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Polonya'da 1980'ler-06zellikle de ilk yarisi sanatta kisisel yaklasimlarin
ve uygulamalarin gelisimi ag¢isindan iyi bir donem dedildi. 1981 komUnizminin
son Urtnid olan siki yo6netim, toplumu bolmis, bir anlamda olusturdudu tehdit
duygusuyla karsi hareketi daha da ko&ktenci kilmisti. Devlet tekelinde olan
kamu kesimi boykot edilmisti. Kultir diunyasi, sanat da dahil olmak {lzere yer
altina vya da kiliseye ¢ekilmis ya da tarafsiz ikinci planda, kiicik
galerilerde ve 0zel mekanlarda (kat ve atdlyeler) etkisiz varligini
sUrdirmisti. Bagimsiz sanatg¢ilarin sesi, Ozellikle de yeni vyeni ortaya
¢ikanlarinki, vazgec¢in bitin idlkede ya da dinyada, olufltugu kentte bile duyulmaz
olmustu. Buglin gecmiste kalan bu gerceklerden s&z etmemin nedeni, bunlarin,
buglin artik adlari #lke sinirlari disinda da duyulan c¢odu Polonyali
sanat¢inin etkinliklerinin basladidi donemin kosullarini ac¢iklamasindandir.

Si1k1i yonetimin neden oldugu ve sanat dinyasinin, temelde devlet korumasina
dayanan ve o noktaya kadar isleyen yapisinin birden bire c¢okmesiyle pekisen
caresizlik duygusu ve tehdit, bir Dbirlesme gereksinimi dogurdu. Bu da
genellikle sesini bireylerden fazla duyurma glicine sahip olan gruplarla
giderilmeye calisildi. Bu nedenle, 1982-1986 arasinda Polonya'da, 20
yizyilin baska siyasal ve sanatsal huzursuzluklarin doruk dénemlerinde de
oldugu gibi, bazi sanat gruplari ortaya c¢ikti. Bu gruplarin bir boélimi
yasamlarini uzun yillar sirdiriirken, Dbazilari da bir kag¢ sergi sonra dagilda.
Ancak Dbunlarin c¢odgunludu vya katkida bulunan sanat¢ilarin konumlarindan ya da
yapitlarinin tutarlilgindan (ve ¢odunlukla koktenciliklerinden) oturd c¢addas
Polonya sanati tarihine gecgti.

Bunlardan ikisi, Poznan'da olusan ve Mariusz Kruk'un kurup, onun dis glicinden
etkilenen "Klips Cevresi" ile Varsova'da kurulan ve bluyik &lctide Miroslaw
Balka'nin kisiligiyle big¢im bulan "Yeni Beriemiennost" birinci gruba dahildir.
O donemde ilging diflinceler ortaya atan gruplar arasinda "Lodz Kaliska" ve
"Luxus" (Wroclaw) da vard»>. Alti ressamin Varsova'da olusturdugu "Grup"
etkinliklerinde kullandidi genis medya yelpazesiyle 0©zel bir konuma
sahiptir. Kuramsal olarak hé&la wvarligini sirdiren bu grup, gic¢li bireysellikleri
ve ¢cok ¢esitli ilgi alanlari olan sanatg¢ilar Uretmistir. Polonya sanat
dinyasinda "Grup"un etkisi, onun ortaya c¢ikmasina neden olan kosullarin
ortadan kalkmasiyla birlikte vyok olmaya baslamisti.1986'dan sonra siki
yonetimin yarattidi sistem ic¢cinde yavas da olsa bir "liberallesme" siireci
baslamis, 1989'un 4nld "halkin sonbahari”yla son noktasina ulasan bu siirecle
komlinist sistemin 6zellikleri yavas yavas asinmistir. Ayni donemde geng
sanatcilar da grup vyapisinin disina ci1kma cesaretini toplamislardir. Ikinci
"Kilips Cevresi" 1987'de kendini feshetmis ve bununla birlikte Kruk'un ileri
sUrdigli sanatsal anonimlik {ltopyasi da ortak yaratici etkinligi, badimsiz
kisiliklerin ya da adlarin duyurulmasindan daha oncelikli kilan bir Uttopya yok
olmustur. Bu grup, bir ka¢ yil kadar, gercekten, yarattigi hava ve bicimsel
¢bzimler agisindan doénemi ig¢in benzersiz nitelendirilebilecek vyapitlar

