pause for thought in the mak-
er of a film where a mother, driven to despair by her baby’s continuous
crying, throws the child out of the window of a skyscraper”. In fact,
with this artist it is therefore exceptional humanity, symbolically gen-
eralised, universal and thus touching on other-worldliness. However,
if this ‘giant’ of American art shifted his attention from the religious
cult to the secular, he had to find a new formula for representing the
classic depiction of Mary. In this instance, the appropriate solution
would seem to be ‘excising’ Her from the hierarchical, exterior and
official order and placing her far from the hubbub of the world, in an
utterly private sphere of intimacy. In a place where, in its essence, faith
finds a place.

This viewpoint leads to the conclusion formulated by Jerzy
Nowosielski on the similarity between an Orthodox church and a
nude. If we are going to pursue this reasoning, though, we must de-
cipher one more message; the human being, which is to say the child,
is only safe within the arms of the church, in other words, the mother.
We will not find out whether Warhol-the-artist really thought along
those lines, but it is possible that the small, sickly Andrew Warhola did
when his devout mother held him close in her arms.
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Andy Warhol, Matka i dziecko, [1981], grafit/papier, 101, 5 X 78 cm,
fot. M. Gardulski | Andy Warhol, Mother and Child, c. 1981, graphite on paper, 101.5 X 78 cm,
photo M. Gardulski



Andy Warhol, Matka i dziecko, 1981, grafit/papier, 101,9 x 76,8 cm, fot. M. Gardulski | Andy Warhol, Mother and Child,
1981, graphite on paper, 101.9 X 76.8 cm, photo M. Gardulski



Matka Boza, malarstwo ludowe, olej na plétnie, przetom x1x i xx wieku, fot. T. Maryks | Mother of God, folk painting,
oil on canvas, turn of the 20" century, photo T. Maryks



Jerzy Nowosielski, Ikona Matki Bozej, 1969, tempera/deska, drewniany kiot wybrany przez artyste, 27,5 X 25 cm,
fot. M. Gardulski | Jerzy Nowosielski, Icon of the Mother of God, 1969, tempera on wood, wooden kiot (case) chosen by the artist,
27.5 X 25 cm, photo M. Gardulski
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Jerzy Nowosielski, Ikona Matki Bozej, 1969, tempera/karton, drewniany kiot wybrany przez artyste,
32,5 X 23 cm, fot. M. Gardulski | Jerzy Nowosielski, Icon of the Mother of God, 1969, tempera on cardboard,
wooden kiot (case) chosen by the artist, 32.5 X 23 cm, photo M. Gardulski
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Jerzy Nowosielski, Abstrakcja, 1978, olej/plétno, 100 x 80 cm, fot. M. Gardulski | Jerzy Nowosielski, Abstraction, 1978,
oil on canvas, 100 X 80 cm, photo M. Gardulski
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SZNURY, WEZLY, BOL

W 2000 roku w warszawskim Centrum Sztuki Wspoélczesnej miata
miejsce wystawa wspolczesnej sztuki japonskiej Gendai. Pomigdzy cia-
tem a przestrzeniq. Wéréd kilkunastu artystow, w wiekszosci wtedy
w Polsce nieznanych, znalazl sie Nobuyoshi Araki — , fotograf Tokio”,
ktérego prace wywolaly szok. Araki, penetrujac ciemne strony tego
niepojetego miejskiego molocha, przeniknal w obszary sex-biznesu,
ujawniajac jego perwersyjng erotyke. Fotografowal niekryjace fizycz-
nego bolu kobiety, obnazane, krepowane sznurami o skomplikowa-
nych splotach, podwieszane zgodnie ze stara japoniska sztuka kinba-
ku, ktérej nazwa oznacza ,ciasne wiazanie”. Kinbaku, wywodzace si¢
z samurajskich technik torturowania jeiicéw hojojutsu, jest wyrafi-
nowanym erotycznym rytualem, sadomasochistyczng specjalnoscia
stynnej japoniskiej sztuki seksu.

Niemal w tym samym czasie, latem 2001 roku w Galerii Star-
mach na wystawie Notatki I1I po raz pierwszy zostaly publicznie po-
kazane obrazy i rysunki Jerzego Nowosielskiego z wczesnych lat so.
»~Mroczne i perwersyjne, odstanialy ukryta, wstydliwg fascynacje ar-
tysty. Kobiety spetane, torturowane, ujarzmione — przedziwny splot
okrucienstwa i seksualnosci” — pisze biogratka Nowosielskiego, Kry-
styna Czerni.

Dzi§ Andrzej Starmach na wspdlnym pokazie zestawia ze soba
fotografie Arakiego i rysunki Nowosielskiego. Co wynika z tego moc-
nego zderzenia?

