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We are like dwarfs on the shoulders of giants, so that we can see more than they,
and things at a greater distance, not by virtue of any sharpness of sight on our
part, or any physical distinction, but because we are carried high and raised up

by their giant size.

Bernard of Chartres (ca. 1060—1125, France)

OLD MASTERS NEW PAINTINGS

80 Masterpieces and Art Works from the Collection of Ryszard Winicjus Varisella

The art collector and curator, Ryszard W. Varisella, has
been playing an active role in the world art for the last
forty years while pendling between Western Europe
and USA. His art-related reflections and experienc-
es serve as the ideological and artistic framework for
the most recent exhibitions curated by him in Poland.
From the exciting time of 1980s to the middle of the
following decade, Varisella acted in western hemi-
sphere in the role of a gallerist and collector. He then
focused on building his own collection of contemporary
art by international artists, years later supplemented it
with works of chosen Polish artists. In addition to his
collecting activities, Varisella vigorously engages as an
entrepreneur in Polish economy.

The stimulus for the exhibition was Varisella’s belief
that global art is currently making another giant leap
forward, one associated with the return of Expressionist
tendencies evident in the work of numerous artists,
typically painters of the younger generation. This belief
corresponds with the concept of art as an Expression of
its era, its Zeitgeist. It is not a coincidence that the en-
trance to Vienna’s Secession Building carries a motto
serving as a manifest: “Der Zeit Thre Kunst, der Kunst
Thre Freiheit,” which means “To every Age its Art, to
every Art its Freedom.”

Without a doubt, the 1980s events in the world art
field significantly influenced Varisella’s views and artis-
tic preferences, along with his collaboration with many
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influential figures of the international art scene, such as
gallerists, curators, and, above all, artists. I will refer to
this theme in greater detail below.

The turn of the 1970s and the 1980s witnessed
a paradigm shift of the cultural dominant in world
art: postmodernism began to replace modernism,
which seemed to have reached the end of its lifespan
due to a crisis of metanarratives. The key phenom-
enon typical of the art of that decade was the emer-
gence of currents related to Expressionism. As one
of the most important movements of the avant-garde
formation taking shape at the start of the twentieth
century, Expressionism was a clear reference point
for Neo-Expressionist tendencies — from a formal
and ideological perspective — starting with the Italian
Transavantgarde all the way to the German Neue Wilde
(New Wild Ones). The precursors of Expressionism,
which was born at the turn of the nineteenth and
twentieth centuries, included Vincent van Gogh,
James Ensor, and Edvard Munch, most known for his
iconic painting The Scream from 1893. Some scholars
point to relatively distant precursors such as El Greco
and even Matthias Griinewald, the first Expressionist
in Renaissance painting. Artists belonging to Die
Briicke (The Bridge) and Der Blaue Reiter (The Blue
Rider) groups certainly had a decisive influence on
the formation of the new direction in art. These art-
ists included: Wassily Kandinsky, Oskar Kokoschka,
Egon Schiele, Paul Klee, George Grosz, Franz Marec,
Robert Delaunay, Ernst L. Kirchner, Emil Nolde,
and later Max Beckmann, Francis Bacon, and Lucian
Freud. Expressionism also manifested itself in litera-
ture, theatre, film, and architecture. After the Second
World War, this new movement surfaced in a slight-
ly different manner in the work of artists engaged in
abstract Expressionism, suffice it to mention “action
painting” (a term coined by Harold Rosenberg). The
paintings of Pollock, de Kooning, Joan Mitchell, and
Francis Bacon, as well as the work of artists from the
CoBrA art group or Jean Dubuffet, all demonstrate
clear evidence of Expressionism — by that time al-
ready a historical movement. The audience of the time
considered Expressionist art as a scandalous rebellion
and opposition to the existing moral, social, and po-
litical order. Other factors that impacted the work of
artists included the anti-positivist European thought
from the turn of the nineteenth and twentieth cen-
turies (the philosophy of Nietzsche and Bergson, the
new psychology of Freud and Jung), as well as cer-
tain concepts of art historians, especially Riegl — with
his history of art as a reflection of the human spirit
or the concept of “Zeitgeist” — and Worringer, who
proclaimed the deliberate Subjectivism of Art and
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emphasized the role of intuition in the creative act.
Expressionist artists regarded creativity as an expres-
sion of their psychological experiences, whereas the
portrayed image of the world was to result from an
affective treatment of reality.

By intentionally drawing on tradition and quoting
from great masters, the new, postmodern art deliber-
ately removed itself from modernist scientism, empha-
sizing above all new narratives such as history, politics,
and ideology while abandoning its predecessor’s ambi-
tion to outline the frameworks of art. Art witnessed the
return to traditional disciplines, including easel paint-
ing and figurative sculpture. Artworks began to feature
evident references — also formal — to Expressionism or
Fauvism from the first decade of the twentieth centu-
ry. The formal characteristics of this new art included
the use of sharp, dissonant colour combinations, mo-
tif deformation or transformation, and coarse forms,
which was particularly evident in sculpture and the use
of non-traditional materials.

However, the entry of Neo-Expressionism on the
world art scene in the late 1970s ushered in the mod-
ernist era’s decline. Critics began to contest the previ-
ous art paradigm and undermine key distinguishing
features of avant-garde tendencies: the criterion of
novelty and the belief in the linear development of art.

Slogans announcing the end or death of art revealed
the prevailing sense of an era passing into oblivion. Of
course, such proclamations had no literal meaning. Art
was not dying; what became exhausted was the pre-
vious method of its understanding and the model of
its practicing. Likewise, it would be wrong to literally
read important concepts of interpreting artworks and,
more broadly, art itself, such as the proclamations of
the death of the author or the open work. Therefore, art
entered the post-artistic era, as concluded by the critic
and theoretician Jerzy Ludwinski.



Scholars agree that Neo-Expressionism reacted to
the exhaustion of scientistic conceptualism and min-
imalism. They regard the characteristic return to tra-
dition, figurative art, and traditional disciplines — pri-
marily easel painting — as the hallmarks of the new
postmodern cultural dominant. We must not lose sight
of the fact that the Neo-avant-garde also included fig-
urative tendencies such as pop art, hyperrealism, and
various types of new figuration in addition to the trends
mentioned above. This being said, the world of art
started witnessing a radical shift. This change, which
first began in Western art, was expressed in a return
to the concept of the traditional artwork understood as
a material carrier of meaning. Some hailed it as the re-
vival of painting, which, as a discipline, had previously
been overshadowed by conceptualism. A painting was
a painting once again, defined several decades earlier
by Maurice Denis as a flat surface covered with paint
in a specific order. The postmodern Mythos displaced
the modernist Logos. Rather than an ephemeral per-
formance or a record of a conceptual design for an
artwork, a tangible artwork could be sold more quick-
ly and more advantageously to an expanding circle of
affluent customers, who treated art purchases as a cap-
ital investment or an indicator of their social and finan-
cial status.

To better understand the reasons for the changes
occurring in art and the growing popularity of Neo-
Expressionism, we might be tempted to reconstruct
the arena of political, social, and economic changes of
the 1980s, which significantly impacted both art and,
importantly, the art market. At the time, the world was
divided into areas overseen by two opponents — the
Eastern Bloc, dominated by the USSR, and the Western
Bloc under the leadership of the USA. The Iron Curtain
was a reality — it was one of the consequences of the
Second World War — and it came into being as a border

between spheres of influence previously agreed upon
by global superpowers. In the 1980s, the Western
world saw conservative and neo-liberal politicians
coming to the fore and challenging the previously ad-
vocated welfare state model. The new economic poli-
cy, commonly referred to as Reaganomics in the USA
and Thatcherism in the United Kingdom, reinforced
the free-market model and moved away from state
interventionism. The implementation of such socioec-
onomic policies led to a considerable economic strati-
fication of Western societies. Although the number of
wealthy people and potential buyers of artworks in-
creased, there also increased the number of people on
low income. Such changes to social strata came at the
cost of shrinking the middle-income stratum. A rath-
er selective description of the cultural phenomena of
the second half of the twentieth century can be found
in the authoritative book by Fredric Jameson, with the
telling title Postmodernism, or, the Cultural Logic of
Late Capitalism.

The 1980s was also a period of tumultuous chang-
es in both the art market and artistic institutions. The
artistic geography was no exception. In the 1960s, New
York dethroned Paris to become the World’s Capital of
Art. The commonly accepted date of the cultural capi-
tal’s relocation to the USA is 1964 — the year in which
Robert Rauschenberg became the first American artist
to win the grand prize at the Venice Biennale. These
changes affected the entire global art market: with
its headquarters in New York, the American art mar-
ket assumed overall control, whereas Europe saw the
strengthening of Germany’s influence, with Cologne
at the helm. It is not any coincidence that today seen
as icons of postwar art world are Andy Warhol, the
American pop art celebrity, and the charismatic Joseph
Beuys, the author of the powerful motto “Kunst =
Capital.” (Art = Capital).

Every five years, the German town of Kassel has been
holding the world’s most prestigious review of contem-
porary art, known as the Documenta. Meanwhile, the
network of museums and galleries of modern art con-
tinued to expand considerably: the Museum Ludwig
in Cologne began to display one of the world’s most
important collections of works by Picasso, Surrealism,
Pop Art, the Russian avant-garde, and most important
Twentieth-Century Art.

Peter Ludwig and his wife Irene sold their chocolate
factory to achieve immortality by building the world’s
leading art collection and, consequently, a museum
bearing their name — Museum Ludwig. Paris recog-
nised defeat and in 1977 they opened the contempo-
rary art museum Centre Pompidou in a new contro-
versial building designed by Renzo Piano that today is

considered an icon of twentieth century architecture.
The first exhibition was titled Paris-Moscow, with
its excellent poster designed by Polish-born Roman
Cieslewicz.

Hot Line: New York — Cologne
It was in this cultural environment in the early
1980s — forty years ago — that Varisella engages in
the world art market. Having opened a gallery in
Nuremberg, he soon moves to Frankfurt am Main.
Varisella quickly catches the attention of the art
world, with the German Wolkenkratzer and the in-
fluential Artforum magazine naming him one of
the world leading young gallerists. He participates
in most prestigious Art Fairs, Cologne, Basel, and
Madrid. He was permanently on the way, circulat-
ing between Frankfurt, Cologne, and New York — the
hottest destinations of the art world. The cities es-
tablish an incredibly vibrant artistic relationship and
an exchange of art trends. Famous Galleriest Michael
Werner from Cologne joins forces with Mary Boone
in New York, where they host the American debut ex-
hibitions of Baselitz, Kiefer, Immendorff, Polke, and
other leading artists of the European avant-garde.
At the same time Julian Schnabel, Jean-Michael
Basquiat, Keith Haring, and Christopher Wool all
celebrate their first New York exhibitions. Andy
Warhol’s studio The Factory takes center stage. Robert
Mapplethorpe and Keith Haring soon die of AIDS,
Basquiat overdoses heroine, John Lennon is shot on
stairs of Dakota Building at Central Park, and Warhol
dies after a gallbladder surgery, complicated by the
gunshot wounds after assassination attempt some
years before. New York society is in an uproar.
Varisella likes to stays at the NY iconic Chelsea
Hotel; the one described by The New York Times
as a “roof for creative —
heads”. The hotel plays
host to stars from the
world of art, literature,
film, rock, and under-
ground culture. The
hotel rooms were host-
ed over the years: Jimi
Hendrix, Jim Morrison,
Sex Pistols, Iggy Pop,
Jane Fonda, Milos
Forman, Denis Hopper,
Stanley = Kubrick, Al
Pacino, Alice Cooper,
Chick Corea, or such
pairs of lovers as Janis
Joplin with Leonard
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Cohen! Basquiat with Madonna! Patti Smith with
Robert Mapplethorpe, or Arthur Miller with Marilyn
Monroe...

The list goes on with famous Artists: Andy Warhol,
Christo with Jeanne-Claude, Julian Schnabel,
Clemente, David Hockney, Jasper Jones, de Kooning,
Alex Katz, Claes Oldenburg, Jackson Pollock, Mark
Rothko, and many, many others.

Collecting art becomes an indispensable attribute of
celebrities. Among them is Donald Trump, who builds
Trump Tower in Manhattan, his temple of kitsch, and
then spectacularly went bankrupt. Until today, many
witnesses of those days consider the mad decade of the
1980s to be the best time for art and culture of New
York ever.

If I can make it there, I'm gonna make it anywhere,
it’s up to you New York, New York...

Across the ocean, in his Cologne gallery, Max
Hetzler is hosting the European premieres of American
rising stars: Jeff Koons, Haim Steinbach, Christopher
Wool, Cindy Sherman, Mike Kelly, and others...

Behind the glass facade of Pavilion Varisella in
Frankfurt am Main, Donald Judd takes photos of his
gigantic installation, capturing in the background the
just-opened Museum fiir Moderne Kunst (MMK) un-
der Jean Christoph Amman, former assistant to Harald
Szeemann and the one of the incredible art curators on
Varisella’s art path.

The young Varisella is an observer, witness, and
participant in the changes occurring in Western art,
its institutions, and the art market. To provide fund-
ing for an ambitious program aimed at promoting
young artists, Varisella trades works by Pablo Picasso,
Andy Warhol, Robert Rauschenberg, Gerhard Richter
and many other famous art stars of that time. His

- Frankfurt gallery hosts
solo exhibitions of the
representatives of the
avant-garde: Donald
. Judd, Franz E. Walther,
and Keith Sonnier. For
his exhibition, Donald
Judd designed large al-
uminium structures that
seemingly burst through
the gallery walls. The
structures were made in
Europe under Varisella’s
supervision and at his
expense. The exhibi-
tion of Isa Genzken also
achieved cult status. The
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then-wife of Gerhard Richter chose Varisella’s gallery
to exhibit her famous concrete windows for the first
time. Today, Isa Genzken is considered one of the
most influential artists in the world — according to
MoMA - and the Neue Nationalgalerie in Berlin has
in 2023 celebrated the artist’s seventy-fifth birthday
with her solo exhibition titled “75/75.”.

In the 1980s, Varisella had the opportunity to meet
and collaborate with many outstanding artists, art deal-
ers, and curators. One such individual was Leo Castelli,
a celebrated and respected American gallerist. Leo
Castelli is a legendary figure, the creator of a new mod-
el of gallery management and collaboration with art-
ists whom he provided with constant financial support.
The names of artists from Leo Castelli Gallery program
may leave you astounded: Leger, Picasso, Mondrian,
Kandinsky, Dubuffet... and their successors: Pollock,
de Kooning, Morris, Judd, Serra, and many, many oth-
er luminaries.

This being said, Leo Castelli achieved immortality
by discovering, creating and supporting of Pop Art with:
Andy Warhol, Roy Lichtenstein, Robert Rauschenberg,
Jasper Jones, James Rosenquist and others. Pop Art
was a new art movement that was American to its very
core.

Castelli with Varisella shared Italian roots. Leo was
for Ryszard a role model, his mentor and art guru. He
helped Ryszard to establish contacts in the American

art community, and supported him hosting a num-

ber of exhibitions by artists represented by Leo’s NY

Gallery.

Ryszard has always been guided by what Roy
Lichtenstein said about his gallerist: “Leo has all the
right instincts. He has enough business sense to keep
the gallery door open, but he is less interested in money
than he is in art. He is very much for the artists.”

While in Germany, Varisella represented art-
ists who regularly participated in Documenta: Franz
Erhard Walther, an influential artist and professor
at the Hamburg Kunstakademie and participant in
Documenta 5, 6,7, and 8; Jean Frederick Schnyder (CH)
who took part in Documenta 5 and 7; American paint-
er Lawrence W. Carroll who appeared at Documenta 9
and at the Venice Biennale.

Among others Ryszard had the opportunity to meet
and to cooperate with:

« Kasper Konig the legendary curator, later long-time
director of Cologne’s Museum Ludwig (2002—2012)
was supportive to the gallery program.