Uretmistir. Resim egitimini kavramsal sanatin egemen oldugu bir okulda
(Poznan Gizel Sanatlar Lisesi) yapan bu sanatg¢ilar, 1980'lerin baslarinda,
valnizca siki yonetimin karamsar gercgekleriyle karsi karsiya gelmememis, ayni

zamanda o siralarda Polonya da dahil olmak izere biitiin Avrupa'yi saran "yeni
resim" anlayisiyla da karsilasmislardi. Poznanli sanatc¢ilar, bir oOlcliye kadar bu
modaya karsin, bir Olcliye kadar da oteki olmanin derin inancindan hareketle
geleneksel sanatsal tuvalin "disina c¢ikmaya" karar vererek, resmi icinci
boyutta gelistirmeyi denemislerdir. Sergiledikleri her sey sergi mekdnini, bir
anlamda bir kag¢ dizlemde dolduran heykellerden olusuyordu. Bunlarin her biri
timiiyle saran bir resmi andirir bigcimde derinlikte irdelenmisti. Bu "boyasal
resim sonrasi” heykeller ayni =zamanda icerdikleri kapsamli anlati dislince



sistemi ve c¢ocuk masallarinin siirselligiyle ¢ok ilging¢ bir Onerinin
6zelliklerine de sahipti.

Meké&nsal "resimler"den olusan heykellerin kendileri ise Ozellikle de Mariusz
Kruk'un heykeli (imzasiz oldudu ig¢in ancak bir ka¢ sergiden sonra onun oldudu

anlasilmisti.) c¢odunlukla bir nesne big¢imindedir; ama, canli olmayan doga
(daglar, goller, vb.) karsisinda soOzinl ettigimiz canli doda anlaminda canli
nesneler. Bu "canlandirma" nesneye, tipki c¢ocuklarin giinesin ya da ayin

resmini yaparken bir "yiz" boyamalari gibi bir hayvan ya da insan ifadesi
vermekle, bi¢im araciligiyla, oranlarin dengesizliiyle, alisilmadik duruslar
hatta gercek hareketlerle olusturulmustu.

Eger, Clement Greenberg'in kabul ettigi gibi ti¢iinci boyut, sanatin, sanat disa
olanla paylastidi bir seyse, o zaman Kruk'un bu donemde yaptidi gercek ve somut
nesneleri de "harfi harfine bir metafor" ve kisisellestirilmis bir paradokstur.
Ancak Mariusz Kruk, gruptan ayrildiktan hemen sonra "lirik paradoks"un
gerceklesmesini olusturan nesneleri yaratmaktan vazgec¢mistir. 1988 gibi geg¢ bir
tarihe kadar Kruk, hé&la bir ara¢ govdesinden ¢ikan renkli bir ev yapiyor ve ona
cok diigmeli kaba bir ceket giydiriyor; Ona sarilan adami da uzun tahtadan yapip
saydam bir yadmurluk giydiriyor ve yanindaki képedi de bir birine sicimle
baglanmisti kirmizi boyali uzun tahtadan yapiyordu (Bahg¢ede Heykel, Varsova).
Ayni doénemde, kontrplak, sopa ve dallardan vyaptigi kurulumlara da sapka
giydiriyor, kravat takiyordu (HCAK, Lahey). Ama bir yil ic¢inde, Kruk ilgisini
daha az gercek ama daha derin ve Ortild bir dinyaya kaydirmisti. Kruk, burada,
var olan seri Uretim bigcimlerini dikkatle gdzlemlemeyi, nesne yaratmaya
yveglemis, bunlarin basmakalip iliskilerine miidahale ederek, hiyerarsilerin
temelini ciritmis, yvararliliklarini sorusturmus, onlari gruplamis,

duruslarini ayarlamis, sinirlara itmis ve duygusal inceliklerine ve ahlaksal
dizenine nifuz etmistir. Hemen hemen her zaman, silirekli kullandiimiz ic¢in
artik dikkat etmedigimiz glinlik nesnelerden yararlanmistir. Oykiilerinin (edebi
metinler de dahil olmak tizere) kahramanlari, mobilyalar halilar, kumaslar,
aynalar, semsiyeler, giysiler ve askilardi. Mutfak aletleri ve

tabaklar, sebzeler,meyveler.. Ginlik yasamin dizlemi.