Po uplywie bez mala dwudziestu lat od japonskiej wystawy
Gendai fotografie Arakiego raczej juz nie szokuja. Internet zrobit swo-
je. Kinbaku, tak jak i shibari — sznur do krepowania cial kobiet — sze-
rokim frontem weszly do globalnego sex-show-biznesu. Mistrzowie
wigzania jezdza po $wiecie, prowadza wyklady i warsztaty, w wywia-
dach rozwijaja ,filozofie kinbaku”. Sam Araki wykonuje sesje zdjecio-
we dla wielkich magazynéw modowych, fotografujac w Araki style
skrepowane sznurami gwiazdy, jak Lady Gaga czy Bjork. Od Buenos
Aires, przez Wieden, po Sankt Petersburg szeroka publiczno$¢ $cia-
gaja rope fests lub shibari festivals, widowiska bardziej lub mniej styli-
zowane na ceremonial japanese. Me¢zczyzni petajac ciala demonstruja
swoj kunszt i dominacje, a kobiety swoja ulegtos¢, co jest niezbywal-
nym elementem gry. Czasem dla podkreslenia artystycznego, a nie
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pornograficznego charakteru show podaje si¢ nazwiska wykonawcow,
tak jak aktoréw lub performerow. Czesciej jednak spektakle oscylu-
ja miedzy porno a cyrkiem, zwlaszcza gdy japonski rytual jest tylko
egzotyzujacym scenariuszem dla pokazu sado-maso. Kinbaku sta-
lo sie tez elementem praktyk Bpsm (bondage, discipline/domination,
submission/sadism, masochism). Dla poczatkujacych s3 samouczki na
Youtube. Liny shibari — ,niezbedny gadzet w sypialni” — mozna kupi¢
niedrogo iz dostawa do domu. Jestesmy bardzo daleko od sekretnych
tokijskich klubow Arakiego. Jego wyszukane estetycznie fotografie sa
niczym ukiyo-e — obraz $wiata, ktéry przemija, pozerany przez wul-
garng popkulture. Drzeworyty dawnych mistrzéw ukiyo-e takze prze-
ciez utrwalaly sceny z dzielnic rozrywki i rozpusty.

Natomiast sadystyczne prace Nowosielskiego, ujawniane
z rzadka, pozostaja czyms$ problematycznym i wstydliwym. Stoja
bowiem w sprzeczno$ci z rozpowszechnionym wizerunkiem artysty
jako twoércy ikon i prawostawnego teologa, ,sztandarowego malarza
sacrum, niejako wcielenia metafizycznych poszukiwan w sztuce”. Sa
raczej przemilczane, odsuwane, marginalizowane. Dla wyciszenia
konsternacji probuje si¢ przekonywad, ze przez ,kultywacje kobie-
cego ciala, mistyke nagosci, sakralizacje kobieco$ci” Nowosielski
,wprowadza nas w duchowy wymiar”, chce ,przywroci¢ cielesnosci
duchowe znaczenie”. Okrucienstwo wyobrazen kobiet ttumaczy sie
skrywanga mizoginia, wyparciem pozadan, ttumionymi problemami
z wlasng cielesnoscia i seksualnos$cia, wreszcie mitomania. Dopiero
Krystyna Czerni w swej Zrodlowej biografii artysty miata odwage
powaznie zmierzy¢ sie z trudnoscia pogodzenia w osobie Nowosiel-
skiego homo religiosus z homo crudelis. Zawierzyla tu najblizszemu
przyjacielowi malarza — poecie Tadeuszowi Rézewiczowi — od niego
zapozyczajac okreslenie artysty jako ,nietoperza w §wiatyni”. ,Obraz
Nowosielskiego — pisze cytowany przez biografistke Rézewicz — jest
pulapka, cela, a nawet klatka, w ktérej mistrz wiezi swoje twory [...].
Sa to zmysly spetane, unieruchomione, spowite szczelnie bandaza-
mi, s3 to projekcje sndéw i marzen tworcy, ktory wlasciwie boi sig, ale
pozada ciala jak grzechu [...], uswieca cialo, ale jednoczes$nie przy
pomocy réznych (magicznych?) zabiegéw wydobywa z tego ciala tru-
cizny, jatrzy wyobraznie [...]. Jest w tym wszystkim jakie$ bolesne
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doswiadczenie dziecka, dla ktérego ple¢ taczyla si¢ z wyobrazeniem
grzechu i kary, bolu i ognia piekielnego”.

Najbardziej drastyczne sa rysunki z lat 50., wérdd ktorych kilka
istotnie bliskich jest kinbaku — skrepowane nagie kobiety sa wiazane
i podwieszane, niczym w sztuce shibari. Ale niemalo jest innych od-
niesient — do meczenstwa gwalconych przez katéw chrzescijanskich
dziewic (na co zwracal uwage Mieczystaw Porebski), do martyrolo-
gicznej ikonografii tamanej kolem $w. Katarzyny, do wyposazenia
zwiedzanej z upodobaniem przez Nowosielskiego §redniowieczne;
katowni w Bieczu. Rysunek przedstawiajacy przerzucong przez ba-
rierke kobiete o zwiazanych rekach i nogach przywoluje dawny szkol-
ny sprzet do wymierzania kar cielesnych.