« Michael Werner, a Cologne-based gallerist who,
surrounded by a shroud of inaccessibility, intro-
duced a professional model of gallery management
to the European scene and secured an extraordinary
material status for his associated artists. Baselitz,
Liipertz, Immendorff, A.R. Penck, and Kirkeby were
the art princes of the time.

Exhibition Old Masters New Paintings (OMNP), 2024

« Famous Gallerist Konrad Fischer who studied paint-
ing with Go6tz and started out as an artist: “When
I paint, my name is Konrad Lueg.” Fischer was part
of an avant-garde group that included artists such
as Gerhard Richter, Sigmar Polke, Manfred Kuttner,
and Blinky Palermo. As they did not have a gallery
where they could display their art, they took mat-
ters into their own hands. They rented an empty
butcher’s shop and used the butcher’s hooks to hang
paintings during their first exhibition. Fischer later
became Europe’s most avant-garde, uncompromis-
ing, and influential gallerist. His first gallery was
housed just in the gate of a townhouse.

« Rolf Riecke from Cologne, with whom Varisella
worked closely in promoting American artists.
Together, they often listened to Wagner’s music,
which was indispensable also to many artists.

+ Colin de Land, a legend of the young generation NY
art scene. Colin together with his wife Pat Hearn (Pat
Hearn Gallery in New York) founded the Gramercy
International Art Fair, now called the Armory Show,
the first and biggest Art Fair in New York.

« Rudolf Zwirner in Cologne promoted together the
scandalous work of Blalla W. Hallmann.

« Ryszard’s close relation with jung and highly profes-
sional Swiss curator Christoph Schenker and with
the Foundation “Pro Helvetia” brought a row of ex-
hibitions with Swiss Avantgarde Artists, often their
premieres in Germany.

We should also highlight iconic exhibitions that
were instrumental in creating the legend of Neo-
Expressionism:

« 130E: Eleven Artist Working in Berlin, Whitechapel
Art Gallery, 1978, K. P. Brehmer, Christos
Joachimides;

+ A New Spirit in Painting, Royal Academy of Art,
London, 1981, Nicolas Serota, Norman Rosenthal,
Christos Joachimides;

« Zeitgeist, Martin Gropius Bau, Berlin, 1982/1983,
Norman Rosenthal, Christos Joachimides.

Top curators of this pioneering times are Harald
Szeemann (CH), Christos Joachimides (GR), Norman
Rosenthal (GB), Kasper Konig (GER) and Jean
Christoph Amman (CH).

THE EXHIBITION

Old Masters New Paintings Exhibition presents 80
Artworks and Masterpieces, all exclusively from the
Collection of Ryszard W. Varisella, by Polish and
Foreign Artists, the vast majority of whom are Painters.
As T wrote at the start of the introduction, the cura-
tor’s intention was to illustrate the phenomenon of

Lukas Zbroja x

Neo-Expressionism in the 1980s, inspired by the works
of the Old Masters, and to showcase the art of the
younger generations, which refers to new and histor-
ical Expressionism in a variety of ways. It is the work
of the youngest generation of artists that illustrates the
curator’s conviction that yet another transformation
of the art world is imminent, linked to the return of
Expressionist tendencies and the search for new means
of expression in painting.

Easel painting is becoming increasingly relevant.
When arranging the list of participants in the Old
Masters New Paintings Exhibition according to age,
we see three generations: the first one is the British lu-
minary Francis Bacon and the great four of the Neue
Wilde, the artists gathered around the cult Michael
Werner Gallery; the second one are Polish artists as-
sociated with New Expressionism, especially Gruppa
— the most influential Art Formation in Poland in the
1980/90s — and their precursor Edward Dwurnik; fi-
nally the third, young generation, whose work refer-
ences Expressionism in diverse ways, mainly in its for-
mal layer. Interestingly, a certain regularity is visible
in that young Polish artists primarily offer figurative
paintings, in contrast to foreign authors who use var-
ious, mainly non-figurative forms of expression. The
display of artworks by the older generation of artists
appears as a confrontation between the representatives
of the German Neue Wilde and the representatives of
the Polish New Expression movement. Moreover, the
selection of works provides an opportunity to demon-
strate similarities, especially in the formal area, but also
differences in the choice of the subject matter. The ex-
hibition reflects the dominance of Neo-Expressionism
in the popular art of the 1980s. Polish artists certainly
drew inspiration from the new West European move-
ment, but mainly on a formal level. In their works,



they commented on Polish reality. They created art in
a totalitarian state, where the institution of preventive
censorship was in place and martial law had been im-
posed several years previously. Although Polish artists
traveled abroad in the 1980s, only some succeeded,
and those who did had to overcome many obstacles
along the way. However, they were able to discover the
works of the Neue Wilde to give an example. Edward
Dwurnik, who wished to gain international experi-
ence, traveled to Germany, as did members of Gruppa:
Grzyb, Kowalewski, and Wozniak.

In keeping with the exhibition’s title, the curator
builds its narrative by accentuating the network of ide-
ological and formal connections between the work of
the generation of masters and their successors. The art-
works of the younger painters contain most references
to known iconographic motifs and to specific works by

the masters, which are reinterpreted or used as inspi-
ration for different variations on their theme. This in-
tertextual approach to constructing the work is charac-
teristic of a postmodern artistic attitude and practice.
The narrative of the exhibition begins with the icon-
ic work by Francis Bacon (1909—1992). As one of the
most prominent representatives of twentieth-century
expressive figuration, Bacon portrayed the condition of
modern people in an incredibly perceptive way. Bacon
created his famous triptych, Three Studies for Figures
at the Base of a Crucifixion, in 1944, during the mon-
strous Second World War. This was a time when World
heard the first mentions of the Holocaust, the sense
of danger to one’s life was omnipresent, and the pre-
vious system of values had been lost. The incalculable
numbers of victims and the enormity of the destruc-
tion speak for themselves. Bacon returned to this motif
in 1988 and painted the second version of this image.
A year later, he created another triptych based on the
painting in the form of a monumentall lithograph on
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the occasion of Bacon’s solo exhibition at the Centre
Pompidou in 1989.

Viola Caldeo (b. 1977) reinterprets Bacon’s iconic
1944 work in two ways. Although Caldeo creates a trip-
tych modelled compositionally on the original mas-
terpiece, she introduces an entirely different method
of depicting the figures and painting techniques. The
outlines of the figures are blurred, which gives the sil-
houettes an impression of movement and provides the
composition with an element of dynamism. The figures
undergo destruction: they decay, their matter disin-
tegrates and seems to be almost torn apart before the
viewer’s eyes. Does the present, cruel war in Ukraine
heighten the emotions Bacon felt in 1944 in relation to
the hell of the Second World War?

Caldeo’s sculptures Figura I and Figura III shown
at the exhibition are definitely inspired by Bacon’s trip-
tych, they looks like stepped down from his paintings.

She also reinterpreted Rubens’ famous work, The
Descent from the Cross (1612—1614, Antwerp), in one
of her other works. In her painting, Caldeo attempts to
portray the biblical scene as a certain process taking
place in a particular time and space. The triptych’s form
and the multiplicity of the scene are conducive to em-
phasizing the sequentiality and, therefore, temporality
and action in motion as depicted in Rubens’s painting,
which seems to be bringing the figures to life. Marcel
Duchamp materialised this method in his painting
Nude Descending a Staircase, No. 2 from 1912.

Another one of Francis Bacon’s famous paintings is
Study After Veldzquez’s Portrait of Pope Innocent X
(1953). The original image by Diego Velazquez is con-
sidered as the masterpiece of portraiture. Having seen
the finished artwork, the Pope was supposed to have
said that the portrait is too good. The painting is not
only a faithful portrayal of the Pope Innocent X but,
above all, insightful psychological study of his nature.
Bacon was obsessed with this portrait of Pope Innocent
painted by Velazquez and painted himself around fifty
versions of that image without ever seeing the original.
Bacon’s interpretations are dynamic compositions in
bright colours, which critics understand as a type of
brutal vivisection of the personality of the portrayed
Pope.

Lukas Zbroja (b. 1985) is yet another painter who
makes reference to the masterpieces of these two art-
ists by creating a series of paintings that are variations
on the originals by both, Velazquez and Bacon.

Zbroja made his pilgrimage to see the Portrait of
Pope Innocent X by Velazquez, which is on display at
the Doria Pamphilj Gallery, a private palace in Rome.

In addition to Bacon, the exhibition opens with the
four eminent artists of the Neue Wilde movement:

Exhibition Old Masters New Paintings (OMNP), 2024
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Georg Baselitz (b. 1938), Jorg Immendorff (1945—
2007), Marcus Liipertz (b. 1941), and A. R. Penck
(1939—2017). Baselitz is exhibiting his painting en-
titled Der Hase (Hare) from 1986. The motif of this
flighty animal appears frequently in the art history; we
find it, among others, in Beuys’s works, with the most
celebrated depiction of the Hare being the drawing by
Albrecht Diirer from 1502. This motif also recurs fre-
quently in Barry Flanagan’s sculptures.

The Hare is a metaphorical representation of the
situation of the artist in the modern world. It symbol-
izes elegance and grace of motion, as well as the tran-
sience and fragility of human life. Baselitz’s second
painting from 1988, entitled Maler Nitka, was a gift
and a token of recognition from Baselitz to Zdzistaw
Nitka (b. 1962), who established a correspondence
friendship with Baselitz. The exhibition includes an ex-
ample of an artistic response as part of this respectful
contact: in 2003, Nitka painted a picture entitled Elke
und G. Baselitz, Basel, depicting the Baselitzs based
on a photograph by the famous art scene photogra-
pher Benjamin Katz. Nitka also pays homage to an-
other great artist with his painting Homage d Markus
Liipertz from 2013.

Zbroja’s highly expressive pair of sculptures, enti-
tled Adam and Eve, are two monumental, rough works
in wood, partially painted and bearing unmistakable
evidence of axe and chainsaw work. These sculptures
were inspired by Masaccio’s famous Renaissance fres-
co, which depicts the expulsion of Adam and Eve from
paradise.

The motif of the eagle, the emblem of both, Poland
and Germany, appears in Jorg Immendorff’s painting
Auge um Adler (An Eye for an Eagle) from 1981. The
artwork paraphrases the principle of justice known
from the Code of Hammurabi: “an eye for an eye,

a tooth for a tooth.” Also Baselitz and Nitka frequently
use the motif of the eagle in their works.

Lukasz Sawicki’s (b. 1996) painting entitled Café
Poland is a reference to Immendorff’s famous Café
Deutschland series. Markus Liipertz placed his paint-
ing from 1999, or rather fresco, in a lead frame, which
he made specially for this purpose. Lead has a symbolic
meaning as it is linked to the myth of the philosopher’s
stone, a transmutation formula sought by alchemists
wishing to transform lead into gold.

Although Anselm Kiefer and Joseph Beuys also
used lead in their works, they imbued it with a differ-
ent meaning. The presentation of the artworks by the
four greats ends with paintings by A. R. Penck, who
created his own idiom of depicting the human figure
in the form of cartoon people, taking inspiration from
the runic alphabet, primitive ethnic and cave painting.

It is especially engaging to analyze the paintings of
Polish artists in juxtaposition to the works of the Neue
Wilde artists. Besides Zdzistaw Nitka, the exhibition
also features the canvases of Gruppa members (1983—
1989): Ryszard Grzyb (b. 1956), Pawel Kowalewski (b.
1958), Wlodzimierz Pawlak (b. 1957), Marek Sobczyk
(b. 1955), and Ryszard WoZniak (b. 1956).

This section closes with works by Edward Dwurnik
(1943—2018) and Lech Kolodziejczyk (b. 1953). Visitors
to the exhibition also have the opportunity to see the
valuable and immensely rare works by Kowalewski
and Pawlak from the period of their activity in Gruppa
in the 1980s. These artworks are a demonstration of
feelings and emotions, gestural representation, and
color diversity. Pawlak’s painting Kochaé, jak to Eatwo
Powiedzieé¢ (It’s So Easy to Say I Love You) from 1986
uses vibrant and warm colours of love. This is an excep-
tionally important self-portrait of Pawlak as a groom
offering his open heart to the bride.



In his painting from 1988 entitled Moi Przyjaciele na
tle moich Przodkéw (My Friends Against the Images of
My Ancestors), Pawel Kowalewski chooses a harmoni-
ous colour composition to depict his friends and mem-
bers of the Gruppa formation, namely Ryszard Grzyb
and Marek Sobczyk. Two paintings by Ryszard Grzyb
from 1991 — same formats and titles — Nosorozec i mo-
tyle (Rhinoceros and Butterflies) are canvases painted

with a refined colour palette and broad strokes, com-
bining elements of abstraction and figuration. Pawlak’s
second painting, Partytura do Baletu Sokrates (Score
for the Ballet Socrates; 2014), formally different from
the author’s first canvas, is a dynamic abstract compo-
sition featuring patches of splashed colour. The com-
parison of the two paintings by Pawlak highlights the
differences in the artist’s approach to painting.

The following three artists demonstrate a shared ar-
tistic attitude in their works representing the tradition
of action painting and drip painting: Edward Dwurnik
and his unique work No. 108 (2002), Lech Kolodziejczyk
in Rapsodie Kosmiczne (Space Rhapsodies) (2009 —
2022), and Wlodzimierz Pawlak in Partytura do baletu
Sokrates (2014).

The exhibition includes paintings by Edward
Dwurnik created between 1984 and 2002 and works
by Zdzistaw Nitka from the period between 2003 and
2023. Comparing the two paintings by Dwurnik and
Nitka seems an interesting endeavour. The works
verge on the macabre and feature the motif of a deadly
tool — an axe. The first painting by Dwurnik, entitled

My Head (1984), depicts the author holding his own
chopped-off, laughing head, while the second paint-
ing by Nitka, entitled Czerwona siekiera z cyklu
Bohaterowie (The Red Axe from the Heroes Series)
2023, depicts a figure with a bloody axe in their hand.
Dwurnik’s painting testifies to his peculiar sense of hu-
mour and, similarly to the aforementioned artworks
by Gruppa members from the 1980s, reflects the ar-

tistic atmosphere of that decade, which was domi-
nated by New Expression. Dwurnik’s other paintings
are his regular portraits or collective representations
of workers, for instance, Warsaw Steelworker, from
the Workers series (1989), as well as iconography,
partly supplemented by the author with imaginative
elements of architectural landscapes, with a charac-
teristic horror vacui composition Krucyfiks (Crucifix)
and Jezus na Wsi (Jesus in the Countryside) from
1990. Dwurnik’s last work shown at the exhibition is
the spectacular Abstract Composition No. 108 from
2002. This work, which employs the drip painting
technique, is a variation on the theme of action paint-
ing and Jackson Pollock oeuvre.

Apart from the religious-themed painting Dwaj
uczniowie idq do Emaus (Two Disciples on the Road
to Emmaus, 2003), Zdzistaw Nitka’s works express the
artist’s fascination with the work of Liipertz, Penck,
and Max Beckmann. Significantly, all the representa-
tions visible in Nitka’s paintings have dark, distinctive
contours inspired by the precursor of Neue Wilde, Max
Beckmann, or Ernst Ludwig Kirchner.
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Lech Kolodziejczyk (1953) has been steadily work-
ing on the canvases from the series entitled Rapsodie
Kosmiczne (Cosmic Rhapsodies) since the 1990s.
Kolodziejczyk represents the older group of artists on
display. His abstract paintings, with dynamic and en-
ergetic compositions and warm, lively colours, might
evoke images of the universe exploration using in-
creasingly technologically advanced astronomical in-
struments. Kolodziejczyk uses sweeping movements
to paint our sub material world, an abstract universe,
to compose powerful galactic symphony. His abstract
Expressionism corresponds vividly with the exhibited
works of the young generation of West European art-
ists, such as Chris Succo and Ida Ekblad.