Dolayisiyla sanatsal yarati siireci "canli” nesneler bicimlendirmeden, nesneler
arasinda insancillastiran iliskilerin big¢imlenmesine indirilmisti; net olarak
birlestirilemeyen ve herkes tarafindan farkedilemeyen duygusal ve estetik
iliskiler. Jaromir Jedlinski, sanat¢i ile ilgili soyle yazmisti: "O, donuk,
adlandirilamayan her seye, seylerin gizli yanlarina yonelir ve kesinlik ile
yvanilmazligi, gerek davranis, gerekse algilama ag¢isindan kisinin kendisini
mekanik basmakalipligin evrensel egiliminden kurtarma umudu birakmayan kor
tiinel olarak algilar." Kifli, Mariusz Kruk'un tavri olgunlasirken siirsellidinin
ve her seyden Ote dilinin ne 0Olcide 1980'lerin Polonya'sinin &zel sanat disi
durumuyla ilgili oldudunu sorusturabilir. Yapitlarinda kagis O0Jeleri gdrmeli
miyiz? Ya da tam tersi onun duyarliligindan ve ¢evresini saran dinyayla olan
yvakin iliskisinden ders mi almaliyiz? Ancak, bu sorunun e§er yaniti varsa, bu
yanit, Kruk'un gercgedin algilanmasindaki sanatsal Onerileriyle ortaya ¢ikan daha
evrensel degderlere gdre ikincil Oneme sahiptir. EJer Wlayslaw Strzeminski'nin
“Theory of Vision” (Go6rid Kurami) adli c¢alismasinda belirttigi gibi, her
donemin sanati, sanat¢inin "gdrsel yetenedi"ni yansitir, baska bir deyisle,
buglin sanat paradigmasi olarak adlandirdigimiz kapali kategori degerlendirmesi
dogruysa, Mariusz Kruk'un yapitlarinin dis giclnin yeni alanlarini sezindirerek,
estetik deneyimlerin vyeni diinyalarini ac¢ida ¢ikararak ve varolus tirinde
sorulari destekleyerek bu "yetenege" ulafltidini kabul etmek gerekir.

Sanat ve gercgek, sinirinda dolasan tek sanat¢i Mariusz Kruk dedildir. Bu
olguyla 1ilgilenen bir baska sanat¢i da Mikolaj Smoczynski'dir. Ancak, bu
durumda, nasil sanatg¢inin yetenedine, kararlarina, kosullarina gdre tavri
farklilastiriyorsa, bu olgu da farkli big¢imde anlasilir ve gorulir. Hig¢ bir
sanat grubuna katilmamis olan Mikolaj Smoczynski, iki Universitesi ve bir kag



yiksek 0dretim kurumu olmasina karsin, sanat akademisi olmayan Lublin'de
O0grenim gormistiir. Dolayisiyla sanat yapmak icin dedil, oJretmek ic¢in
(iniversiteye bagli Sanat EgJitim Fakltltesi) editilmistir.O yalnizca stratejik
anlamda dedil, ayni zamanda bir sanat¢i olarak yogunlastigi alanda da 1ssiz
bir yol secmistir.

Mezun olduktan hemen sonra resim yapmis, ama kisa bir siire sonra o da Mariusz
Kruk ve "Klipse Cevresi" gibi resmi iclncli boyutta gelistirmeyi denemistir. Ama
onun resimlerindeki ilgi alani Obirlerinkinden kesinlikle farkli oldugu igin
mekansal diizenlemeleri de Poznanli sanatg¢ilardan farklidir. Smoczynski,
mekénlarini neredeyse beyaz geometrik big¢imlerle ya da daha dodrusu geometrik
olma egdilimi gOsteren bigimlerle olusturmus ve sonralari serbest asilanlar ve
beyaz kumas kivrimlardan yararlanmistir. "Beyaz ilzerine beyaz”in ince tonlamali
degerlerine ve malzemelerin ¢esitli birlesme alanlarina ilgi duymustur. Ayni
zamanda onu bir anlamda dodal olarak ozlne, yani, 1si1da bagimliligina ve
malzemenin yapisina, farkli malzemelerin 1s$1§1 emme ya da yansitma bi¢imlerine
duyarli kilan fotodrafla calismistir. Bitliniiyle i¢ mekédnlara ilgi duymus ve bu
i¢ mekdnlardaki ayrintilara betonun vyapisi, bir duvarin, kapinin, kapi
kasasinin, yerlerin yerlesik ©6zellikleri, girintilerin, c¢atlaklarin ve
¢ciziklerin goriniisti, yere dokillen sivilarin parlamasi, farkli bigimlerde
aydinlatilmis i¢ mekdnlardaki farkli parcalar arasindaki benzerlik ve
farkliliklar tizerinde yoJunlasmistir.