Rzecz jednak nie tylko w rzadko ujawnianych carnets intime
artysty. Znajdujace si¢ w publicznym obiegu obrazy gimnastyczek,
pitkarek, ptywaczek, niezliczone kobiece akty — wszystkie one pod-
szyte s okrucienstwem. Sportsmenki poddane sa tresurze zakutych
w garnitury treneréw, usta otwieraja sie w bolesnym jeku, miejsca ero-
genne jarza sie jak papierosy, ktérymi Nowosielski pono¢ przypalal
dlonie kolezanek. Tak znane dzieta jak cykl Villa dei Misteri odnosza
sie przeciez do rytualnych biczowan, bolesnych seksualnych inicjacji,
jakich miejscem miala by¢ pompejaniska willa. Zmyslowos¢, seksual-
nos¢, pozadanie, orgazm zawsze musza by¢ okupione bélem i cierpie-
niem. Okupione czy pobudzane?

To ostatnie pytanie zdaje si¢ by¢ wspélne dla kinbaku Arakiego
i okrucienistw Nowosielskiego. Ale analogia jest ograniczona. Znajdu-
jemy bowiem w tworczosci malarza kilka prac, ktére wyprowadzaja
nas daleko poza zrytualizowane w japoriskim ceremoniale zadawanie
boélu i osiggane w ten sposdb erotyczne spelnienie. Takze poza ,pro-
jekcje snéw i marzen” czy perwersyjnych meskich fantazji. To obrazy
Egzekucji, ktore sytuuja sie w okreslonym historycznym kontekscie.
Wiosng 1946 roku odbyl sie Gdansku pierwszy proces zalogi obozu
koncentracyjnego w Stutthofie, w ktérym zapadlo pie¢ wyrokéw
$mierci na niemieckie nadzorczynie. Ich publiczna egzekucja, ktéra
zgromadzila stutysieczny ttum, miala miejsce 4 lipca 1946 w Gdan-
sku. Panowal tumult, doszlo do usilowania linczu. ,Miejskie $wie-
to”, jak nazwala wydarzenie lokalna gazeta, bylo szeroko opisywane
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iilustrowane w prasie. Obraz Nowosielskiego Egzekucja z 1949 roku
ujety jest wlasnie od strony tlumu zgromadzonego pod szubienica-
mi. Nadzorczynie maja skrepowane z tylu rece, s rozebrane do bie-
lizny (wida¢ fetyszystyczne detale, jak buty na obcasach i poficzochy
ze szwem). Stoja, czekajac na zalozenie stryczkéw. W rzeczywistosci
kobiety zawisly, zepchniete z ciezaréwek. Istnieje rysunek Nowosiel-
skiego o reporterskim niemal charakterze, ukazujacy rzad cial wisza-
cych na szubienicach, bliski prasowej fotografii. Malarz prawie nigdy
nie odnosil sie w swojej sztuce do aktualnych wydarzen. Dlaczego
zatem odniodst sie wlasnie do tego?

W archiwum malarza Krystyna Czerni znalazla maty fragment

niewydanego opowiadania zawierajacego ,bezlito$nie precyzyjny”

opis tortur zadawanych dwém japonskim zbrodniarkom. Podczas mi-
losnej nocy narrator wraz z partnerka Mimi doznaja najwyzszej seksu-
alnej ekstazy, podnieceni perspektywa ogladania egzekucji umeczo-
nych kobiet. Nietoperz utkwil w najciemniejszej szczelinie §wiatyni.
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ROPES, KNOTS AND PAIN

In late 2000, the Centre for Contemporary Art in Warsaw held an ex-
hibition entitled Gendai. Japanese Contemporary Art. Between the Body
and Space. From amongst the fourteen participating artists, most of
whom were unknown in Poland at the time, it was Nobuyoshi Araki,
the “Tokyo photographer’, who caused a furore. Penetrating the dark
side of that inconceivable urban behemoth, he infiltrated the sex-
business sphere and revealed its perverse eroticism. He photographed
women who made no secret of their pain, naked, bound with ropes
intertwined in intricate patterns and then suspended in mid-air, all
in accordance with the ancient Japanese art of kinbaku, which trans-
lates as ‘tight binding’. Kinbaku derives from hojojutsu, a samurai tech-
nique for torturing prisoners, and it is a refined erotic ritual, a sado-
masochistic speciality of the famous Japanese art of sex.