As I have mentioned earlier, the third and youngest
generation includes both Polish and foreign artists. This
group comprises Chris Succo (b. 1979), Ida Ekblad (b.
1980), Viola Caldeo (b. 1977) and Ina Gerken (b. 1987).
In the works by Ekblad, a Norwegian artist, we find an
evident reference to American Abstract Expressionism
(Joan Mitchell) and the CoBrA group, whereas in Ina
Gerken’s paintings, we also notice the influence of ges-
ture painting combined with elements of geometry.
Chris Succo’s work also has its roots in action painting.
This generational Polish group is primarily known for
its figurative painting. Pola Dwurnik (b. 1979) paints
with flair, often depicting birds, bones, feathers, or ani-
mals, as exemplified in her work Queen of the Monkeys
or Sex Slave (2012). Lukas Zbroja, on the other hand,
paints with express gesture manner, using sophisticat-
ed and sweeping strokes often resembling the impasto
technique and using deep contrasting colours.

Lukasz Sawicki expresses himself freely in both
abstract and figurative painting. His abstract images

featuring a dynamic composition evoke associations
with plant forms or images of the digital world. His
figurative works include elaborate symbolism and an
extensive network of references to historical images,
signs, representations, and philosophy, but also to an
intellectualizing, disturbing, and at times pessimistic
vision of an overly technologized and pixelated reality.
The digital world undergoes disruption, pixels replace
real bodies, and the matter disintegrates and gets lost
in transmission.

Katarzyna Kukula (b. 1987) paintings are figura-
tive and feature a dynamic composition and saturated,
bright colours. Kukula presents her own perception of
the world, sometimes in an incredibly brutal and nat-
uralistic way, often from the perspective of a woman
who is perceptive, critical, strong, and self-aware. Her
paintings frequently draw on autobiographical and ro-
mantic themes, describing her experiences, emotions,
feelings and traumas. Her self-portrait, Heil Smile
(2023), is a poignant image of the artist with a forced
grimace of a smile through tears.

Rubens found inspiration in the Italian Renaissance,
in Titian, Michelangelo, and Caravaggio, as did El
Greco. Picasso found inspiration in Velazquez, while
Bacon was inspired by Picasso, Velazquez, Goya,
and Griinewald. Zbroja is seeking inspiration from
Griinewald, Velazquez, Bacon, and Masaccio. Liipertz
is inspired by Picasso, the Neue Wilde artists by the
Expressionists, Polish Gruppa by Neue Wilde, and so
on and so forth...

The wheel of art history keeps on turning, crossing
new boundaries, generating experiences and achieve-
ments for the coming generations and new paintings.

OLD MASTERS, NEW PAINTINGS

The exhibition Old Masters, New Paintings is undoubt-
edly a result of the curator’s arbitrary choices inspired
by his artistic interests and fascinations. The link that
binds together the works on display is their references
to Expressionism and Neo-Expressionism, embodied
in many different forms. Furthermore, the exhibition
unobtrusively highlights the globalization of art and
the mechanisms governing the art world. Moreover, the
exhibition addresses the presence/absence of Polish
art in foreign collections — and vice versa — as well as in
the process of international exchange of cultural goods
and values. Considering Varisella’s experience in build-
ing bridges between European and American art, we
may easily consider the Old Masters, New Paintings
Exhibition as a curatorial attempt to construct a bridge
between Polish and International Art.

Romuald Krzysztof Bochynski



JesteSmy kartami, ktorzy wspieli sie na ramiona olbrzymoéw. W ten sposob
widzimy wiecej 1 dalej niz oni, ale nie dlatego, azeby wzrok nasz byt bystrzejszy
lub wzrost stuszniejszy, ale dlatego iz oni dZzwigajq nas w gore i wynoszq na

wysokosé.

Bernard z Chartres (ok. 1060-1125, Francja)
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80 Arcydziel i Dziel Sztuki z kolekcji Ryszarda Winicjusza Variselli

Zarysowane ramy ideowe i artystyczne wystawy przez
Kolekcjonera i Kuratora Ryszarda W. Variselle sa wy-
nikiem jego przemys$len i doswiadczen zwigzanych
z aktywno$cia w Swiecie sztuki od czterdziestu juz lat,
glownie w Europie Zachodniej i USA, gdzie od poczat-
ku goracych lat 1980otych do potowy nastepnej dekady
wystepowal w roli galerzysty i kolekcjonera a pézniej
gléwnie jako tworca wlasnej kolekeji sztuki wspdlcze-
snej, obejmujacej dziela artystéw miedzynarodowych,
poZniej rowniez polskich. Obok dzialalno$ci kolekejo-
nerskiej prowadzi takze ozywiona aktywno$é w obsza-
rze gospodarczym.

Impulsem do przygotowania pokazu bylo prze-
$wiadczenie kuratora, ze dzi§ znowu jeste-
$my $Swiadkami nowego przelomu w sztu-
ce Swiatowej, zwigzanego z nawrotem
tendencji ekspresjonistycznych, uwidacz-
niajgcej sie w tworczosci wielu artystow,
gtownie w domenie malarstwa, zwlaszcza
najmlodszego pokolenia. To przekonanie
koresponduje z koncepcja sztuki jako wy-
razem kondycji epoki, w jakiej powstaje
(pojecie Zeitgeist) bo nie bez powodu na-
pis — manifest — na gmachu Wiedenskiej
Secesji glosi: Der Zeit Ihre Kunst, der
Kunst Ihre Freiheit (Kazdemu Czasowi
jego Sztuka, kazdej Sztuce Wolnos¢).

Niewatpliwie na ksztaltowanie sie pogla-
déw i preferencji artystycznych Kuratora
znaczacy wplyw wywarly wydarzenia roz-
grywajace sie w polu $wiatowej sztuki w de-
kadzie lat 1980tych jak rowniez znajomos$é
i wspolpraca z wieloma waznymi i wplywo-
wymi postaciami miedzynarodowej sceny
artystycznej, gléwnie galerzystami, kura-
torami i przede wszystkim artystami. Ten
watek omowie szerzej w dalszej czesci tek-
stu.

Przelom lat 1970./1980. w sztuce Swiatowej przy-
ni6st paradygmatyczng zmiane dominanty kulturowej
— miejsce wyczerpujacego swoja zywotno$¢ moder-
nizmu (kryzys metanarracji) zaczal zajmowac post-
modernizm. Najwazniejszym, charakterystycznym
dla sztuki tej dekady zjawiskiem bylo pojawienie sie
nurtébw nawiazujacych do ekspresjonizmu. Ten wila-
$nie kierunek, jeden z kilku najwazniejszych w lo-
nie ksztaltujacej sie na poczatku XX stulecia for-
macji awangardowej, byl czytelnym pod wzgledem
formalnym, jak tez i ideowym, punktem odniesienia
dla neoekspresjonistycznych tendencji, poczawszy
od wloskiej Transawangardy do niemieckich Nowych

2 ﬂ-._'I L - -_-—: i \ -
AN S

Ll

Lukas Zbroja, Lukasz Sawicki, Viola Caldeo, Lech Kolodziejczyk, Ryszard W. Varisella
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Dzikich. Ekspresjonizm narodzil sie na przelomie XIX
i XX stulecia, a za prekursoréw tego kierunku uwaza
sie Vincenta van Gogha, Edvarda Muncha (ikoniczny
obraz Krzyk, 1893) i Jamesa Ensora. Niektorzy bada-
cze wskazujg tez na dalekich protoplastéw — El Greca
a nawet Matthiasa Griinewalda, pierwszego ekspresjo-
niste renesansu ale i w w ogdle w dziejach malarstwa.
Decydujacy wplyw na ksztaltowanie sie nowego kie-
runku wywierali arty$ci skupieni w grupach Die Briicke
(Most) i Der Blaue Reiter (Blekitny Jezdziec), a wérod
nich: Wassily Kandinsky, Oskar Kokoschka, Egon
Schiele, Paul Klee, George Grosz, Franz Marc, Robert
Delaunay, Ernst L. Kirchner, Emil Nolde, a w latach
pozniejszych Max Beckmann, Francis Bacon, Lucian

Freud i inni. Przejawial sie¢ on takze m.in. w literatu-
rze, teatrze, filmie, architekturze. Ro6wniez w sztuce
po II wojnie jego wplyw manifestowat sie w odmienny
nieco sposdb w tworczosci artystow uprawiajacych eks-
presjonizm abstrakcyjny (action painting, czyli malar-
stwo gestu, wedlug okreSlenia Harolda Rosenberga).
Bez watpienia czytelne oddzialywanie ekspresjonizmu,
tego historycznego juz wtedy kierunku jest widoczne
w malarstwie Pollocka, de Kooninga, Joan Mitchell,
Francisa Bacona, tworczosci artystow z grupy CoBrA
czy Jeana Dubuffeta. Skandalizujaca dla wspolczesnych
tworczoé¢ ekspresjonistow, przejawiajaca sie w roz-
nych formach, byla odczytywana jako bunt i sprzeciw
wobec istniejacego porzadku moralnego, spolecznego



czy politycznego. Na postawe artystobw wywarly tez
wplyw antypozytywistyczna mys$l europejska przelo-
mu XIX i XX wieku (filozofia Nietzschego i Bergsona,
nowa psychologia Freuda i Junga), jak rowniez nie-
ktore koncepcje historykow sztuki, zwlaszcza Riegla
(dzieje sztuki jako odzwierciedlenie ludzkiego ducha,
koncepcja Zeitgeist) i Worringera, gloszacych progra-
mowy subiektywizm sztuki i podkreélajacych role intu-
icji w akcie tworczym. Dla ekspresjonistow tworczosé
byla wyrazem ich psychicznych przezy¢, a kreowany
obraz $§wiata byl wynikiem emocjonalnego, afektywne-
go traktowania rzeczywistosci.

OczywiScie nowa postmodernistyczna sztuka, czer-
piaca programowo z tradycji, chetnie siegajaca po cy-
taty z dorobku wielkich klasykéw, programowo odci-
nala sie od modernistycznego scjentyzmu, akcentujgc
przede wszystkim nowe narracje (np. historia, polityka,
ideologia), rezygnujac z ambicji swojej poprzedniczki
do nakreé$lania ram sztuki. Nastgpil powrét do trady-
cyjnych dyscyplin, w tym malarstwa sztalugowego czy
figuratywnej rzezby. Rowniez w warstwie formalnej
odniesienia do sztuki ekspresjonistow czy fowistow
z pierwszej dekady XX wieku sa czytelne. Stosowanie
ostrych, dysonansowych zestawiefi kolorystycznych
w malarstwie, deformacja, czy tez przeksztalcanie mo-
tywu, programowa surowo$¢ form, uwidaczniajaca sie

zwlaszcza w rzezbie, a takze sieganie po nietradycyjne
tworzywa sa formalnymi wyr6znikami nowej sztuki.

Pojawienie sie na Swiatowe] scenie artystycznej
pokoleniowej formacji nowego ekspresjonizmu (neo-
ekspresjonizmu) w koncu lat 1970. kontaminowalo
jednak z procesem schylku epoki modernistyczne;j.
Dotychczasowy paradygmat sztuki byl kontestowany
i krytykowany. Podwazano jeden z najwazniejszych
wyréznikéw tendencji awangardowych — kryterium
nowosci, oraz przekonanie o linearnym rozwoju sztuki.

Dominowalo poczucie odchodzenia do historii pew-
nej epoki wyrazane w hastach konca lub wrecz $§mierci
sztuki.

Sztuka jednak nie umierata, wyczerpywal tylko swo-
ja atrakcyjno$¢ dotychczasowy sposéb jej rozumie-
nia i model jej uprawiania. Podobnie bledem byloby
doslownie traktowaé wazne koncepcje interpretacji
dziela, a wlaSciwie szerzej: sztuki, wyrazone w hastach
$mierci autora, czy tez dziela otwartego. Sztuka zatem,
jak definiowal jej 6wczesna sytuacje krytyk i teoretyk
Jerzy Ludwinski, znalazla sie w epoce postartystyczne;j.

Przyjmuje sie, ze neoekspresjonizm byl reakcja na
wyczerpujacy swoja atrakcyjno$c scjentystyczny kon-
ceptualizm i minimalizm, a charakterystyczny powrot
do tradycji, do sztuki figuratywnej oraz tradycyjnych
dyscyplin, przede wszystkim malarstwa sztalugowego,
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traktuje sie jako wyrdzniki nowej postmodernistycz-
nej dominanty kulturowej. Nie mozna jednak tracié
z pola widzenia oczywistego faktu, ze w obrebie neo-
awangardy, obok wspomnianych wcze$niej kierun-
kow, miescily sie takze tendencje figuratywne, jak np.
pop-art, hiperrealizm, czy r6znego rodzaju nowe figu-
racje. Nastapil jednak w sztuce $§wiatowej, a wladciwie
najpierw zachodniej radykalny zwrot, wyrazajacy sie
powrotem do koncepcji tradycyjnego dziela sztuki, ro-
zumianego jako materialny no$nik znaczen. Niektorzy
uwazaja, ze nastapilo wtedy odrodzenie malarstwa,
ktore jako dyscyplina pozostawalo w cieniu koncep-
tualizmu. Obraz stal sie na powr6t obrazem, definio-
wanym kilkadziesiat lat wczeéniej przez Denisa, jako
plaszczyzna pokryta farbami w okre$lonym porzadku.
Modernistyczny Logos zostal wyparty przez postmo-
dernistyczny Mythos. Materialne dzielo sztuki, a nie
efemeryczny happening czy performance, lub zapis
projektu konceptualnego dziela, mozna bylo szybciej
i drozej sprzedal poszerzajacemu sie gronu zamoz-
nych klientéw, ktorzy zakupy dziet sztuki traktowali
jako lokate kapitalu czy tez wyré6znik ich statusu spo-
lecznego i majatkowego.

Dla lepszego jednak poznania przyczyn zachodza-
cych wtedy zmian w sztuce i rosnacej popularnosci
neoekspresjonizmu, mozna pokusi¢ sie o zrekonstru-
owanie pola przemian polityczno-spoteczno-ekono-
micznych dekady lat 1980., ktére wywarly znaczny
wplyw i na sztuke, i co wazne, na rynek sztuki. Swiat by}
wtedy podzielony na dwa gléwne, rywalizujace ze soba
bloki — wschodni, zdominowany przez 6wczesny ZSRR,
oraz zachodni z przywédztwem USA. Zelazna kurtyna
jako jedna z konsekwencji II wojny Swiatowej byla fak-
tem, i powstala jako granica miedzy wczeéniej uzgod-
nionymi przez wielkie mocarstwa strefami wplywow.
W latach 1980. do glosu w $§wiecie zachodnim dochodza
politycy konserwatywni i neoliberalni, podwazajacy
dotychczas lansowany model panistwa dobrobytu (wel-
fare state). Nowa polityka ekonomiczna w USA zwana
zloSliwie reaganomika, a w Wielkiej Brytanii tchatche-
ryzmem, umacniala model wolnorynkowy i odchodzila
od panstwowego interwencjonizmu. W wyniku prowa-
dzenia takiej polityki spoleczno-gospodarczej nastapi-
lo znaczne ekonomiczne rozwarstwienie spoleczenstw
zachodnich. Powiekszyla sie warstwa ludzi zamoznych,
czyli potencjalnych nabywcow dziel sztuki, ale tez
wzrosla liczba 0sob o niskich dochodach. Oczywiscie,
odbylo sie to kosztem zmniejszenia warstwy $rednioza-
moznych. Opis, do$¢ wybiorczy, zjawisk zachodzacych
w kulturze II potowy ubieglego stulecia mozemy zna-
lez¢ w kanonicznej juz dzi$ ksiazce Fredrica Jamesona,
pod wymownym tytulem: Postmodernizm, czyli logika
kulturowa péznego kapitalizmu.

Dekada lat 80. to takze okres burzliwych przemian
zar6wno na rynku sztuki, jak rowniez w instytucjach
Artworldu. Zmienia sie takze geografia artystyczna.
Stolica sztuki zostat juz w latach 60. Nowy Jork, detro-
nizujac Paryz. Za umowna, ale i wymowna, date zmiany
Swiatowego centrum sztuki przyjmuje sie rok 1964, kie-
dy to Robert Rauschenberg jako pierwszy Amerykanin
otrzymuje na weneckim Biennale gléwng nagrode
Grand Prix. Zmiany wplywaja na §wiatowy rynek sztu-
ki — amerykanski z Nowym Jorkiem staje sie najwaz-
niejszy, w Europie umacnia swoja pozycje niemiecki
z Kolonia na czele. To nie przypadek, ze postaciami,
dzi$ ikonicznymi w sztuce powojennej stali sie: Andy
Warhol — amerykanski Popartowy artysta-celebryta,
a w Europie charyzmatyczny Joseph Beyus, autor de-
wizy Kunst = Kapital.