Bu gbrece Dbasit ama kamera objektifi araciligdiyla gergedin algilanmasina badli
kesin ve duyarli islemler, temelde benzer yapiya sahip olmakla birlikte, bir
stire sonra daha karmafl>k etkinlikler agina donismistiir. Sanatg¢i, yaratma ve
arastirma slireclerini birlestirmis, gercede miidahale etmeye baslayarak, sonucu
gorebilmek icin fotograf araciligiyla gercgedi "sahnelemig”tir. Cesitli
malzemeleri ve bicimleri birlestirmis ya da karsitlik olusturacak bigimde
kullanmis, bunlarin, zaman icinde ve 1s1§in (her zaman dogal) etkisi

altinda niteliklerini de§istirmelerine olanak tanimistir. Sirecin kendisi,
neredeyse farkedilmeden isin ig¢inde Onem kazanmistir. Ama bu akademik anlamda
yvaratici bir slire¢ olmayip, "Slrec¢ Sanat»" baglaminda anlasilmalidir.
Smoczynski'nin yapitlarinda, sirec¢ belli belirsiz baslatilir; sanatg¢i yalnizca
sonradan kendi kendini destekleyebilmesi ic¢in ilk asamada midahale eder
malzeme vb.kendi haline birakilir. Bu big¢imde kavranan sanat yapiti hig¢ bir
zaman son bic¢imine ulasamaz: Yalnizca bir ya da baska bir asamada var olur ve
yarin, bitinlyle gec¢miste kalacak olan bir ¢cok olasiliktan yalnizca birini
sunar. Bu sirekli "geg¢mis” ve glincel olmamak, kaydedilir ve dolayisiyla fotograf
araciligiyla o anda tutulur. Ancak Dburada fotograf, yalnizca gercgedin
"durdurulmus imgesi" dedil, arastirmanin bir aracidir.

Ilerki deneylerin yoniini yalnizca fotodraf ve kullanimi sayesinde
belirleyebiliriz. Gene 0yle goriniiyorki Urtnler (eJer terim Smoczynski'nin
gecici dizenlemelerine uygulanabilirse) neredeyse biitinliyle renksizdir. Grinin
tonlari arasinda, dedisen tonlar ve dederlerde, bazen neredeyse siyaha ya da
beyaza varan fotodrafta ve c¢codu kez negatif filmde oldugu gibi dolasir.

Ancak diizenlemelerin kendileri hig¢ bir zaman "sanat yapitlari” ya da "sanat
nesneleri"nden olusmaz. Onlar ¢odunlukla "gercedin negatifi" olup, duvardaki
girintilerden tasirilan ya da "ana" duvardan hafifge ve belirsizce &ne ¢ikan
kap1i ya da pencere cgergeveleri, duvardan "asadgi alinan" bicimler olarak
geometrik anlamda ortaya c¢ikar. Yukarida sozi edilen bu iki siirecin (gercgegi
sahneleme ve fotodraf) karflsilikli dedisimi ve badimlilidinin, neredeyse harfi
harfine uygulamaya déniistiigi bu carpik sanatsal uygulama vurgulanmalidir. EJer
resmi Ug¢lincl boyutta gelistirmek olanakliysa, hem fotografa uygun uygulamalari
hem de fotodrafa bagli dilli gercekgilik alanina geg¢irmek de olanaklid»>r. Bu
tir bir eylem yalnizca fotografa iliskin kavramlari ya da teknikleri (negatif,



kopya, c¢evirim) goreli kilmakla kalmayip, kavramsal sOyleme temel bir deger
katar, ama Kruk Ornedinde oldudu gibi dikkatleri sanat disi alanlara cekerek
onun sanatsal dederlerini belirtir ve yerlesik kavramlarin gdreliligi ve
arkasinda gizlenen gercgek ilizerine dislUnmeye yOneltir.