At much the same time, in the summer of 2001, the Starmach
Gallery held an exhibition, Notatki 111 (Notebooks 3), where Jerzy No-
wosielski’s paintings and drawings from the early nineteen fifties were
shown in public for the first time. “Dark and perverse, they exposed
the artist’s hidden, embarrassing fascination. Women fettered, tor-
tured, subjugated... an extraordinary tangle of cruelty and sexuality”;
thus Nowsielski’s biographer, Krystyna Czerni, has written of them.

Now, in a joint show, Andrzej Starmach is bringing Araki’s
photographs and Nowosielski’s drawings into a head-on confronta-
tion. What is the outcome of that potent, ‘face-to-face’ encounter?

Almost twenty years after the Gendai exhibition, Araki’s pho-
tography should not really come as much of a shock. The Internet has
done its work. Kinbaku and shibari, the ropes for binding women’s
bodies, have stepped, full-frontal, into the global sex-show-business
arena. Experts in the field tour the world, giving talks, running work-
shops and amplifying on the ‘philosophy of kinbaku’ in interviews.
Araki himself carries out shoots for A-list fashion magazines, with
stars like Lady Gaga and Borg being bound with ropes and photo-
graphed ‘Araki-style’. From Buenos Aires, via Vienna, to Saint Peters-
burg, rope fests and shibari festivals attract extensive audiences with
shows styled, to a greater or lesser extent, on ‘Japanese ceremony’.
Men bind women’s bodies, displaying their skill, artistry and domi-
nance, whilst the women demonstrate their submissiveness, which
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is an indispensable part of the game. Sometimes, in order to empha-
sise the artistic, rather than the pornographic, nature of the event, the
names of the participants are given, as if they were actors or perfor-
mance art artists. More often than not, though, the show oscillates be-
tween pornography and circus, particularly since the Japanese ritual
is simply an exotic scenario for a sado-masochistic display. Kinbaku
has also become an aspect of BDsM (bondage, discipline, dominance,
submission) practices.

For beginners, there are teach-yourself videos on YouTube.
Shibari ropes, those ‘indispensable bedroom accessories’, can be
bought at no great cost, with home delivery thrown in. We are a very
long way away from Araki’s secret clubs of Tokyo. His aesthetically
sophisticated photographs are like ukiyo-e, ‘pictures of the Floating
World’. In this case, it is a world passing as it is devoured by a vulgar
pop culture. But then, the woodcuts by the ukiyo-e masters of bygone
times also recorded scenes from the districts which were centres of
entertainment and sensual pleasures.

On the other hand, Nowosielski’s rarely shown sadistic works
remain something problematic and embarrassing, for they stand in
opposition to the widespread image of him as a creator of icons and
Orthodox theology, who, as Krystyna Czerni notes, “is perceived as a
standard-bearing painter of the sacrum, an embodiment of metaphysi-
cal quests in art, so to say”. They are more by way of being passed over
in silence, brushed away and marginalised. Endeavours were made to
soothe the consternation by way of persuasive arguments such as that
put forward by curator and art historian Andrzej Szczepaniak, where-
by, in cultivating the female body and the mysticism of its nakedness
and in sacralising the feminine itself, Nowosielski leads us into the
spiritual dimesnion. In one of her works, Krystyna Czerni quotes the
artist himself as saying “I want to restore the spiritual meaning of cor-
poreality”. The cruelty in his depictions of women have been explained
as concealed misogyny, displaced desires, suppressed problems with
his own corporeality and sexuality and, finally, as mythomania.

It was Krystyna Czerni, in her seminal biography of the artist,
who had the courage to make a serious attempt at tackling the difficul-
ties in reconciling the homo religiosus and homo crudelis within Nowo-
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sielski. In this, she put her trust in the artist’s closest friend, the poet
Tadeusz Rézewicz. Indeed, it was from him that she borrowed the
description of Nowosielski as a “bat in a temple”, a phrase which was
to become the title of the biography. She quotes Rozewicz, who wrote:
“A Nowosielski picture is a trap, a cell, or even a cage wherein the mas-
ter confines his creations (...) They are the sense fettered, immobi-
lised, shrouded in tightly wound bandages, they are projections of the
dreams and daydreams of the artist, who, in reality, fears but desires
the body as a sin (...), sanctifies the body but, at one and the same time,
by way of various (magical?) treatments extracts the poison from that
body, inflames the imagination (...) In all this, there is something of
the painful experience of a child for whom sex became associated with
the notion of sin and punishment, pain and the infernal fires of hell”.

The most drastic works are the drawings from the nineteen
fifties, amongst which there are several that are, in essence, close to
kinbaku, with naked women, fettered, bound and suspended in mid-
air, similarly to the art of shibari. However, there are more than a few
other allusions, too. As art critic, historian and theorist Mieczyslaw
Porebski noted, there are allusions to the torment and martyrdom of
Christian virgins raped by their oppressors. There are also allusions
to the martyrological iconography of Saint Catherine’s broken wheel
and to the fixtures and furnishings of the mediaeval torture chamber
which Nowosielski had enjoyed visiting in the southern Polish town
of Biecz. A drawing of a woman bent over a barrier, her hands and
legs bound, evokes the equipment for corporeal punishment formerly
found in schools.