W Niemczech, w Kassel co pie¢ lat odbywa sie
Documenta, najwazniejszy przeglad sztuki $wiatowe;j.
Za kilkana$cie lat sie¢ muzeow i galerii sztuki wspoéteze-
snej znacznie sie zagesci, powstanie Muzeum Ludwiga
w Kolonii, pokazujace jedna z najwazniejszych $wia-
towych kolekcji Picassa, Surrealizmu, Pop Artu,
Rosyjskiej Awangardy, Sztuki XX wieku...

Peter Ludwig z zong Irene sprzedaja swoja fabryke
czekolady aby osiggnaé nie$miertelnoé¢ poprzez bu-
dowe wybitnej kolekcji §wiatowej sztuki awangardy,
a w konsekwencji zalozenie Muzeum swojego imienia
— Ludwig Museum Koln.

Paryz nie daje za wygrana, w 1977 roku zostaje
otwarte Centrum Pompidou w awangardowym budyn-
ku budzacym wielkie kontrowersje, a dzi§ uznanym za
ikone architektury XX wieku autorstwa Renzo Piano.
Pierwsza wystawa nosi tytul Paryz — Moskwa, a Swietny
plakat do niej zaprojektowal Roman Cieslewicz.
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Hot Line: New York — Cologne

W takim wlasnie otoczeniu na poczatku lat 8o-tych,
czterdzie$ci lat temu, rozpoczat swoja aktywnos$é
na rynku sztuki Ryszard Varisella. Otworzyt galerie
w Norymberdze by wkrdtce przeniesc sie do Frankfurtu
nad Menem. Szybko zostal dostrzezony, wplywowy ma-
gazyn Artforum zalicza go do $wiatowej czoléwki mlo-
dych galerzystow, tak samo niemiecki Wolkenkratzer.
Bierze udzial w elitarnych targach sztuki w Kolonii,
Bazylei, Madrycie. Szukajac $wietego grala sztu-
ki podrbzuje, zmienia miejsca pobytu, krazy miedzy
Frankfurtem, Kolonig a Nowym Jorkiem. To najgoret-
sze hot spoty sztuki na $wiecie.

Miedzy tymi miastami rozwinela sie niezwykle go-
raca relacja i wymiana wspoélezesnych trendéw sztuki.
Michael Werner z Kolonii polaczyt sily z Mary Boone
w Nowym Yorku, gdzie organizuja amerykanskie pre-
mierowe wystawy Baselitza, Kiefera, Immendorffa,
Polke i innych czolowych artystéw europejskiej awan-
gardy.

Swoje pierwsze wystawy w N.Y. celebruja Julian
Schnabel, Jean-Michael Basquiat, Keith Hearing,
Christopher Wool. Factory Warhola stanowi epicen-
trum sceny. Robert Mapplethorpe, Keith Herring
wkroétce umrg na AIDS, Basquiat przedawkuje hero-
ine, John Lennon zostanie zastrzelony na schodach
Dakota Building przy Central Parku, a Warhol umrze
na stole operacyjnym przy usuwaniu wyrostka — to
poklosie ran postrzalowych odniesionych w zamachu
sprzed lat.

New York lat 8otych, scena gotuje sie, wrze i kipi.

W NY Ryszard zatrzymuje sie w kultowym Hotelu
Chelsea (“Roof for creative heads” NYT) ktéry goSci
scene: gwiazdy sztuki, literatury i filmu, rocka, under-
groundu. Wszyscy nocuja tam lub wpadaja odwiedzi¢
przyjaciél jak Andy Warhol.
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A na przestrzeni lat sg wérdd nich: Jimi Hendrix,
Jim Morrison, Sex Pistols, Iggy Pop, Alice Cooper,
Chick Corea, czy stynne pary kochankow:

Janis Joplin + Leonard Cohen! Madonna + J-M
Basquiat! Marylin Monroe + Artur Miller, czy Patti
Smith + Robert Mapplethorpe.

Gwiazdy Hollywood: Jane Fonda, Milos Forman,
Denis Hoper, Stanley Kubrick, Al Pacino... dalej mega
ArtySci: Christo + Jeanne-Claude, Julian Schnabel,
Clemente, David Hockney, Jasper Jones, de Kooning,
Leo Katz, Claes Oldenburg, Jackson Pollock, Mark
Rothko and many, many others...

Kolekcjonowanie sztuki staje sie nieodzownym atry-
butem celebrytow, wérdd nich bryluje Donald Trump,
ktéry na Manhattanie buduje “Trump Tower” — swoja
$wigtynie kiczu, po czym spektakularnie plajtuje...

... do dzisiaj wielu $wiadkéw tamtych dni uwaza
ze tamte szalone lata 80. to najlepszy okres fermentu
sceny kultury i sztuki w historii Nowego Yorku. Frank
Sinatra miatl racje $piewajac:

If I can make it there, 'm gonna make it anywhere,
it’s up to you New York, New York...

Po drugiej stronie oceanu, w kolonskiej Galerii
Max Hetzler swoje europejskie premiery maja z kolei
Jeff Koons, Haim Steinbach, Christopher Wool, Cindy
Sherman, Mike Kelly i inni przedstawiciele nowej ame-
rykanskiej awangardy.

Za szklang fasadg Pawilonu Galerii Ryszard
Varisella we Frankfurcie nad Menem Donald Judd robi
zdjecia swojej ogromnej aluminiowej instalacji, w tle
uchwyci otwierajace sie wlaénie Museum fiir Moderne
Kunst (MMK) pod wodza Jean Christopha Ammana,
bylego asystenta Haralda Szeemanna i kolejnego wiel-
kiego kuratora sztuki na drodze Ryszarda.

Mlody galerzysta jest obserwatorem, $wiadkiem
i uczestnikiem zmian zachodzacych w samej sztuce
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zachodniej, jej instytucjach, jak réwniez na rynku. Aby
zapewni¢ finansowanie ambitnego programu promo-
¢ji mlodych artystow handluje dzielami Pabla Picassa,
Andy’ego Warhola, Roberta Rauschenberga, Gerharda
Richtera i innych gwiazd tamtego czasu. We frankfurc-
kiej galerii organizuje wystawy indywidualne awan-
gardy: Donalda Judda, Franza E. Walthera czy Keitha
Sonniera. Judd na swoja wystawe specjalnie zaprojek-
towal duze kubusy aluminiowe, ktére doslownie wy-
peily, wrecz rozsadzily ekspozycyjne wnetrze, a ktore
zostaly wykonane w Europie pod nadzorem galerzysty
i przez niego sfinansowane. Status kultowej osiggnela
tez wystawa Isy Genzken, dwczesnej zony Gerharda
Richtera, ktéra po raz pierwszy u Ryszarda pokaza-
la swoje slynne betonowe okna. Dzisiaj Isa Genzken
uznawana jest za jedna z najwazniejszych i najbardziej
wplywowych artystek na Swiecie (wedtug MoMA NY),
a 75 rocznice urodzin Artystki znakomicie w zeszlym
roku uhonorowala wystawa indywidualng pt. 75/75
Neue National Galerie w Berlinie.

W latach 80-tych Ryszard mial okazje poznaé
i wspolpracowaé z wybitnymi nie tylko artystami, ale
marszandami i kuratorami. Z pewnoScia wielkie wra-
zenie wywarla na nim znajomo$¢ i wspolpraca z Leo
Castelli, wtedy najbardziej znanym i wplywowym ga-
lerzysta USA. Dzi$ Leo Castelli to postaé mega legen-
darna, twoérca nowego modelu zarzadzania galeria
i wspolpracy z artystami, ktérym wyplacat stale wspar-
cie finansowe. Program Galerii Leo Castelli przyprawia
o zawrot glowy: Leger, Picasso, Mondrian, Kandynsky,
Dubuffet... oraz ich nastepcy: Pollock, de Kooning,
Morris, Judd, Serra, i wielu, wielu innych galacticos...

Ale nie$miertelno$¢ jako Galerzysta i Odkrywca
Castelli osiagnal wspoltkreujac nowy kierunek w sztu-
ce, bardzo amerykanski Pop Art: Andy Warhol, Roy
Lichtenstein, Robert Rauschenberg, Jasper Jones,
James Rosenquist...

Castelli jest z pochodzenia Wlochem tak jak Varisella
i szybko znajduja wspdlny jezyk... Nowojorczyk poznal
go z Andym Warholem ktéry pochodzil z Eemkow.

Castelli byt wzorem, niemalze guru, ale takze men-
torem Ryszarda. Umozliwil mu nawigzanie kontaktow
w §rodowisku amerykanskim, co zaowocowalo organi-
zacja we frankfurckiej galerii szeregu wystaw artystow
z programu Galerii Leo Castelli.

Drogowskazem Ryszarda zawsze byly slowa Roya
Lichtensteina jakie wypowiedzial o swoim galerzyscie:

“Leo has all the right instincts. He has enough busi-
ness sense to keep the gallery door open, but he’s less
interested in money than he is in art. He is very much
for the artists”.

W Niemczech mlody galerzysta reprezentowat ar-
tystow ktbrzy regularnie brali udziat w Documenta, m.

in.: Franza Erharda Walthera, wplywowego artyste,

profesora hamburskiej Kunstakademie — uczestnika

Documenta5; 6 ; 718, Jean Fredericka Schnydera (CH)

— Documenta 5 i 7, amerykanskiego malarza Lawrence

W. Carroll — Documenta 9 i Biennale w Wenecji.

Wspolpracowal z legendarnym kuratorem Kasperem

Konigiem, p6zniejszym wieloletnim dyrektorem ko-

lonskiego Muzeum Ludwiga (2002-2012). Poznal

Michaela Wernera, kolonskiego galerzyste, ktory, oto-

czony nimbem niedostepnoSci, wprowadzil profesjo-

nalny model zarzadzania galerig na scenie europejskiej,

a artystom z nim zwigzanym zapewnil niezwykly status

materialny. Baselitz, Liipertz, Immendorff, A.R. Penck,

Kirkeby to byli 6wczeéni ksigzeta sztuki.

Na licie zaprzyjaznionych galerzystow z ktorymi

Ryszard wspoélpracowal znajdziemy legendy:

« Konrad Fischer z Diisseldorfu. Fischer studiowal
malarstwo u Gotza i byl najpierw artysta — ,kie-
dy maluje, moje imie jest Konrad Lueg”. Dzialal
on w awangardowej grupie wspélnie z artystami:
Gerhard Richter, Sigmar Polke, Manfred Kuttner
oraz Blinky Palermo. Poniewaz nie mieli galerii kt6-
ra by ich reprezentowala to wzieli sprawy w swoje
rece — wynajeli pusty sklep miesny i zorganizowali



pierwsza wystawe wieszajac obrazy na hakach rzez-
niczych...Fischer zmienit fach zostajac najbardziej
awangardowym, bezkompromisowym ale i wplywo-
wym galerzystg Europy... jego pierwsza galeria mie-
Scila sie w przejéciowej bramie kamienicy...

« Rolf Riecke z Kolonii z ktérym Ryszard $cile wspol-
pracowal w promocji amerykanskich artystow.
Z Rolfem czesto stuchali muzyki Wagnera ktora byta
nieodzowna réwniez wielu artystom.

« Colin de Land, przyjaciel z Nowego Yorku, legen-
da 6wczesnego mtodego pokolenia razem ze swoja
partnerka Pat Hearn (Gallery NY) zalozyl Gramercy
International Art Fair, zwane dzisiaj Armory Show,
pierwsze i dotychczas najwieksze targi sztuki
w Nowym Jorku.

« Rudolf Zwirner w Kolonii a Ryszard we Frankfurcie
promowali skandalizujacego artyste Blalla W.
Hallmana.

« Przyjacielskie relacje Ryszarda z mlodym, profe-
sjonalnym szwajcarskim kuratorem Christophem
Schenkerem zaowocowaly szeregiem wystaw
Szwajcarskiej Awangardy Sztuki i mlodej sce-
ny, czesto w postaci premierowych wystaw
w Niemczech.

« Na wyjatkowg uwage zasluguja kamienie milowe
tamtego czasu, epickie wystawy ktore walnie przy-
czynily sie do powstania legendy neoekspresjonizmu:

» 13°E: Eleven Artist Working in Berlin, Whitechapel
Art Gallery, 1978, K.P. Brehmer, Christos M.
Joachimides;

« A New Spirit in Painting, Royal Academy of Art,
Londyn, 1981, Nicolas Serota, Norman Rosenthal,
Christos Joachimides;

« Zeitgeist, Martin Gropius Bau, Berlin, 1982/1983,
Norman Rosenthal, Christos Joachimides.

W tych pionierskich czasach aktywna byla wielka
czworka kuratoréw wszech czaséw: Harald Szeemann
(CH), Christos Joachimides (GR), Norman Rosenthal
(GB) i Kasper Konig (GER).

WYSTAWA

Wystawa Old Masters New Paintings sklada sie
z prac artystow miedzynarodowych i polskich, w zna-
komitej wiekszoséci malarskich. Jak napisalem na po-
czatku wprowadzenia, zamierzeniem kuratora bylo
pokazanie fenomenu neoekspresjonizmu lat 1980.,
inspirowanego pracami starych mistrzéow, jak row-
niez ukazanie tworczoéci mtodszych pokolen autoréow,
ktoéra w réznorodny sposéb nawiazuje do nowego i hi-
storycznego ekspresjonizmu. Twoérczos¢ wlasnie naj-
mlodszego pokolenia ilustruje przekonanie kuratora
o nadcigganiu nowego przelomu w sztuce Swiatowej
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zwigzanego z nawrotem tendencji ekspresjonistycz-
nych i poszukiwaniem nowych §rodkéw wyrazu ma-
larstwa.

Malarstwo sztalugowe staje sie jeszcze wazniej-
sze. Porzadkujac liste uczestnikow Wystawy “Old
Masters New Paintings” wedlug kryterium wieku, mo-
zemy dostrzec trzy pokolenia — pierwsze to brytyjski
gwiazdor Francis Bacon oraz wielka czwbrka Neue
Wilde, artystow skupionych wokoét kultowej Galerii
Michael Werner, drugie to arty$ci polscy zwigzani
z Nowa Ekspresja, zwlaszcza najwazniejsza formacja
artystyczna w Polsce lat 1980., czyli Gruppa, oraz pre-
kursorem tego pokolenia — Edwardem Dwurnikiem,
wreszcie mlode pokolenie, ktérego tworczo$c w bar-
dzo réznorodny sposob nawiazuje do ekspresjonizmu,
gléwnie w warstwie formalnej. Co ciekawe, rysuje sie
pewna prawidlowo$é, mlodzi polscy artySci przewaz-
nie pokazuja obrazy figuratywne, w przeciwienstwie
do autoréw zagranicznych ktérzy nawigzuja do roz-
norodnych, gléwnie niefiguratywnych form ekspresji.
Eksponowanie prac starszego pokolenia mistrzéow to
zamierzona konfrontacja przedstawicieli niemieckiej
Neue Wilde z reprezentantami ruchu polskiej Nowej
Ekspresji. To takze mozliwo$¢ pokazania inspiracji,
podobienstw, zwlaszcza w obszarze formalnym, ale
takze r6znic w doborze problematyki. To réwniez
ilustracja dominacji neoekspresjonizmu w latach
80. w sztuce powszechnej. Oczywiscie, polscy artysci
czerpali inspiracje z nowego ruchu, ale glownie na
poziomie formalnym. Komentowali w swoich pra-
cach konkretng polska rzeczywisto$¢. Tworzyli jednak
w panstwie totalitarnym, w ktorym dzialala instytucja
cenzury prewencyjnej, a kilka lat wcze$niej wprowa-
dzono stan wojenny, Oczywiscie, arty$ci polscy wy-
jezdzali w latach 80. za granice, co prawda nie wszy-
scy, i po drodze musieli pokona¢ wiele przeszkod, ale
mogli pozna¢ dziela np. Nowych Dzikich. Do Niemiec
wyjezdzal Edward Dwurnik, ktéry chcial pozyskac
miedzynarodowe do§wiadczenie, wyjezdzali tez czlon-
kowie Gruppy: Grzyb, Kowalewski, Wozniak.