Secilen sanatgilarin en genci olan Zuzanna Janin Baranowska sanat sahnesinde
ancak bir ka¢ vyildir etkin olmakla birlikte ilgilerinin genis yelpazesi kadar,
hem sanatsal yaklasimi, hem de yapitlarinin nitelidi, onu caddaslarindan ayirmak
i¢in yeterlidir. Zuzanna Janin, dikkatini kadin kimligi dzerine
yoJunlastirir. Ilk kisisel sergisinde (1989) sanatc¢i biling¢li olarak
yvapitlarinda kadinsiligi vurgulamistir. Konuyu "abartmadan" ya da onu
toplumsal olgunun temel sorunu haline getirmeden ve hi¢ bir dramatik hareket
icermeden sunar. Isindeki kadinsilik yalnizca kullandidi malzemenin tiiriinde, onu
isleyis biciminde ve benimsedigi teknikte kendini gésterir. Ilk yapitlari bir
biri idstine binen hafif "yumusak" kumaslarla yapilmis ve Ust iste gelen bir tir
anlati diizeni olusturmustur; bu diizen genel olarak asiri harfi harfine yorumdan
gizlenmis ve ritm, gerilim yoni, duygu ve Ozellikle big¢imlendirilis acisindan
klasik doénem algak kabartmalardaki yirtik giysili yas tutanlari animsatair.
Sanatg¢i ayrica basindan beri genis bir malzeme yelpazesinden yararlanmis;
igneler, iplikler, dokuma parcalari kullanmistir. Bir ara yapitlarinda, zemin
Uzerinde gbézyafl> ya da kan damlalar> gibi "ylzen", kal»>n ipten Ozenle
yvapilmis biylik diglimlere yer vermistir.

Bu donemden kisa bir siire sonra 1990'da Zuzanna Janin mekénla bir diyaloga
girmistir. Onceleri urkek olan bir diyalog. Sirekli trkek. Kadinsi bicimde
irkek.Tam olarak sanatc¢i mekdna, c¢codu kez igcerden aydinlatilmis ve yanda duvar
kenarina vyerlestirilmis yari saydam bigimler yerlestirmistir. Bunlar mobilya
parcalarini dolaplar, sifoniyerler, yataklar- animsatan neredeyse geometrik
bicimlerdir. Ipekten yapilmis, ici 1si1ik ve havayla doldurulmus, gdriinmeyen
ipliklerle bir birine baglanmis -hepsi ayni zamanda nesnenin izleri, nesnenin
anisi, dislenen bir nesne de olabilir. Ama onlar gercgekten vardir. Burusturulmus
ipekle kismen bir big¢im olusturan, aniden kesilen, dlizensiz bic¢cimde asilan
"eksik" tamamlanmamis diizenlemeleri ise daha da do€rudur. Dziekanka
Galerisi meké&n»>nda dizdi€i ayn»> ylikseklik ve bigimdeki ipek "portalleri" ise
harap bir evin i¢ ic¢e gecgen odalarini c¢adristirir. Evin big¢imi de
tanimlanmistir. Bu bizim ¢ocukken yaptigimiz resimlerdeki doért duvarli, sivri
catili, bacali, geleneksel, cocuksu bir evdir.