However, there is more to this than merely the artist’s rarely
exhibited carnets intime. His depictions of women gymnasts, wom-
en volleyball players and women swimmers, as well as his countless
female nudes, are all underpinned by cruelty. The sportswomen are
put through their paces by suit-clad trainers, the mouths of the nudes
are open in a moan of pain, their erogenous zones glowing like the
cigarettes which Nowosielski was said to stub out on the palms of his
female friends’ hands. Works as well-known as his Villa dei misteri
series make reference to the ritual beatings and painful sexual initia-
tions reputed to have taken place in the eponymous Pompeian villa.
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Sensuality, sexuality, desire and orgasm must always be redeemed
through pain and suffering. Redeemed or stimulated?

That question would appear to be common to Araki’s kinbaku
and Nowosielski’s cruelty. However, the analogy is a limited one, for,
within the latter’s oeuvre, there are several works which take us far be-
yond the Japanese ceremony’s ritualised administration of pain and
the attainment of erotic fulfilment by those means. They also take us
well beyond the “projections of (...) dreams and daydreams”, of per-
verse, male fantasies. The works in question constitute Nowosielki’s
Executions series, which is set in a particular historical context. In the
spring of 1946, the first trials of Stutthof concentration camp staff were
held in Gdansk and five female German supervisors were sentenced
to death. They were executed in the city, in public, on 4™ July 1946, in
front of a crowd of one hundred thousand, amidst turmoil and efforts
at lynching. A local paper dubbed the event a ‘city holiday’ and it was
comprehensively described and illustrated in the press. Nowosielski'’s
Execution (1949) captures it from the point of view of the crowd gath-
ered beneath the scaffolds. The condemned women’s arms are tied
behind them and they have been stripped to their underwear. Fetish-
ist details, such as high-heeled shoes and seamed stockings, are visible.
They are standing and waiting for the noose to be placed round their
necks. In reality, though, they were hanged by being pushed from a
lorry. There is a drawing by Nowosielski which is well-nigh reportorial
in nature. It shows the rows of bodies hanging from the scaffolds and
is akin to a press photograph. He almost never alluded to real events
in his art. Why, then, did he refer to this one?

In Nowosielski’s archive, Krystyna Czerni found a brief frag-
ment of a story which never came into being. It contains a mercilessly
precise description of the torture meted out to two female Japanese
criminals. During a night of love, the narrator and his partner, Mimi,
experience the heights of sexual ecstasy, aroused by the prospect of
watching the tormented women’s execution. The bat’s gaze was fixed
on the temple’s darkest fissure.
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Nobuyoshi Araki, Bez tytutu (z serii: Tokyo), 1995, fotografia czarno-biala, 128 x 103 cm, fot. M. Gardulski | Nobuyoshi
Araki, Untitled, from the Tokyo series, 1995, black and white photograph, 128 X 103 cm, photo M. Gardulski



Nobuyoshi Araki, Bez tytulu, fotografia czarno-biata, 35,5 x 44 cm, fot. M. Gardulski | Nobuyoshi Araki, Untitled, black
and white photograph, 35.5 X 44 cm, photo M. Gardulski



Jerzy Nowosielski, Bez tytutu, 1962, otéwek/papier, 27,5 x 22,5 cm,
fot. M. Gardulski | Jerzy Nowosielski, Untitled, 1962, pencil on paper, 27.5 X 22.5 cm,
photo. M. Gardulski

Jerzy Nowosielski, Akt, [1949], oléwek /papier, 135 X 63,5 cm,
fot. M. Gardulski | Jerzy Nowosielski, Nude, [1949], pencil on paper,
135 X 63.5 cm, photo M. Gardulski



Jerzy Nowosielski, Bez tytulu, lata so., otéwek/papier, 20,9 cm X 14,8 cm,
fot. M. Gardulski | Jerzy Nowosielski, Untitled, 1950s, pencil on paper,
20.9 cm X 14.8 cm, photo M. Gardulski

Jerzy Nowosielski, Bez tytutu, lata so., otéwek/papier, 2,5 X 14,5 cm,
fot. M. Gardulski | Jerzy Nowosielski, Untitled, 1950s, pencil on paper, 22.5 X 14.5 cm,
photo M. Gardulski



CZAS, W NAS..

Jerzy Nowosielski, Akt, [1952], tusz/papier, 20,9 X 14,8 cm, fot. M. Gardulski | Jerzy Nowosielski,
Nude, [1952], ink on paper, 20.9 X 14.8 cm, photo M. Gardulski
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CZAS, W NAS..