Zgodnie z tytulem wystawy, kurator buduje jej nar-
racje akcentujac sie¢ powigzan ideowych i formalnych
miedzy tworczoScia pokolenia mistrzow a ich nastepca-
mi. To wlasnie w dzielach mlodszych uczestnikoéw wi-
doczne sg nawigzania do znanych motywoéw ikonogra-
ficznych, a takze do konkretnych prac mistrzow, ktore
sa reinterpretowane, czy tez stanowig inspiracje do roz-
nego rodzaju wariacji na ich temat. Ten intertekstual-
ny sposob budowania dziela jest charakterystyczny dla
postmodernistycznej postawy i praktyki artystyczne;j.

Narracje ekspozycji rozpoczyna kultowe dzie-
lo Francisa Bacona (1909-1992), artysty nalezg-
cego do grona najwybitniejszych przedstawicieli

dwudziestowiecznej ekspresyjnej figuracji, ktory
w przenikliwy sposéb pokazywal kondycje wspdl-
czesnego czlowieka. Malarz w 1944 r. stworzyl slyn-
ny tryptyk — Three Studies for Figures at the base of
Crucifixion (Trzy Studia Postaci na podstawie mo-
tywu Ukrzyzowania). Malowal go w czasie, kiedy
trwala potworna II wojna $§wiatowa, do spoleczenstw
zachodu docieraly pierwsze informacje o holokauscie,
powszechne bylo poczucie zagrozenia zycia, a do-
tychczasowy system wartoéci zatracony. Ogrom ofiar
i zniszczenia byl porazajacy. Do tego motywu powro-
cil w 1988 roku, malujac jego II wersje. Rok pdZzniej na
podstawie tego obrazu powstaje kolejny tryptyk w po-
staci prezentowanej monumentalnych rozmiaréw lito-
grafii wydanej z okazji indywidualnej wystawy Bacona
w Centre Pompidou w Paryzu w roku 1989.

Ikoniczne dzielo Bacona z 1944 roku zostalo rein-
terpretowane przez Viole Caldeo (ur. 1977) w dwojaki
sposob. Autorka tworzy wzorowany kompozycyjnie na
tym arcydziele tryptyk, ale wprowadza zupelnie inny

Lukas Zbroja

od pierwowzoru sposob przedstawienia postaci i tech-
niki malarskiej. Kontury postaci sa nieostre, rozmyte,
powoduje wrazenie ruchu sylwetek i dynamizuje cala
kompozycje. Postaci ulegaja destrukcji, rozkladowi,
materia rozpada sie, jest wrecz rozrywana na oczach
widza. Czy nasza nowa, okrutna, bestialska europejska
wojna poteguje emocje Bacona z 1944 roku, piekla II
wojny Swiatowej?

Prezentowane na wystawie rzezby artystki réwniez
sq inspirowane tryptykiem Bacona. Caldeo w innej pra-
cy reinterpretuje dzielo Rubensa — Zdjecie z Krzyza
(1612-14 ; Antwerpia). Artystka stara sie w swoim ob-
razie ukaza¢ biblijng scene jako pewien proces, odby-
wajacy sie w okre§lonym czasie i przestrzeni. Forma
tryptyku i wielokrotno$ci powtbérzen sceny sprzyja
zaakcentowaniu sekwencyjnoSci, a zatem czasowo-
Sci, czynno$ci w ruchu ukazanej na obrazie Rubensa,
niejako ozywienia postaci. Podobny zabieg zastosowal
Marcel Duchamp w obrazie “Akt schodzacej po scho-
dach nr 2 z roku 1912. “Nude Descending a Staircase
no. 2”, a 1912 painting.

Bacon jest takze autorem innego slynnego dzie-
ta — Portretu papieza Innocentego X wg Veldzqueza
(1953). Pierwotne dzielo hiszpanskiego artysty zalicza-
ne jest do arcydziel malarstwa portretowego. Papiez po
zobaczeniu swojego gotowego portretu mial powiedzieé
ze jest zbyt dobry (prawdziwy). Obraz jest nie tylko
wiernym wizerunkiem papieza, ale przede wszystkim
jego wnikliwym portretem psychologicznym.

Bacon owladniety byl obsesja na punkcie portretu
Innocentego przez Veldzqueza, namalowal ponad 50
jego wersji, a co ciekawe nigdy nie widzial orygina-
hu. Interpretacje w wykonaniu Bacona to dynamiczne
kompozycje w jaskrawej kolorystyce ktore sa odczyty-
wane jako rodzaj brutalnej wiwisekeji osobowosci por-
tretowanej osoby.

Do slynnych arcydziel obu mistrzéw nawigzuje z ko-
lei Lukas Zbroja (ur. 1985), ktory tworzy cykl obrazow,
bedacych wariacjami na temat pierwowzorow.

Zbroja odbyl swojg pielgrzymke do portretu
Innocentego X Velazqueza ktory wisi w prywatnym pa-
lacu, Galleria Doria Pamphilj, w Rzymie.

Poza Baconem wystawie przewodzi wielka czworka
artystow ruchu Neue Wilde: Georg Baselitz (ur.1938),
Jorg Immendorff (1945-2007), Marcus Liipertz
(ur.1941) i A.R. Penck (1939-2017). Baselitz pokazuje
obraz Der Hase (Zajqc) z roku 1986. Motyw tego plochli-
wego i ruchliwego zwierzecia czesto pojawia sie w sztuce
tego okresu, mozemy go odnalezé u m. in. Beuysa, a jak
wiadomo, najstynniejszym przedstawieniem zajaca jest
rysunek Albrechta Diirera z 1502 roku. To takze motyw
powtarzajacy sie w rzezbach Barry’ego Flanagana. Zajac
jest metaforycznym przedstawieniem sytuacji artysty we
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wspolczesnym $wiecie, elegancji i gracji ruchdow, a takze
ulotno$ci i krucho$ci ludzkiego zycia.

Drugi obraz Baselitza nosi tytut Maler Nitka, 1988.
To podarunek i uznanie Mistrza dla naszego Zdzistawa
Nitki (ur 1962) ktéry nawiazat korespondencyjna przy-
jazn z Baselitzem. Na wystawie widzimy tez przyklad
artystycznej odpowiedzi w tej korespondencji, mia-
nowicie Nitka w roku 2003 namalowatl obraz pt. Elke
und G. Baselitz, Basel, przedstawiajacy malzenstwo
Baselitzow przed kultowa restauracja “Chez Donati”.
Obraz powstal na podstawie zdjecia stynnego fotografa
sceny artystycznej Beniamina Katza. Nitka oddaje hold
takze innemu z wielkich obrazem “Homage 4 Markus
Liipertz” z roku 2013.

Bardzo ekspresyjna para rzezb Lukasza Zbroi, zaty-
tulowana Adam i Ewa to dwie chropowate, monumen-
talne prace w drewnie, cze$ciowo malowane, noszace
wyrazne $lady obroébki siekiera i pila lancuchowa. To
rzezby inspirowane slynnym renesansowym freskiem
Masaccia przedstawiajacym scene wygnania Adama
i Ewy z Raju.

Motyw ortla, godta zaréwno Polski jak i Niemiec, po-
jawia sie u Jorga Immendorffa na obrazie zatytulowa-
nym Auge um Adler (Oko za Orla) z roku 1981, beda-
cym parafraza znanej z kodeksu Hammurabiego zasady
wymierzania sprawiedliwoéci: oko za oko, zab za zab.
Po motyw orla siegajg réwnie czesto zaréwno Baselitz
jak i Nitka.

Do slynnego cyklu pt. Café Deutschland
Immendorffa nawigzuje obraz Lukasza Sawickiego (ur.
1996), zatytulowany Café Poland.
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Obraz, a wlasciwie fresk Markusa Liipertza z roku
1999 zostal oprawiony w specjalnie przez niego sporza-
dzona rame z olowiu. Metal ten ma znaczenie symbo-
liczne, zwigzany jest z mitem kamienia filozoficznego,
czyli formula Transmutacji ktorej poszukiwali alchemi-
cy pragnacy przemieni¢ oléw w zloto.

W swoich dzielach olowiu uzywali m.in. Anselm
Kiefer i Joseph Beuys, ale nadawali mu inne znacze-
nie. Prezentacje wielkiej czworki zamykaja obrazy A.
R. Pencka, ktéry stworzyl wlasny idiom przedstawiania
postaci ludzkiej w postaci kreskowych ludzi, wzorujac
sie na znakach runicznych oraz pierwotnym malarstwie
etnicznym i jaskiniowym.

W zestawieniu z dzietami Nowych Dzikich szcze-
gblnie interesujaco jest analizowaé obrazy artystow
polskich, oprocz wspomnianego Nitki mamy tu plétna
czlonkéw Gruppy (1983-1989): Ryszarda Grzyba (ur.
1956), Pawla Kowalewskiego (ur. 1958), Wlodzimierza
Pawlaka (ur. 1957) a takze Marka Sobczyka (ur. 1955)
i Ryszarda WozZniaka (ur. 1956).

Prezentacje tej czeSci ekspozycji zamykaja prace
Edwarda Dwurnika (1943-2018) i Lecha Kotodziejczyka
(ur. 1953). Na ekspozycji znalazly sie cenne i niezwykle
juz rzadkie prace Kowalewskiego i Pawlaka z okresu ich
aktywnos$ci w Gruppie w latach 1980., charakteryzujace
sie demonstracja uczué i emocji, gestowym przedsta-
wieniem i utrzymane w zréznicowanej gamie barw-
nej — w przypadku obrazu Pawlaka pt. ,,Kochaé, jak to
tatwo powiedzie¢” (1986) w zywej, cieplej czerwono
rozowej kolorystyce miloéci. Jest to wyjatkowo wazny
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autoportret Wlodka jako Pana Mlodego ofiarujacego
Pannie Mlodej swoje otwarte serce.

W harmonijnej kompozycji barwnej Kowalewski
maluje obraz zatytulowany ,Moi przyjaciele na tle
moich przodkéw” (1988) ktory przedstawia przyja-
ciot autora, czlonkéw wspomnianej formacji Gruppa,
Ryszarda Grzyba i Marka Sobczyka. Nieco pdzniejsze
dwa obrazy Grzyba z 1991 roku, o jednakowych forma-
tach i tytulach Nosorozec i motyle, to malowane szero-
kim gestem, utrzymane na granicy miedzy abstrakcja
a figuracja ptétna o wyrafinowanej kolorystyce. Drugi
prezentowany obraz Pawlaka “Partytura do baletu
Sokrates” (2014) to jakze r6zna formalnie od pierwsze-
go plotna tego autora dynamiczna kompozycja abstrak-
cyjna zbudowana z réznokolorowych plam barwnych.
Poréwnanie dwoch obrazéw tego autora uwidacznia
roznice w podejsSciu do malarstwa.

Wsp6lna postawe artystyczna prezentuja swoimi
pracami utrzymanymi w tradycji malarstwa action pa-
inting i w technice drip painting kolejni trzej artySci.
Edward Dwurnik i jego wyjatkowe dzielo “Obraz nr
108” (2002), Lech Kolodziejczyk w swoich “Rapsodiach
Kosmicznych” (2009-22), oraz Wtodzimierz Pawlak
w , Partyturze do Baletu Sokrates” (2014).

Nawystawie znajduja sie obrazy Edwarda Dwurnika
powstale w latach 1984-2002, i Zdzistawa Nitki z lat
2003-2023. Doé¢ ciekawe wydaje sie poréwnanie
dwdch obrazéw tych autoréw, utrzymanych w typie
makabreski, na ktérych pojawia sie motyw $mier-
ciono$nego narzedzia, czyli siekiery. Pierwszy z nich,
Dwurnika, nosi tytul Moja glowa (1984) i przedsta-
wia autora trzymajacego w reku swoja wlasnorecznie
odrabana, $miejaca sie glowe, drugi, Nitki, zatytulo-
wany Czerwona Siekiera z cyklu Bohaterowie
(2023) przedstawia postaé z tytulowym zakrwa-
wionym narzedziem w reku. Obraz Dwurnika
$§wiadczy o swoistym poczuciu humoru jego
autora i podobnie jak wspomniane wcze$niej
prace z lat 1980. czlonkéw Gruppy oddaje arty-
styczny klimat tej dekady, zdominowanej przez
Nowa Ekspresje. Pozostale obrazy Dwurnika
ilustruja tez stale obecng w jego tworczoSci te-
matyke portretdéw czy tez zbiorowych przedsta-
wien robotnikéw, Hutnik Warszawy, z cyklu
Robotnicy, 1989, jak tez ikonografie, czeSciowo
przez autora wzbogacong elementami wyobra-
zeniowymi krajobrazéw architektonicznych,
z charakterystyczng kompozycja w typie horror
vacui (Krucyfiks, Jezus na wsi,1990). Ostatnig
praca tego autora jest spektakularna abstrak-
cyjna kompozycja ,,nr 108 “ (2002) z rodzaju
drip painting, bedaca wariacja na temat action
painting.

Pozostale prace Zdzistawa Nitki, oprbcz religijnej
tematyki obrazu Dwaj uczniowie idq do Emaus (2003)
mozna odczytywaé jako wyraz fascynacji tworczoScia
Liipertza, Pencka czy Maxa Beckmanna. Co istotne,
wszystkie przedstawienia widoczne na obrazach artysty
majg ciemne, wyrazne kontury, wziete od protoplasty
Nowych Dzikich Maxa Beckmanna, czy wezes$niejszego
Ernsta Ludwiga Kirchnera.

Do grupy artystow najbardziej do§wiadczonych na-
lezy Lech Kolodziejezyk (1953), ktory pokazuje plétna
z cyklu Rapsodie Kosmiczne nad ktéorym pracuje kon-
sekwentnie od lat 9o-tych. Sa to abstrakcyjne ptoétna
o dynamicznej, pulsujacej energia kompozycji i zywej,
cieplej kolorystyce, ktore budza skojarzenia z obrazem
wszech$§wiata poznawanego dzieki coraz doskonal-
szym przyrzadom astronomicznym. Kolodziejczyk za-
maszystym gestem maluje swoj kosmos, wszech§wiat
abstrakcji i intergalaktycznej symfonii. Abstrakcyjny
ekspresjonizm Kolodziejczyka koresponduje zywo
z mlodym pokoleniem prezentowanych zachodnich ar-
tystow Chrisem Succo i Ida Ekblat.

Jak pisalem wcze$niej, trzecia pokoleniowo, mlod-
sza grupa uczestnikow to artySci polscy i obcy. Znajduja
siec w niej: Ida Ekblad (ur.1980), Ina Gerken (ur.
1987), Viola Caldeo (ur.1977) i Chris Succo (ur.1979).
U Norwezki Ekblad znajdujemy czytelne odwolanie
do amerykanskiego ekspresjonizmu abstrakcyjnego
(Joan Mitchell) i grupy CoBrA, z kolei w malarstwie
Iny Gerken mozna zauwazy¢ ponadto wplyw malarstwa
gestu laczonego z elementami geometrii., Korzenie
malarstwa Chrisa Succo siegaja rowniez action pain-
ting. Jak wspomnialem wcze$niej, malarstwo artystow
polskich w tej grupie pokoleniowej jest w wiekszoSci

Viola Caldeo, Entanglement, Exhibition of Art in Warsaw, 2023
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figuratywne. Pola Dwurnik (ur.1979) maluje z rozma-
chem, czesto w jej obrazach pojawiaja sie przedstawie-
nia ptakow, kosci, pior czy tez zwierzat, jak chociazby
w pracy ,,Krolowa malp albo Niewolnica seksualna”
(2012). Lukasz Zbroja (ur. 1985) natomiast przedsta-
wienia maluje w sposéb szkicowy, wyrafinowana kre-
ska, czesto impastowo, zamaszystym gestem, stosujac
kontrastowe barwy. W ciemnej, czarnej, podziemnej
Krypcie Papieskiej Zbroja powiesit 16 portretow
Innocentego X, jest to klaustrofobiczne pomieszczenie
ktorego Sciany wypelniaja szczelnie twarze i oczy papie-
skie...