Cogu kez, eskiden giyilmis ham ipek parcalari makineyle bir birine dikilmistir.
Dikis dikmek, eskiden beri Avrupali kadinlarla O&zdeslestirilen neredeyse
Oykliisel bir eylem; 20. yluzyilda sanat tarafindan unutulmus ve hem erkek, hem de
kadin sanatg¢ilarca reddedilmis bir eylem; yalnizca sanat dalinda etkinlik
gosteren feministler tarafindan degil, "bagimsizligini” kazanmis c¢odu kadin
tarafindan da karsi ¢ikilmis bir eylem ve sanatta, gercek sanatsal teknik olarak
kullanmaktan c¢ok bu tiir kadinsi bir eyleme karsi yaklasimini ortaya koyan
Rosemarie Trockel disinda kimsenin ilgilenmedigdi bir eylem. Ama Zuzanna Janin
i¢cin dikis dikmek dogal bir eylem, cinsiyete uygun ve neredeyse dodgustan.
Sanatci kadinsiligdini kabul eder. Olusturdudgu ipek bicimlerle bize kendisiyle
ilgili 0zel seyler aciklar. Sanatg¢inin soyleyis Dbigimi de 6zeldir. Kadin
hassas bir yaratiktir. Ipek hassas bir malzemedir, ama ayni zamanda giiclii bir
malzemedir de. Yalnizca malzemenin analizi ve paralel distnce ile genis bir
literatiir olusturulabilir. Ama kisi sunulan sinirli bicime badli kalarak onun
cagdas sanat dinyasiyla 1iliskilerini dikkate alabilir. Egder DboOyle yaparsak,
malzemenin agiklayici tavri ve simgesellidin yeniden incelenmesi (En son
yapitinda sanatc¢i ipek ile kalin zimpara kadgidini dramatik ve son derece anlamli
bi¢cimde karsi karsiya getirmistir.) gibi deferleri farkederiz ve mekdnla olan
alsilmadik 1liskiyi yakalariz. Zuzanna Janin'in isinin dogru ve ters yizleri
vardir. Mekéni i¢ ve dis olmak lzere ikiye bdler. Biz aslinda hangisinin daha



O6nemli oldudunu anlayamayiz. Dikisleri, dugimleri ve kumasin dikis paylarini
gbsteren yiz yalnizca distan kaba olan zimpara k&gidi ile birlestirici yerde
dizgin vylizeye karsittir ve bir anlamda dodru yizdir; ya da dogru yiz, dis
yuzdur.

Bir baska karisiklik da dogru ile ters yiz dedigimiz, girintilerin oldudu
pargalara baktigimizda ortaya ¢ikan dodru olanla olmayani algilayis
bigimindedir. Mobilya parcalarinda da (gene) bir anlamda girintiler wvardair.
Bunlar ¢ogdunlukla, yatadgin boyutlarina baglidir. Cinki bunlar ipedin "duvari”nda
girintiler yaratir, ice dogru bir girinti, bunlarin mekdnin daha 0zel ve gizli
boélimlerine ait oldudgunu disindiriir. Ama bu bdélimden fiziksel olarak bir
maddeyle ipekle ayrilmislardir. Burada da gene her iki durumda da sorusturmaya
acik olan ve bir biri idstine binen pozitif ve negatif big¢im karsimiza cikar.
Ancak Smoczynski durumunda seyler, dedisen gercek icinde yer alir; ve onun
uydurma, fotografik yansimasidir. Buradaysa uydurma ve gergek ic¢ icedir.

Ama daha da Onemlisi ya da belki daha belirgin olan bu i¢ sanat¢inin hig
birinin kendi c¢evreleri disina wulasma c¢abalari olmadigi gercedidir. Ve her
biri kendi evrensel degerlerini, kendilerine gdre orada bulmuslardir.



Anda Rottenberg

The 1980s- especially the first half of the decade- was not a good period in
Poland for the development of individual approaches and careers in art. Material
law, the swan song of communism '81, divided society, brought a sense of threat
and made the opposition movement more radical. The public sphere, which was a
state monopoly, was boycotted. The world of culture, including art, went
underground, into the churches, or vegetated on the neutral sidelines: in small
galleries, in private spaces (flats and studios), in art schools and so on. The
voices of individual artists, especially the emerging ones, was hardly heard,
even on the scale of a particular town, not to speak of the country as a whole
or the world. I am mentioning these facts, which by now are already history,
because they explain the circumstances of the debut and the beginning of
activity of many Polish artists whose names are known today far outside the
borders of Poland.

Thus the feeling of helplessness and threat produced by martial law and
reinforced by the sudden destruction of the structures of the art world that had
functioned up to that point, and which were mainly based on state patronage,
brought a need for consolidation - which was usually met by forming groups whose
voices were more readily audible than that of individuals. In 1982-86, a number
of artistic groups were therefore formed in Poland, comparable to those that
were characteristic of other peak periods of political and artistic ferment in
20th century Poland. Some of these groups remained in existence for many years,
while others disintegrated after only a few exhibitions. The majority however
have gone down in the history of Polish contemporary art either because of the
standing of the artists who contributed to them, or because of the consistent
(and usually radical) nature of their work.