Roman Opatka i Stanistaw Dr6zdz — obu artystéw widzimy na wysta-
wie Avant-gardes polonaises w Muzeum Matisse’a w Le Cateau-Cam-
brésis w 2006 roku. Zdjecie zrobiono w przestrzeni instalacji Drézdza
Migdzy. Opalka, siedzac na podlodze, patrzy na Drézdza. Ten, bardzo
juz znieksztalcony choroba, na wozku inwalidzkim, zwraca ku niemu,
a takze i ku nam szelmowski usmiech.

Zdjecie, na ktéorym widzimy Opalke i Drézdza, to spotkanie
dwdch artystycznych osobowosci, intrygujaco podobnych i odmien-
nych zarazem — co dotyczy zar6wno tworzonej przez nich sztuki, jak
iich loséw. Artystow czasem sobie bliskich, czasem bardzo odlegtych.
Roman Opalka - Zyjacy we Francji §wiatowiec z etykieta ,jednego
z najbardziej znanych poza krajem artystow”, a takze z opinia twércy
najdrozszego, wzmocniong sensacyjnymi doniesieniami medialnymi
o kupnie jego jeszcze nie powstalych obrazéw. Dr6zdz — artysta, ktory
mimo uznania, jakiego ukoronowaniem byla indywidualna prezenta-
cja na Biennale w Wenecji w 2003 roku, pozostawal przede wszystkim
»Stanistawem z Wroclawia”, bardzo mocno zwigzanym z miastem
i dolnoslaskim $rodowiskiem artystycznym.

Obu cechuje niezwykly updr i determinacja w podejsciu do
wlasnej sztuki. Twoérczo$¢ obu ma korzenie konceptualne, cho¢ i je-
den, i drugi sprzeciwial si¢ takiej klasyfikacji. Opalka przez kilkadzie-
siat lat, do $mierci, realizowal jeden koncept pod nazwa Obrazy liczo-
ne. W istocie jest to dzielo nierozdzielnie splecione z trzech medialnie
odmiennych czesci: obrazéw stopniowo pokrywanych liniowymi
zapisami kolejnych cyfr, odliczajacego je glosu i sukcesywnie zdej-
mowanych czarno-bialtych fotograficznych portretéow artysty. Kazda
z zapisywanych cyfr miala by¢ o 1% jasniejsza, glos gasl, twarz si¢ sta-
rzala. Z tych trzech elementéw sktadano ekspozycyjne environment.
Wykladnia tego memento mori byla oczywista i efektowna, co przesa-
dzito o sukcesie artysty.

Tworczo$ci Drézdza nie da si¢ tak latwo zamkna¢ w jednej
eksplikacji. Artysta programowo przedstawial si¢ jako poeta, wielo-
krotnie podkreslajac, ze cho¢ jego praca ,wizualnie przypomina prace
plastyczne, to sama w sobie jest ciagle poezja”. Jezyka uzywal jako
budulca dla swoich ,pojecioksztaltow”, jak latami konsekwentnie na-
zywal wlasne prace. Jego minimalistyczne gry stowno-wizualne to nie
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F. 1
Roman Opalka, Detal 5360272 — 5373217 (fragment), fot. M. Gardulski | Roman Opalka,
Detail 5360272 — 5373217 (fragment), photo M. Gardulski

przewrotne igraszki z jezykiem, lecz nagle ujawnienia nieprzewidy-
wanego, przejmujacego sensu zwyklych stéw. Poczatekoniec okazuja
sie nierozdzielna jednoscia, Zycie i $mier¢ zrastaja si¢ we wspolnym
kosécu, w Migdzy zawsze czego$ brak, op i DO odmierzaja tak czas,
jak i przestrzen. Stad tez systemowa, rygorystyczna kombinatoryka
Drézdza nie tyle sklania do intelektualnej refleks;ji, ile budzi egzysten-
cjalny dreszcz.

Dré6zdz, od dziecka nieuleczalnie chory, codziennie do$wiad-
czajacy wlasnym cialem przemijania, w swojej sztuce konsekwentnie
unikal jakichkolwiek odniesien osobistych. To bodaj najwieksza réz-
nica miedzy nim a Opatka, egotycznie skupionym na notacji wlasne;
egzystencji. Obrazy liczone licza czas jego indywidualnego istnie-
nia: ,....poniedzialek - ja, wtorek - ja, $roda - ja, czwartek —ja...” -
ale bez gombrowiczowskiej autoironii. Utozsamienie zycia i sztuki
dokonalo sie tu w pelni, az po ich kres.