Eukasz Sawicki wyraza sie swobodnie zaréwno
w malarstwie abstrakcyjnym, jak tez figuratywnym.
Jego abstrakcje, o dynamicznej kompozycji, budza
skojarzenia z formami roélinnymi lub z obrazowaniem
$wiata cyfrowego. W jego pracach figuratywnych poja-
wia sie rozbudowana symbolika i rozlegla sie¢ odnie-
sien do historycznych obrazéw, znakéw, przedstawien
i filozofii, ale tez intelektualizujaca, niepokojaca, miej-
scami pesymistyczna wizja stechnologizowanej, pikse-
lowej rzeczywisto$ci. Swiat cyfrowy ulega zaklceniom,
zamazane piksele zastepujg realne ciala, materia rozpa-
da sie i gubi w transmisji...

Obrazy Katarzyny Kukuly (ur. 1987) sa figuratyw-
ne, o dynamicznej kompozycji i nasyconej, jaskrawej
kolorystyce. Artystka przedstawia wlasne postrzega-
nie $wiata, niekiedy w bardzo brutalny i naturalistycz-
ny sposob, czesto z perspektywy uwaznej, krytycznej,
mocnej i $wiadome;j kobiety.

W swoim malarstwie artystka czesto siega po watki
autobiograficzne, romantyczne, oraz opowiada o swo-
ich przezyciach, emocjach i traumach.
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Jej Autoportret Heil Smile (2023) jest przejmuja-
cym wizerunkiem artystki z wymuszonym grymasem
u$émiechu przez izy...

Rubens znalazl inspiracje we wloskim renesan-
sie, u Tycjana, Michala Aniola i Caravaggio, po-
dobnie jak ElGreco. Picasso u Velazqueza. Bacon
u Picassa, Veldzqueza, Goyi i Griinewalda. Zbroja
szuka u Griinewalda, Veldzqueza, Bacona i Massacio,
Caldeo u Rubensa, Liipertz u Picassa. Neue Wilde
u Ekspresjonistow, Polska Gruppa u Neue Wilde...
Kolo historii sztuki wcigz toczy sie dalej i dalej, prze-
kraczajac nowe granice, generujac do$wiadczenia i do-
robek dla nastepnych pokoleni i dla nowych obrazow...

OLD MASTERS NEW PAINTINGS

Wystawa “Old Masters New Paintings” jest oczywiscie
wynikiem arbitralnego wyboru kuratora, wyrazem jego
zainteresowan i fascynacji artystycznych. Lacznikiem
spajajacym eksponowane dziela jest widoczne w nich
nawigzanie do ekspresjonizmu i neoekspresjonizmu
w roznych formach. Ekspozycja ukazuje nienachalnie
takze problem globalizacji sztuki, mechanizmy rzadza-
ce artworldem, a takze problem obecno$ci/nieobec-
nosci sztuki polskiej w kolekcjach zagranicznych i od-
wrotnie, oraz w procesie miedzynarodowej wymiany
idei, d6br i warto$ci kultury.

Ryszard Varisella staral sie zawsze budowaé mosty
miedzy sztuka europejska a amerykanska, Wystawe
Old Masters New Paintings mozna interpretowac jako
kuratorska probe zbudowania pomostu miedzy sztuka
polska a Swiatowa.

Romuald Krzysztof Bochynski

Georg Baselitz, Kunsthistorisches Museum Vienna, 2023

Lukas Zbroja, Working Wall in his Studio, 2023
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Ouver the last few years, my attitude towards
painting as well as my observations of painting
have changed dramatically — in such a way
that I cannot explain what is really happening
on the canvas, because it is important and
simply has to happen (...)

— Georg Baselitz, (b. 1938)

(Waldman D., Georg Baselitz [exhibition catalogue], ed. Solomon R. Guggenheim Museum,

New York 1995, p. 248)

Georg Baselitz
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Georg Baselitz in his studio, photo Sueddeutsche Zeitung, Forum.



1.
Georg Baselitz

Der Hase / Hare, 1986

oil paint on canvas / 162 x 130 cm




2.
Georg Baselitz
Maler Nitka, 1988

linocut and oil paint on paper / 57 x 41 cm




Zdzistaw Nitka

Expressionism has been a part of
my life from the very beginning
and I will not change it radically.
(...) I think that my language,

or simply the way of applying

the paint and using colours, is
somehow recognizable to me. I may
be different in style, but I am still

myself.
— Zdzistaw Nitka, (b. 1962)

(Painter Nitka. Zdzistaw Nitka. Works from 1986-2008, published by

Muzeum Slaskie, Wroclaw-Katowice 2008)
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3.
Zdzistaw Nitka

Elke and G.Baselitz, Basel, 2003

oil paint on canvas / 60 x 50 cm

based on photo by Benjamin Katz
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4.
Zdzistaw Nitka

Max Beckmann, 2022

oil paint on canvas / 160 x 200 cm




5. 6

Ldzistaw Nitka Zdzistaw Nitka
Two Disciples on the Way to Emaus, 2003 Red Axe. From cycle Heroes, 2023
acrylic paint, jute on chipboard / 122 x 92 cm oil paint on canvas / 200 x 140 cm
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7.
Zdzistaw Nitka

Still Life with Skull (Vanitas). Hommage
a Markus Liipertz, 2013

oil, collage on cartoon on wood / 74 x 118 cm
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painters explained'theworld to people (...) Currently, we
have incredible freeao'm that has never existed before, and we
simply need to fill this freedom with the longing for painting.

\ This is what we should be doing now.

| Maw,, (b. 1941)
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8.
Markus Lipertz

Untitled, 1990

oil and plaster on wood in Artist’s Frame, 230 x 210 cm




Lukas Zbroja

=2

- If fpainthq,gqndscape, itisa land?c'dpe
into the gkpths of myself; a portrait of
the world from such a perspective is my
~ self-portrait.

— Lukas Zbroja
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Lukas Zbroja (b. 1985) graduated from the Sculpture Department
at the Academy of Fine Arts in Warsaw in 2019 r. Previously

he completed Painting at the Artistic Department at the University
of Zielona Géra and Painting at the European Academy of Arts.

Interviewing myself about art
A: You were in Rome. Why did you go there?

B: I was standing in the Sistine Chapel. An
astonishing number of layers. In the sense of
perception perspectives. But layers, nonethe-
less. Human existence is made up of layers
laid one upon another, and layers are what
attracts me in painting — layers of paint, but
there were other layers there, as if incompre-
hensible. It was like a surge of madness. And
He didn't want to paint that at all. The scale
and proportions, from large figures to imi-
tation of figures. You're watching it from all
sides. From the inside it flows all the way in
every direction. And the layers. Perspectives.
Lives. And the security guards herded us in
as if we had to look at it. In Rome I was look-
ing for God, of course.

A: And you saw the Pope.

B: Yes. The most beautiful painting in the
world. The most perfect one. Like all of
Velazquez.

A: What do you think prayer is?

B: Maybe silence. Sometimes I even manage
to paint like that. The absence of the mind.
Some kind of composition, when you are not
there, but you can see more. Some kind of re-
quest to yourself. You can find it basically an-
ywhere, but the spiritual levels, I guess, are
for the persistent. Hunger. Lots of cigarettes.
Probably St John of the Cross too, but not
necessarily, although getting in touch with
a saint is always advisable. One would have
to wonder whether prayer is putting you in
touch with eternal life or actually with death,
with dying, with the body.

A: How do you feel as a painter, are you
a winner, a loser?

B: I basically only think about death. But
I happen to err in my thinking. In fact, I even
wish it would finally collapse on me, all this
scaffolding I'm building, like some kind of
my own private Tower of Babel. I would rally.
That's the question, consistency or change?
Or a combination of both. But I don't think
there are any winners.

A: When do you work best, morning or
evening?

B: I work best when nothing is screwing me
up, which varies, but usually in the morn-
ing on an empty stomach. Or at night when
everyone is asleep.

A: What do you think the art of painting is?

B: I don't know anything about the art of
painting at all. Sometimes it seems to me
that I'm following a trail, that I'm develop-
ing something not so much from a painting
to a painting but more from a stage to a stage

Lukas Zbroja

and that it makes some kind of overall sense,
and sometimes it seems to me that I've got
nothing, my technique is poor, I'm not con-
tributing anything and it just all makes no
sense. Someone wise said it's not about just
expressing yourself. It's probably just a path
like any other.

A: So once you're that painter, what's the
most important thing?

B: Hunger and a rhythm of work. Except that
the rhythm of work, I think, can depend on
the work of the stomach, so these things are
closely related. Maybe it's also important to
die every day. So hunger, rhythm and death.

A: Would you try to analyse the creative pro-
cess, the creation of the image? And where
do the inscriptions come from?

B: I try to work a lot to give my hand some
practice, so it doesn't always start with a rea-
son, but it usually does. It can be anything.
Like a piece of wall in a cave that already re-
sembles a buffalo. Well, and then there are
different stages. Fast, slow, intuitive, finish-
ing the eye, etc., basically anything, doesn’t
matter. There's an overriding goal, not to
visualise the image. To hide it behind a vis-
ible image. This is sometimes difficult. And
to go beyond yourself. This is a struggle. It
rarely succeeds. And as for the inscriptions,
I don't know. Journal. Diirer and Griinewald
were also writing. The need for words.

A: Who are you? Where are you com-
ing from? And where are you going to? As
a painter.

B: Yes, as a human being it would be simpler,
although there's probably no difference. I'm
a juggler. 'm coming from the landscape.
I'm going to this moment when I manage to
work on one canvas a bit longer, and I would
like them to be five-metre canvases. Although
I would be happy if it was a landscape again.
But it is difficult. I remember that my first
large-format painting, in Zielona Gora, was
actually a landscape — a forest.

A: Is that your painting goal now? A land-
scape?

B: My painting goal is to take Kiefer on, his
way of applying paint. That's probably why
I use so much of it these days.

A: And what about the new vision?

B: You need to look for it all the time. But it's
not Bacon that interests me lately, although
I love him, more Van Gogh, of course, ev-
erlastingly, the late Monet, Appel, Cecily
Brown. The latter perhaps the most. But
Kiefer has it too. Blowing the form apart. The
subject is there too, of course, but you have
to focus on blowing the form apart while be-
ing careful of abstraction.

A: What is abstraction?

B: In isolation? I don't know. I can't quite
put my finger on it that I would be suddenly
without any context, such as historical con-
text. I'm not really into abstraction, but I re-
spect a lot of artists, Mitchell, for example.
But the Monet-Mitchell exhibition showed
how thin the line was between abstraction
and non-abstraction. And going back to the
previous question, Rothka also succeeded
in what I'm thinking of. The breakdown of
form. The whole surface of the painting is
screaming. I am an animal, and I want to
paint blood, sweat, sperm and tears. And
with the arrangement of the stains on a flat
surface, an attempt to translate a new vision
into the language of painting, I am looking
for the absence of silence, because I do not
find it in reality or in my head. I start this
search already at the stage of priming the
canvas. And the painting has to be strong,
you know.

A: Do you belong to any school?

B: Yes. The one-person school I belong to was
called Sur-emotionalism, but it has recently
changed its name to Over-emotionalism.

A: And don't you think it's foolish to inter-
view yourself?

B: Of course. But it was your idea. Anyway,
Iredynski did that, too. Besides, these are not
my questions. I heard them on the town.
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10.
Lukas Zbroja

9.
Lukas Zbroja

Pope Innocent X (after Velazquez), 2023 Pope Innocent X (after Velazquez), 2023

oil and mix media on canvas / 215 x 173 cm oil and mix media on canvas / 215 x 173 cm
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11.
Lukas Zbroja

Lukas Zbroja

Pope Innocent X (after Velazquez), 2023

Pope Innocent X (after Velazquez), 2023

oil and mix media on canvas / 215 x 173 cm oil and mix media on canvas / 215 x 173 cm




13.

Lukas Zbroja Lukas Zbroja

Pope Innocent X (after Velazquez), 2024

Pope Innocent X (after Velazquez), 2024

oil and mix media on canvas / 215 x 173 cm oil and mix media on canvas / 215 x 173 cm




Curator Ryszard W Varisella converted an boring cellar into
a dark energy Papal Crypt where he presented 16-teen portraits
of the Pope painted by Lukas Zbroja in 2023 and 2024.

All paintings were inspired by original of Diego Velazquez Portrait
of Pope Innocent X (around 1650). Zbroja was also impressed
by Francis Bacon's obsessive studies of this portrait of all time.




All the walls, ceiling and floor in the Dark Room were covered with
i black fabric and focused spotlights illuminated Pope faces only.
Scary faces emerging from the abyssal darkness of the ages...



15.
Lukas Zbroja

Entombment after Griinewald, 2024

oil and mix media on canvas / 170 x 450 cm
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16.
Lukas Zbroja

The Expulsion of the Garden of Eden, 2024

ash wood, polychrome / 305 x 88 x 65 (Adam);
290 x 108 x 75 cm (Eve)
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Edward Dwurnik

And what can you seriously say about
your work, since it is an extremely
conventional, discreet and intimate
field? We don't talk about such things
(...) How can you explain painting to
someone who does not feel it? This will
not be communicated. You either feel
the image or you do not. It is not about

simple admiration, but about influence.

— Edward Dwurnik, (1943-2018)

(Czyniska M., Dwurnik. Art worker, ed. Marginesy, Warsaw 2023, p. 8)

Edward Dwurnik, photo Albert Zawada, Agencja Gazeta




17.
Edward Dwurnik

Christ in the Village, 1990

oil paint on canvas / 65 x 53,5 cm
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18.
Edward Dwurnik

My head, 1984

oli and acrylic paint on canvas / 146 x 97 cm




19.
Edward Dwurnik

Steelworker of Warsaw, 1989
oil paint on canvaso / 210 x 150 cm

Courtesy: Edward Dwurnik Foundation




Edward Dwurnik

Painting no. 108, 2002

oil paint on canvas / 149 x 276 cm




Ida Ekblad
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I spend a lot of time admiring my

studio, experimenting with painting,
with materials that are not intended for
painting. I test things by hand and make
a lot of mistakes, so it's important for me
to be a little sloppy and messy. I need this
experiment.

— Ida Ekblad, (b. 1980)

(Marsh A., An interview with Ida Ekblad, in: ,Emulsion Magazine”, February 2019, p. 96)

21.
Ida Ekblad

Buried in Sand, 2009

oil paint on canvas / 114 x 86 cm
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Pawet Kowalewski

Photo Ryszard W. Varisella
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Pawet Kowalewski's work can only be
appreciated when we reject the habit of thinking
in terms of personal style, iconographic layers,
and multiple meanings; (...) When we manage
to enter the world of this artist, having thrown
away all the burden of art history, we will see
that the problems that concern him are eternal,
and the language he uses to speak to us is
painfully simple and defencelessly pure.

(Rottenberg A., Draft. Texts about Polish art of the 1980s., ed. Open
Art Projects, Warsaw 2009, p. 282)

22,

Pawet Kowalewski

(b. 1958)

My Friends Amid my Ancestors, 1988

oil paint on canvas / 131 x 160 cm
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Jorg Immendorf

Immendorff shows what painting can
achieve when it goes beyond l'art pour
I'art. Following in the footsteps of Beuys, he
makes a compelling and timely statement
about German history in a vision, whose
images embody the ambiguity of reality
itself, but whose message is nonetheless
clear.