Odmienny jest tez stosunek obu artystéw do terazniejszosci,
owego punctum miedzy ,bedzie” a ,bylo”. Poszczegdlne prace Opalki,
ktére mozemy oglada¢, odnosza sie zawsze do chwili biezacej — aktu-
alnie wprowadzonej reka malarza liczby, aktualnego brzmienia jego
glosu, aktualnego wygladu twarzy. To, co ,bylo”, mozna zobaczy¢ tyl-
ko w konfrontacji z calym dzietem, zwykle rozproszonym. , Bedzie”
nie zaistnialo, bo §mier¢ artysty nie pozwolita mu doj$¢ w odliczaniu
do zamierzonej liczby 7 milionéw i do jej roztopienia w bieli tla. Na-
tomiast Dr6zdz obraz przemijania kondensuje w najbardziej oczywi-
stym obrazie klepsydry. W niej terazniejsze ,jest” §ciesnione zostalo
W przewezeniu, jest najmniejsze, niemal nieznaczace wobec wielkiego
,bedzie”, osypujacego sie w wielkie , bylo”.

Obaj artysci obsesyjnie mierzg sie z uptywaniem czasu. Opal-
ka go odlicza, catkowicie poddany jego biegowi. Jest jego pedantycz-
nym, ale bezsilnym kronikarzem. Zapisuje, nagrywa i czeka. Dr6zdz
na rézne sposoby probuje sie z czasem rozprawiaé. Staje mu naprzeciw,
opiera si¢. Zegar, urzadzenie wla$nie do mierzenia czasu stuzace, po-
stuzylo mu do zakwestionowania jednoliniowego, bezwzglednie zde-
terminowanego biegu godzin i minut. Zegary to jedna z niewielu prac,
jesli nie jedyna, w ktorej artysta siegnal po przedmioty. Przedmioty
gotowe — zwykle budziki lub zegary $cienne (praca istnieje w kilku
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wersjach). W wersji pierwotnej, zrealizowanej w klubie studenckim
Politechniki Wroclawskiej Zaklad nad Fosa, na trzech rzedach pélek
ustawiono po dziewie¢ zegarkoéw. Moga one robi¢ wrazenie zepsutych,
czekajacych na naprawe, bo kazdy wskazuje inny czas. Niektorym
w ogole brak wskazowek. Wrazenie staro§wieckiego warsztatu zegar-
mistrzowskiego potwierdza lezacy na dolnej pélce zegarek z wyje-
tym werkiem i wskazéwkami. Do naprawy jednak zostaly tu oddane
nie elementy jego mechanizmu, ale sam czas. Bo czy czas musi biec
»zgodnie z ruchem wskazéwek zegara”? Przeciez moze by¢ inaczej.
Na poétkach mamy zaproponowanych kilka mozliwosci: zegary idace
,normalnie”; zegary stojace; zegary idace do tylu; wreszcie zegar roz-
lozony na czesci. Na pionowych kolumnach kolejne: wskazéwki go-
dzinowe i minutowe stojace w miejscu; zegary bez wskazdéwek; dwie
wskazéwki godzinowe, w tym jedna na osi minutowej; dwie wskazéw-
ki minutowe, jedna na osi godzinowej; jedna wskazéwka godzinowa
na osi minutowej; wskazéwka godzinowa na osi minutowej i minu-
towa na godzinowej; jedna wskazéwka minutowa na osi godzinowej;
jedna wskazéwka minutowa na wlasnej osi; jedna wskazéwka godzi-
nowa na wlasnej osi.

Mozna wiec sie¢ buntowaé, demontowad, odwracaé, przewra-
caé, gra¢ z czasowymi porzadkami. Ale zniszczenie czasomierza i tak
nie pozwoli uj$¢ presji czasu, ktory pcha ku $mierci.
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TIME, IN US...

Roman Opatka and Stanistaw Drézdz... we can see both artists to-
gether in 2006 at the Avant-gardes polonaises exhibition at the Mat-
isse Museum in Le Cateau-Cambresis. The photograph was taken in
Drézdz’s In-Between installation space. Opatka is sitting on the floor
and looking at Drézdz. Drézdz, more twisted by illness by then, is
sitting in a wheelchair and turning to Opatka and, also to us, with an
impish smile.

The photograph is a meeting of two artistic personalities of in-
triguing similarities and differences. Similarities and differences in
art and destiny alike. Artists who were sometimes akin to one another
and sometimes vastly distanced. Opalka, a man of the world, living
in France, was labelled ‘one of our best-known artists outside Poland’
and also, in the opinion of the milieu, the most expensive, built up by
sensational media reports about purchases of works which had yet to
be created. Dr6zdz, an artist who, despite the recognition which was
crowned by his individual show at the Venice Biennale in 2003, re-
mained, first and foremost, ‘Stanistaw of Wroclaw’, with powerful ties
to his home city and the artistic circles in the Lower Silesian region.