(Refigured Painting. The German Image 1960-88, ed. Prestel / Solomon
R. Guggenheim Museum, Munich-New York 1989, p. 63)

Joerg Immendorff, photo Friedrich, Brigitte SZ-Photo, Forum.
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23.
Jorg Immendorf
(1945-2007)

Auge um Adler / An Eye for an Eagle, 1981

oil paint on canvas / 164 x 120 cm
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Pawlak
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The seemingly simple pointing out of
problems lurks the ironic ruthlessness
of the observation to which the world
and himself, Wlodek Pawlak, are
subjected, entangled in desperately
funny determinants.

(Rottenberg A., Draft. Texts about Polish art of the 1980s., ed. Open

Art Projects, Warsaw 20009, p. 272)

rsaw, photo Jan Rolke, Forum.
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24.
Wtodzimierz Pawlak
(b. 1957)

Kochac¢ jak to latwo Powiedzieé /
To Love, It’s So Easy to Say, 1986

oil paint on canvas / 168,5 x 134 cm
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25.
Wtodzimierz Pawlak

Score for Ballet Sokrates, 2014

oil paint on canvas / 40 x 50 cm

91



Ll

J L
o m y i -y
81, /N
. S o Fa ol

.

Y = - § 717, ﬂ.iﬂﬂ\-\..w e - SR

L
» $ B
s - ._“.. ; -~ .ﬁsw -
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When the Night Comes Falling
from the Sky, 2022

Chris Succo
(diptych) oil. resin, on canvas
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I work with a variety of materials and
processes and each of them has its own
conditions. It is all about stepping out of
its boundaries and limitations and to use
them for one’s own purposes. It is problem
solving. It's more about how to paint,
rather than what to paint.

— Chris Succo, (b. 1979)

(In the Studio. Interview with Contemporary Artist Chris Succo, in: ,Magazine Hg2”

March 2013)

27.
Chris Succo

Fretwanker, 2023

oil, resin and pigments on canvas / 190 x 250 cm




Artist in his

studio, 2024, photo Andrzej Chomezyk

(...) The only sense of artistic statement
is an authentic experience, not some
fiction, not photo, but reality. The only
truth in art is the extent to which the
author fill in the work of art. If we
cannot find it there, we can talk about
conventions, styles, third eye, but there
is no art.

— Lech Kotodziejczyk, (b. 1953)

(Gieldon-Paszek A., Painting does not die, in: ,Relacje. Interpretacje” no. 1 (33),

2014, p. 12)

Lech Kotodziejczyk



Lech Kotodziejczyk (b. 1953), graduated from the Academy of Fine Arts in
Cracow. After graduation he started working at Academy of Fine Arts in
Katowice and is currently a professor of the painting Department at the
institute of Art at the University of Silesia in Katowice. In his artistic practice,
Kolodziejczyk primarily addresses the articulation of complex spiritual
content, where the principle of dematerialisation of a basic visual equivalents
— colour, light, matter , special relationships, play a paramount role.

He is very connected with Upper Silesia and
Katowice as well as their industrial heritage
and history, which had, as he admits, a great
impact on his art. His artistic practice arise
from the intellectual confrontation with that
universe as well as from extended contem-
plation of the universal nature. However,
such contemplation, as the Artist points out,
can only take place in the strictly defined
conditions and place. This very place is the
painter's studio, which, for the Artist, consti-
tute a kind of an asylum, a place of contem-
plation, where the creative element strength-
ens the contours of the world of imagination
and invention.

In every artistic creation, a reference to
several significant spheres of the reality —
from the experiential, external one, to that
rich sphere of internal, spiritual reality —
constitutes an important base, a foundation
around which the issues of creative artic-
ulation resound. In the Artist's work, these
spheres intermingle and superimpose, cre-
ating an entirely new connotations and the
paths of interpretation.

Professor Z. Lis, while referring to the
creative life of the Artist, wrote: “I high-
ly value the creative achievements of Lech
Kolodziejczyk, that being said, I do have
some difficulties in describing this phenom-
enon, as it is multi-layered, metaphysical as
well as sensual, deeply considered as well as
spontaneous. The difficulty of the descrip-
tion is further complicated by the fact, that
the paintings created out of the pure impulse
also conceal myriads of content richness.
From mystery, spectacularity, and visuality
of the registered states of conscious, Artists
creates utterly new worlds that are deeply
placed within the realm of inner sensations.

Material on the painter’s pallet are mod-
est and dead, until it is set in motion, by
the Artist who perceive and experience the
world. Lech Kolodziejczyk epitomizes the ar-
tistic attitude which enables us to experience
and retrace the duality of the such extraor-
dinary construction. Namely, the richness of
the painting matter, its tensions, spaces and
lights. Precisely this enables us to penetrate
Artist’s spiritual sphere as well as our own.
In this sense, his paintings present universal
values. They constitute the multiple mirrors
which led us to infinity and from infinity to
the place we currently stand. Such function
of works of art arouses my admiration and
deep appreciation. By looking at his paint-
ings I sometimes feel astonishment that they
actually exist, that they are not just visionary
beings, brought to life by the contemplative
states, fixed in the metaphysical media. One
may recall the statement that the paintings
that are that close to perfection nullify the
structural problems form our field of vision,
transforming itself into dematerialised phe-
nomenon of beauty, greatness or ugliness.
This applies to the outstanding paintings in
every era. Lech Kolodziejczyk fits into the
role of painter-shaman, who wonders to the
other worlds and brings back the traces of
the passionate sensations — in this sense, his
paintings possess the resemblances of the re-
ligious nature”.

In his repeated attempts of struggling with
the essence of painting, its uncontrolled po-
tency of transcending the dimension of mat-
ter, through the opening up to the sphere of
the mystery and spirituality, the Artist pre-
sents almost an infinite creative potential,
thus giving a true testimony of Painting.
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28.
Lech Kotodzieczyk

Cosmic Rhapsody VII, 2024

oil and acrylic paint on canvas / 240 x 130 cm

29.
Lech Kotodziejczyk

Cosmic Rhapsody V, 2024

oil and acrylic paint on canvas / 240 x 130 cm
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Winter, from cycle Book of the Sun, 1999

oil, mix media on canvas / 150 x 190 cm
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Ralf Winkler Penck

(=)

A. R. Penck was a charming person with

a wry, ironic sense of humor and infectious
laugh, which seemed to personified his wit

as well as complexity of his works of art.
(...)JAlthough his style is expressive and
instinctive, he himself was calculating,
skeptical and anti-ideological, when he
objectively examined contradictory political,
economic and social systems that was present
in his world. Due to his outsider stance, Penck
shamelessly and unconsciously combined
aesthetics that would otherwise seem
contradictory.

(Klemm H., A.R. Penck (1939-2017), Artforum.com)

31.
A.R. Penck (Ralf Winkler Penck)
(1939-2017)

TTT, 1990

oil paint on canvas / 79 x 95 cm
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And precisely, not for art
historians, not for posterity, not
for connoisseurs, not ambitiously,
but to paint so that be pretty or
ugly. This is what I should stick
to. To return to the carnival
within myself, which has been
lost to me somewhere — because
this is my passion, I am a joker,
a jester, a prankster. That is my
role to play. To return to the
carnival in painting.

— Ryszard Grzyb, (b. 1956)

(Grzyb R., How I sometimes think to myself about painting,

in: ,Sztuka i dokumentacja” no. 2, 2010, p. 56)

33.
Ryszard Grzyb

Rhinoceros and Butterflies, 1991

oil paint on canvas / 220 x 230 cm




Tony Cragg
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I think we are all a bit tired of seeing
industrial objects that was dragged into the
museums and now is shown as a piece of
art. It is time to create more autonomous
forms, forms that do not have to fight for
meaning, forms that are not intellectually
planned. It can only be achieved by
constantly working with the material, so
that the creation of the sculpture becomes
a process of hundreds or thousands of
decisions and not just sitting around
wondering what the art world needs or
what would be the next smart move.

— Tony Cragg, (b. 1949)

(Kino C., The brilliance of Tony Cragg, in: ,,The Art Economist”, p. 19)

34.
Tony Cragg

Solo, 2019

bronze, unique patina / 72 x 35 x 24 cm
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A
d Wozniak during his exhibition Pladrografia at Warsaw Gallery Appendix 2,
17.12.2009, photo Andrzej Rybezynisk, PAP.

He creates worlds that are

not homogeneous, do not have
characteristics of “style”, for Wozniak
is one of these painters, who escape
from self-imprisonment in a fixed
posture, who like fire are afraid

of achieving an unambiguous
“recognition.”

(Kozlowski W., Ryszard Wozniak. Smash the skull [exhibition catalogue],
published by Galeria ESTA / Miejski O$rodek Sztuki, Gorzéw Wielkopolski

2015, n. pag.)

Ryszard Woznmak
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35
Ryszard Wozniak
(b. 1956)

Let me rest, 1989

(diptych) oil on canvas / 200 x 400 cm




Francis Bacon

I wish my paintings to look as if a person
walked between them, just like a snail,
leaving a trace of human presence ... like
a snail leaving its mucus.

— Francis Bacon, (1909-1992)

(Gowing L., Francis Bacon: The human presence, in: Francis Bacon. An exhibition
[exhibition catalogue], published by Hirshhorn Museum and Sculpture Garden,

Smithsonian Institution,Thames and Hudson, London 1989, p. 11)

Francis Bacon in his studio, photo Granger History Collection, Forum.
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36.
Francis Bacon

Deuxiéme version du triptyque 1944, 1989

lithographs in colours on paper / 178,5 x 119,5 cm (each), edition ea



O
- Q
S
S}
a
=
—

A

l




37.
Viola Caldeo
(b. 1977)

After F. Bacon “Three Figures Crucifix 1944”, 2024

oil paint on canvas, /130 x 102,5 cm (each)




Seditious Paintings by Viola Caldeo

@ seditious — rebellious, opposing generally accept-
ed values and the established order of things. There
are no saint pictures or figures.

Rebel for Freedom of Art

The interpretation of Old Masters on the canvases
of Viola Caldeo, my former student, is unprecedent-
ed, innovative and intriguing.

Obvious and well-known values and motives,
deeply rooted in our civilization, in an unknown and
previously alien form first arouse opposition, but
than break into our consciousness with new force.

The Baroque icon, "The Descent from the Cross"
by Peter Paul Rubens (1612-14, Cathedral of Our
Lady in Antwerp) sacrilegiously turns into the
Matrix, the method of multiple repetition and vibra-
tion, and finally the blurring of the leading motif,
despite maintaining the form of a classical triptych,
turns the narrative into an abstraction.

These images particularly sink into the depths
of the subconscious mind, they are deeply touch-
ing and moving, they awaken our emotions, and af-
ter a moment of meditation, they gently enter the
sphere of feelings.

Viola paints without any fear, takes on the great-
est challenges of painting, steps onto sacred pedes-
tals with her shoes on, crosses enchanted regions,
inaccessible at today's pace of art. She defends her
position, awakens a vibrating energy in the viewer,
and leaves no choice to remain indifferent to her
paintings.

Old Masters — men painted in a masculine way.

Intuitive and soft, fearless interpretations of
Masters in Viola's art are feminine, close and warm.
The saints came down from the Altars, they came
out of the temple and stay among us. Viola's paint-
ings give us a chance for a completely unknown per-
spective, they open up new horizons and at the same
time allow for the transfer of traditional values and
the art of seeing of Baroque into the pixel reality of
the 21st century, seamlessly connecting the history
and present of painting.

Deep colours, luminous tones, impasto applied
paint, free, bold gestures of Abstract Expressionism,
fluidity of form, tangible space and penetrating light

130

Obrazoburcze Obrazy Violi Caldeo

@ Obrazoburczy — przeciwstawiajacy sie powszech-
nie przyjetym warto$ciom, utrwalonemu porzadko-
wi rzeczy. Nie ma §wietych obrazkéw ani figur.

Rebelia ku Wolno$ci Tworcy

Interpretacja Starych Mistrzéw Malarstwa na plot-
nach Violi Caldeo, mojej bylej studentki, jest bez-
precedensowa, nowatorska i frapujaca.

Oczywiste i znane, gleboko zakorzenione w na-
szej cywilizacji warto$ci i motywy w nieznanej, obcej
dotad postaci budza wpierw sprzeciw, po czym wla-
muja sie do naszej Swiadomosci z nowym impetem.

Ikona Baroku, ,Zdjecie z Krzyza” Petera Paula
Rubensa (1612-14 Katedra Matki Bozej w Antwerpii)
$wietokradczo zamienia sie w Matrixa, zabieg wie-
lokrotnego powtdrzenia i rozedrgania, az wreszcie
rozmycia wiodacego motywu mimo zachowania for-
my klasycznego tryptyku zamienia narracje w abs-
trakcje.

Obrazy te szczeg6lnie zapadaja w glebiny pod-
$wiadomoSci, gleboko poruszaja i wzruszajg, budza
nasze emocje, aby po chwili medytacji wejs¢ miekko
w sfere uczuc.

Viola maluje bez strachu, podejmuje najwiek-
sze wyzwania malarstwa, wchodzi z butami na
Swiete piedestaly, przekracza zaklete regiony,
niedostepne w dzisiejszym tempie sztuki. Broni
swojej pozycji, budzi w widzu wibrujaca energie,
nie pozostawia wyboru przejécia obojetnie wobec
Jej obrazow.

Starzy Mistrzowie — mezczyzni malowali po me-
sku.

Intuicyjne i miekkie, pozbawione leku interpre-
tacje Mistrzow w sztuce Violi sa kobiece, bliskie
i cieple. Swieci zeszli z oltarza, wyszli ze §wiatyni po-
miedzy nas. Obrazy Violi dajag nam szanse zupelnie
nieznanej dotad perspektywy, otwieraja nowe hory-
zonty a jednocze$nie pozwalajg na transfer tradycyj-
nych warto$ci i sztuki widzenia Baroku w pikselowa
rzeczywisto§¢ XXI wieku, plynnie lacza dzieje ma-
larstwa.

Glebokie kolory, $wietliste tony, impasto-
wo nakladana farba, swobodne, odwazne gesty
Abstrakcyjnego Ekspresjonizmu, plynnoé¢ for-
my, namacalna przestrzen i przenikliwe swiatlo to

are the extract and essence of the value of the paint-
ing achievements that Viola reaches for.

From Narrative to Abstraction

The vibrating subject repeated many times in
Viola's triptychs gains dynamics and movement as
in Marcel Duchamp's Nude Descending a Staircase
2/1912, changes the hierarchy of importance, loses
itself and dissolves in the vibrations of light and col-
our, the biblical story recedes into the background
of the subconscious.

Can one motif and image be repeated many times
without repeating itself? Old Masters often reached
for the same motif that fascinated them, offered re-
sistance and was a challenge, for example the quot-
ed Peter Rubens' "The Descent from the Cross" — is
known from many interpretations.

Viola leads us in her variations ad abstractum
par excellence. She loses form, blurs colours, gets
rid of the attributes of the painter, leaving a fog of
mystery, a study in abstraction.

Viola's paintings are devoid of storytelling.
Works devoid of narrative, extraneous elements,
distortions and literalism. Abbreviation, reduction,
brevity of means and form.

The truth remains — PAINTING in its purest
form.

Creator in Space and Time

The world around us in which we live increasingly
takes the form of a reflection in a crooked mirror,
where everything is diabolically distorted, grue-
somely processed, and the accompanying chuckle
of that mysterious demiurge who, after all, con-
structed this grotesque space, seems more and
more obvious and terrifying. Reality leaves no illu-
sions, does not inspire optimism — on the contrary
— it becomes the cause of many fears, frustrations,
anxieties, worries and threats. Conducting authen-
tic, original artistic activity in such a complex en-
vironment becomes quite a challenge, it is a reason
for many fundamental considerations and reflec-
tions, without which a personal statement loses
its meaning, condemning itself to meaningless,
frivolous gibberish, manipulative cognitive chaos.
The dramatic odium of evil that appears from time

ekstrakt i esencja wartoéci dorobku malarstwa po
jakie siega Viola.