Both artists were characterised by the extraordinary pertinac-
ity and determination of their approach to their own work, which had
its roots in conceptualism in both cases, although that was a classifica-
tion that the one objected to just as much as the other. Opatka worked
on one concept, his Counted Paintings, for decades, right up to his
death. In essence, it is a work indivisibly interwoven from three series
created in different media; paintings covered in rows of ascending
numbers, his voice counting off each number and successive black-
and-white photo portraits of the artist himself. Each of the numbers
was to be painted one per cent paler; at the same time, his voice faded
and his face aged. These three elements were what formed the envi-
ronment at an exhibition. The interpretation of this memento mori was
obvious and striking, which determined Opalka’s success.

Drézdz’s work cannot be so simply captured in a single expla-
nation. He intentionally presented himself as a poet and repeatedly
emphasised that, although his work was visually reminiscent of visual
art, it was, in itself, constantly poetry. He used language as the mat-
ter of his ‘Concept Shapes’, which was the name he consistently gave
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P. 1

Stanistaw Drézdz przy swojej pracy Bez tytutu (Zegary), 1978, fot. S. Drézdz |
Stanistaw Drézdz alongside his Untitled (Clocks), 1978, photo S. Drézdz

P. 2

Roman Opatka, Detail 587833 — 612463 (fragment), fot. M. Gardulski |
Roman Opalka, Detail 587833 — 612463 (fragment), photo M. Gardulski
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to his work for many years. His minimalist verbal-visual games were
not perverse trifling with language, but sudden flashes revealing an
unforeseen, thrilling meaning to ordinary words. Beginningend turn
out to be an inseparable unity, life and death fuse on a shared skeleton,
there is always something missing in In-Between. op and DO (FROM
and T0) take the measure of time and space alike. Hence, too, the fact
that his rigorous, systemic theory of combinations does not so much
prompt intellectual reflections as evoke an existential shiver.

With an incurable illness that had been with him since child-
hood, he experienced fading and waning with his own body on a daily
basis, but consistently avoided any kind of personal allusion whatso-
ever in his work. This is, perhaps, the greatest difference between his
work and Opatka’s, which was egotistically focused on recording his
own existence. His Counted Paintings count out the time of his indi-
vidual existence, like Witold Gombrowicz’s entry in his Diary, “Mon-
day. Me. Tuesday. Me. Wednesday. Me. Thursday. Me.”, but without
the Gombrowian self-irony. The identification of life and art is carried
out here to the full, to beyond their limits.

The attitudes of the two artists towards the present, that punc-
tum between ‘will be” and ‘was’, were also contrary. Opalka’s individu-
al works, and it is those which we usually see, refer to the present mo-
ment, the actual number introduced by the painter’s hand, the actual
sound of his voice and the actual appearance of his face. What ‘was’ can
only be seen when facing the entire work, which is normally dispersed.
The ‘will be’ never came into being, because the artist’s death prevent-
ed him from counting to the seven million numbers he had expected
to reach and, with that, the fading of that final figure into the white
background. Drézdz, however, condensed the image of passing into
the most obvious of forms; the hourglass. There, the present ‘is’, it has
been compressed into the narrow waist, it is the smallest, almost in-
significant in the face of the great ‘will be’ trickling into the great ‘was’.

Both artists were obsessive in measuring off time. Opatka
counted it off, completely subject to its progress. He was its pedan-
tic but helpless chronicler, inscribing, recording and waiting. Drézdz
tried, in various ways, to debate with time. He turned it upside down,
he resisted. In Clocks, devices designed to serve time served him in
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questioning the single-line, ruthlessly determined course of the hours

and minutes. It is one of the very few of his works, if not the only one,
where he reached for objects. Ready-made objects, ordinary alarm

clocks or wall clocks; several versions of the work exist. In the first

version, which he created at the Zaklad nad Fosa students’ club at

the Wroclaw University of Science and Technology, nine clocks were

arrayed in rows on a set of three shelves. They might well give the

impression of being broken and awaiting repair, because each one

shows a different time. The hands are missing entirely from some of
them. The impression of an old-fashioned watchmaker’s workshop is

borne out by the clock lying on the bottom shelf, its works and hands

removed. Yet it is not the mechanisms for counting time which have

been handed over for repair here, but time itself. Because does time

have to run clockwise? Could it not be otherwise? There are several al-
ternatives proposed on the shelves; clocks working ‘normally’, clocks

at a standstill, clocks running backwards and, finally, the clock which

has been taken to pieces. Other possibilities are shown in the verti-
cal columns; hour and minute hands in their places; clocks without
hands; two hour hands, one on the minute axis; two minute hands,
one on the hour axis; an hour hand alone, on the minute axis; an hour
hand on the minute axis and a minute hand on the hour axis; a minute
hand alone, on the hour axis; a minute hand alone, on its own axis;
and an hour hand alone, on its own axis.

It is thus possible to rebel against time’s ‘orderlinesses’, dis-
mantle them, overturn them and play with them. But destroying the
devices for measuring time does not make it possible to evade the
pressure of time, which propels us towards death.
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