Narracja przechodzi w Abstrakcje

Wibrujacy podmiot powtdrzony wielokrotnie
na tryptykach Violi zyskuje dynamike i ruch jak
u Marcela Duchampa (,,Akt schodzacej po schodach
2”, 1912), zmienia hierarchie waznoSci, zatraca sie
i rozplywa w wibracjach $wiatla i koloru, biblijna
opowie$¢ schodzi na dalszy plan pod$wiadomoéci.
Czy jeden motyw i obraz mozna wielokrotnie po-
wtarzac bez powtarzania sie ? Klasycy czesto siega-
li po ten sam motyw ktéry ich fascynowal, stawial
opér i byl wyzwaniem, choéby wlasnie cytowane
Rubensowskie ,Zdjecie z Krzyza” znamy z wielu
jego interpretacji.

Viola wiedzie nas w swoich wariacjach ad abs-
traktum par excellence. Zatraca forme, rozmywa
kolor, pozbywa sie atrybutéw artysty malarza pozo-
stawiajac mgle zagadki, studium abstrakcji.

Obrazy Violi pozbawione sg opowieéci. Dziela
wyzbyte narracji, obcych elementéw, przeklaman
i dostownoéci. Skrét, redukcja, lakoniczno$é srod-
kow i formy.

Pozostaje prawda — MALARSTWO w czystej po-
staci.

Tworca w Przestrzeni i Czasie

Otaczajacy $wiat w jakim przyszlo nam zy¢ coraz
bardziej przybiera postaé odbicia w krzywym zwier-
ciadle, gdzie wszystko jest diabolicznie znieksztal-
cone, makabrycznie przetworzone a towarzyszacy
temu chichot owego tajemnego demiurga, ktory
przeciez skonstruowal te groteskowa przestrzen,
wydaje sie coraz bardziej oczywisty i przerazajacy.
Rzeczywisto$¢ nie pozostawia zludzen, nie napawa
optymizmem — wrecz przeciwnie — staje sie po-
wodem wielu lekéw, frustracji, niepokojow, obaw,
zagrozen. Prowadzenie w tak skomplikowanym
otoczeniu autentycznej, autorskiej dzialalnosci ar-
tystycznej staje sie wiec nie lada wyzwaniem, jest
przyczynkiem dla wielu fundamentalnych zasta-
nowien, refleksji, bez ktérych wypowiedZ osobista
traci sens, skazujac sama siebie na nic nie znaczacy
frywolny belkot, manipulacyjny chaos poznawczy.
Pojawiajace sie co jaki$ czas dramatyczne odium zla
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to time can reveal its cruel face at any moment,
knocking us out of our habits, routines, patterns
of behaviour and hierarchy of values. So what are
the elementary features of every authentic artistic
activity carried out in such a complex world, what
— generally speaking — characterizes the author's
painting in relation to the world in which the au-
thor had to realize his or her creative intentions?
There are no simple, clear answers or indications
to this question, because ar-
tistic creation is a world full
of secrets, understatements,
tending towards ambiguity,
complex metaphors, sug-
gesting a specific reality and
at the same time waiting for
the active participation of
the recipient, who in a way
co-creates the artist's world.
When writing about the mul-
tidimensional work of Viola
Caldeo, I am faced with a very
suggestive artistic statement.

Viola Caldeo's paintings
and sculptures are originat-
ing from her careful listening
to the voice of the contempo-
rary world, and, at the same
time, a great awareness of
everything that was left to us
by the Masters who spoke in
a brilliant way about man,
about his entanglement in
fate, about destiny, about
possibility and impossibility,
at the same time leaving clear signposts that the
Artist carefully reads.

Viola Caldeo also presents her sculptures. The
need to materialize the artistic vision using 3D lan-
guage has become an indispensable element of the
Artist’s creative process and expression of emotions.

The sculptures are moving, even shocking when
we read the emotions encoded in them.

We look for distorted, wounded bodies of people
and animals, anthropomorphic forms entangled in
the surreal landscape of today's world full of brutal
violence.

Viola Caldeo, Figura 3
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moze w kazdej chwili ujawni¢ swe okrutne oblicze,
wytracajac nas z naszych przyzwyczajen, rutyno-
wych nawykow, schematoéw postepowan i hierarchii
wartoSci. Jakie wiec sa elementarne cechy kazdej
autentycznej dzialalnoSci artystycznej, realizowanej
w tak skomplikowany Swiecie, czym — moéwigc najo-
gblniej — charakteryzuje sie autorska tworczo$¢ ma-
larska w odniesieniu do $§wiata w ktérym przyszlo
autorowi realizowaé swe zamierzenia kreacyjne? Na
to pytanie nie ma prostych,
klarownych odpowiedzi oraz
wskazan, bowiem tworczosé
artystyczna to $wiat pelen
tajemnic, niedopowiedzen,
sklaniajacy sie raczej w strone
wieloznacznoS$ci, zlozonych
metafor, sugerujacy okreslo-
na rzeczywisto$¢ a jednocze-
$nie oczekujacy na aktywne
uczestnictwo odbiorcy, ktory
niejako wspohtworzy $wiat
artysty. Piszac o wielowymia-
rowej twobrczosci Violi Caledo,
stoje przed faktem bardzo su-
gestywnej wypowiedzi arty-
stycznej.

Malarstwo oraz rzezby
Violi Caledo odzwierciedla-
ja uwazne wsluchiwanie sie
w glos wspoélezesnego Swiata
a jednocze$nie ogromna $wia-
domos$é tego wszystkiego co
pozostawili nam Mistrzowie
ktorzy w sposob genialny
moéwili o czlowieku, o jego
uwiklaniu w los, o przeznaczeniu, o moznosci i nie-
mozno$ci, pozostawiajac jednocze$nie jasne dro-
gowskazy ktore Artystka uwaznie czyta.

Viola Caldeo prezentuje roéwniez swoje rzezby.
Potrzeba materializacji wizji artystycznej za pomo-
ca jezyka przestrzennego stala sie nieodzownym
elementem procesu twodrczego i ekspresji emocji
Artystki.

RzeZby sa poruszajace, wrecz wstrzasajace kiedy
czytamy zakodowane w nich emocje.

Doszukujemy sie znieksztalconych, poranio-
nych cial ludzi i zwierzat, antropomorficznych form

Francis Bacon is the next Grand Master with
whom the Artist faces. Bacon created his most im-
portant and legendary triptych (Three Studies for
Figures at the Base of a Crucifixion, 1944) during the
incomprehensible tragedy of World War II and the
materialization of the devil's face in the Holocaust.
In the presented sculptures, Viola evokes the tragic
figures from Bacon's triptychs in the face of another
unimaginable war plague that is once again ravag-
ing the heart of Europe today.

The sculpture “Figure 2” is a victim of violence,
it takes the form of a blindfolded prisoner led to
execution, a dismembered victim of a bombing...
it brings to mind the vision of Picasso’s “Guernica”
and Andrzej Wroblewski cycle of “Executed”...

The content and essence of Viola's painterly trip-
tych after Bacon is not so much the representation
of the Three Figures at the foot of the Crucifix, at
the bleeding feet of the Savior, as the expression of
the feelings, emotions and experiences encoded in
them, symbolizing the suffering caused by human
beasts.

Blurring of contours and form, breaking up of
figures, disintegration of matter... so that pure emo-
tions and feelings remain...

Sadness, pain, suffering, despair. And yet the
beautiful creature from the sculpture “Figure 3” is
attracted by the warm light of love and hope in re-
birth...

Viola Caldeo's creative independence and dis-
tinctiveness result from her sensitive and critical
observation of the world, skilful drawing from the
history of art, defining a significant plan of creation,
uncompromising choice of artistic path, and devel-
oping an individual language.

Innovative interpretations of the iconography of
the Old Masters in Viola's paintings are undoubt-
edly a significant step in the search for something
new in painting, at the same time deeply and firmly
rooted in our European civilization and the achieve-
ments of art.

Viola's works restore our Faith in the causative
power of Beauty, Art and the Creator.

Prof dr hab. Lech Kolodziejczyk
Katowice, September 2024

uwiklanych w surrealistyczny krajobraz dzisiejszego
Swiata pelnego bestialskiej przemocy.

Francis Bacon to kolejny Wielki Mistrz z jakim
mierzy sie Artystka. Bacon tworzyl swéj najwaz-
niejszy i otwierajacy legende tryptyk (Three Studies
for Figures at the Base of a Crucifixion, 1944) pod-
czas niepojetej tragedii IT Wojny Swiatowej i mate-
rializacji diabelskiego oblicza w zagladzie. W pre-
zentowanych rzezbach Viola przywoluje tragiczne
postaci z tryptykow Bacona wobec kolejnej niewy-
obrazalnej zarazy wojennej toczacej znoéw dzisiaj
serce Europy.

Rzezba ,Figura 2” to ofiara przemocy, przyje-
la postaé jenca z zaslonietymi oczami wiedzione-
go na rozstrzelanie, rozczlonkowanej ofiary bom-
bardowania... przywodzi wizje ,Guerniki” Picassa
i ,Rozstrzelanych” Andrzeja Wréblewskiego...

TreScia i sednem malarskiego tryptyku Violi
wg Bacona jest nie tyle przedstawienie Trzech
Figur u podnéza Krucyfiksu, u krwawiacych stop
Zbawiciela ile oddanie zakodowanych w nich prze-
zy¢ symbolizujacych cierpienie spowodowane przez
ludzkie bestie.

Rozmycie konturéw i formy, rozerwanie figur,
rozpad materii... aby pozostaly czyste emocje i uczu-
cia...

Smutek, bol, cierpienie, rozpacz. A jednak piek-
na istote rzezby ,Figura 3” przyciaga cieple $wiatlo
milo$ci i nadziei w odrodzenie...

Samorodno$¢ i odrebno$é tworcza Violi Caldeo
wynika z jej wrazliwej i krytycznej obserwacji Swia-
ta, umiejetnego czerpania z historii sztuki, okresle-
nia znaczacego planu kreacji, bezkompromisowosci
w wyborze drogi artystycznej i wypracowaniu indy-
widualnego jezyka.

Innowacyjne interpretacje ikonografii Starych
Mistrzéw w obrazach Violi to bez watpienia znaczg-
cy krok w poszukiwaniu nowego w malarstwie, jed-
nocze$nie gleboko i pewnie zakorzeniony w naszej
europejskiej cywilizacji i dorobku sztuki.

Drziela Violi przywracaja nam Wiare w sprawcza
sile Piekna, Sztuki i Tworcy.

Prof dr hab. Lech Kolodziejczyk
Katowice, we wrzesniu 2024

133



134

38.

Viola Caldeo
(b. 1977)
Figura 2, 2024

mix media / 202 x 68 x 45 cm
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39.
Viola Caldeo

Figura 3, 2024
steel, neon, mix media / 200 x 132 x 88 cm

(In the background painting by Chris Succo
“When the Night comes falling from the Sky” 2022).




40.
Viola Caldeo

From the left:

Despair, 2023

212 x 60 X 45 cm

Entanglement, 2023

238 x 90 x 85 cm

She, 2022
220 x 90 x 80 cm

All: papier maché, steel, oil paint, mix media.
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41.
Viola Caldeo

The Descent from the Cross, after P. P. Rubens, 2023

oil paint on canvas / (1) 160 x 100 cm (2) 160 x 120 cm (3) 160 x 100 cm
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42.
Pola Dwurnik
(b. 1979)

Queen of Monkeys or Sex Slave,
The Main Series, 2012

oil paint on canvas / 210 x 150 cm




Marek Sobczyk
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Art (for me) is an inspiration, critique and
truthfulness. Understood in this way, art
does not comfort or soothes, rather it moves,
names and reveals (truthfulness).

— Marek Sobczyk, (b. 1955)

(Szukajac pocieszenia. O sztuce, in: ,Miesiecznik Znak” no. 571, December (12) 2002, p. 66)

Marek Sobezyk on the planty in Cracow, photo Bogdan Krezel, Forum.
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43.
Marek Sobczyk

Queen, 2003

distemper on canvas / 130 x 90 cm
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Katarzyna Kukuta

Works of Arts are of a personal
nature. They are stories from my
reality, dressed in colours and
shapes. I do hope that the visions
that come to me are both universal
as well as individual. They show
my truth, and at the same time
they resonate with other people's
truths.

— Katarzyna Kukuta

Kasia Kukula, photo Aleksandra Miynarczyk-Gemza.
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44.
Katarzyna Kukuta

Pik Pik Process, 2024

oil paint on canvas / 170 x 170 cm
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45.
Katarzyna Kukuta

The Time When Blood Flows in Streams, 2021

oil paint on canvas, / 100 x 80 cm
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46.
Katarzyna Kukuta

Conductor, 2022

oil paint on canvas, / 180 x 150 cm

47.
Katarzyna Kukuta

Heil Smile, 2023

oil paint on canvas / 170 x 150 cm



48. 49.
Katarzyna Kukuta Katarzyna Kukuta

A Calm Sea Does Not Make a Good Sailor or The Tree of Knowledge, 2013
a Brainstorm, 2024

oil paint on canvas, / 180 x 150 cm

oil paint on canvas / 80 x 80 cm






Ina Gerken

50.
Ina Gerken
(b. 1987)

Untitled (This must be the
place), 2019

acrylic and japanesepaper on polyester

canvas / 200 x 300 cm




Gerken describes painting as a dialog
between herself and the canvas. She

allows herself to float and wonder into the
unknown, until finally the invisible becomes
visible. Eventually the painting takes shape
like a creature which evolves from nothing.

(Ina Gerken: A Journey, Galerie Forsblom, Helsinki, 28.4.—28.5.2023)

51.
Ina Gerken

Untitled (Looking for Knives), 2019

acrylic and japanesepaper on polyester canvas / 220 x 180 cm




52.
Ina Gerken

Untitled (It won’t be me), 2019

acrylic and japanesepaper on polyester canvas / 180 x 240 cm







Lukasz Sawicki (b. 1996) graduated from the
Faculty of Painting at the Academy of Fine Arts
in Warsaw in the studio of Tomasz Milanowski
(2023) and from University of Warsaw,
Faculty of Law (2021).

Sawicki’s art is strongly predicated on literary and philosophical
grounds and concentrates on socio-cultural aspects of modernity in
contrast to postmodernity. In his artistic practice he presents a ho-
listic approach to the definition of art, by developing the threads and
motifs of the novel he has written, titled Silence of Socrates is Utterly
Overrated. In this novel, Sawicki lined out the history of the parallel
universe in which Plato, Xenophon and Alcibiades initiated a new
religious cult around the sacrificial death of Socrates, nowadays, in-
stitutionalised in the Universal Ecclesia with The Pontifex Maximus
John Plato II on top. This thread is involved in the story of the new
Unistic Poststate established around ideas of soctratesian union,
Plato’s republic and Saint-Simon’s scientism.

The philosophical novel about the history of the Unisctic Poststate,
developed within a framework of a parallel universe, dominated by
dialectical tension between traditional soctrateism and modernistic
unism, Sawicki treats as an excuse to comment on the nowadays so-
cio-political changes occurring globally.

The climatic turn in the novel, constitutes a discovery, done by
the scientific council of Omniba, of the genuine God’s particle, which
changed the status quo, giving socratesians the first true scientific
argument in the debate and by that, starting a postmodern era of
a pure religious provenance.

Today, 2024 years after Socrates, in the present context of mul-

gt
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o : . : YTl ] fLi
tiplying nostalgic exclamations and desperate questions, countless | f l“ 14
complaints to an unidentified Addressee, novel by Lukasz Sawicki . _:II \
constitute a subversive attempt to deal with quite hefty baggage of f

the last 2000 years. He employs symbolic excess and multireferen-
tial concepts to awake the viewer from his dogmatic slumber.

53.
tukasz Sawicki

Disobjectivisation, No. III, 2024

oil on canvas / 100 x 130 cm

170 171



54. 55.
tukasz Sawicki tukasz Sawicki

Café Poland, 2024 Plato’s Cave, 2024

oil paint on canvas / 140 x 180 cm oil paint on canvas / 140 x 200 cm



I paint a modern landscape
of postmodern world.

— Lukasz Sawicki

56.
tukasz Sawicki

Pneumonia, 2024

oil paint on canvas, / 180 x 140 cm
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