Two groups fell into the first category: the "Kolo Klipsa" from Poznan, a group
set up by Mariusz Kruk, and influenced primarily by his imagination and the
"Neue Seriamiennost" group from Warsaw which was strongly moulded by the
personality of Miroslaw Balka. Other groups of that period which put forward
interesting ideas included "Lodz Kaliska" and "Luxus" (Wroclaw). The Warsaw
"Gruppa", formed by six painters, but made use of a very extensive range of
media in their activity, occupied a special position. This group which is
theoretically still in existence, produced artists with a strongly etched
individuality and widely divergent interests.

"Group" life in the Polish art world began to die out parallel to the
disappearance of the factors that had given rise to it. After 1986, a process of
gradual "liberalization" began in the system created by martial law. That was a
process by which the characteristics of the communist system gradually eroded,
culminating in the now celebrated "autumn of the peoples™ in 1989. At the same
time, young artists gained enough courage to try their strength outside the
framework of groups.

The second version of the "Klips Circle" dissolved itself in 1987, and together
with it, the utopia of artistic anonymity propounded by Kruk disappeared - an
utopia that had put collective creative activity before the publicizing of the
individual personality or name. For a few years in fact this group had produced
work which was unique in its period in terms of its aura and formal solutions.
The authors of this work, who were trained in painting, but in a school strongly
influenced by conceptual art (the Pozmam High School of Fine Arts), came into
contact in the early 1980s not only with the gloomy realities of martial law,
but also with the outbreak of "new painting" which was at that time sweeping
across the whole of Europe, not excepting Poland. To some extent in spite of
this fashion, and to some extent stemming from a deep conviction of otherness,



the Poznan artists decided to "step outside" the conventional artistic canvas
and made an attempt to develop the picture in the third dimension. All their
displays consisted of sculptures which filled the exhibition space in a sense on
several planes , each constructed in depth - similar to an all embracing
picture. These "postpainterly" sculptures also had the characteristics of a very
interesting proposition, in that they contained extensive narrative threads and
child's fairy-tale poetics.

The sculptures themselves, made up of spatial "pictures", and in particular
Mariusz Kruk's sculpture, which could be identified only after a few exhibitions
had been held, since none of the work was signed), were usually in the form of
an object, Dbut an animate object, in the sense that we speak about animate
nature in contrast with inanimate nature (mountains, lakes, etc.). The
"animation" consisted in giving the object an animal or human expression,
suggested by the shape, an imbalance in the proportions, the unusualness of the
positioning or , even , by very literal gestures, like painting a "face", of the
kind that children make when they paint the sun or the moon.

If - as Clement Greenberg would have it - the third dimension is the factor that
art shares with non-art, than the very real and concrete objects that Kruk made
in this period became a "literal metaphor", a personified paradox. However, soon
after leaving the group, Mariusz Kruk began to abandon the creation of objects
of which constituted the materialization of a "lyrical paradox", As late as
1900, he was still building a colorful house growing out of a tree trunk, and
dressing it in a denim coat fastened with a lot of buttons; cuddled up to it was
a man, a figure made of planks and dressed in a transparent raincoat with a
little dog made from red painted planks tied on with a string ("Sculpture in the
garden", Warsaw). He was also at the same time dressing up with ties and hats,
structures made from plywood, sticks and branches (HCAK, the Hague). but already
a year later, he had shifted his attention to a less literal sphere, but one
which was perhaps more profound and subtle. The artist gave up the creation of
objects in favor of the careful observation of those that had already existed in
the form of mass products. He interfered with their conventional relationships,
undermined hierarchies, questioned their usefulness, gathered them into groups,
accorded them positions, threw them on to the margins, and penetrated emotional
subtitles and the ethical order. He made use almost exclusively of everyday
objects, which are so familiar to us from constant use that we hardly notice
them. The heroces of his tales (including literary texts) are pieces of
furniture, carpets, clothes, mirrors, umbrellas, clothes and coat hangers.
Kitchen utensils and china. Vegetables. Fruit. The plane of practical life.

And so the process of artistic creation has been reduced from the forming of
"animated" objects to the formation of humanized relations between objects:
emotional and aesthetic relations, which are not clearly articulated and are not
discerned by everyone. Jaromir Jedlinski wrote about the artist, "He turns
towards everything that is opaque, unnameable, towards the hidden side of
things, and he considers certainty and infallibility to be a blind tunnel which
leaves no hope of liberating oneself from the universal tendency to mechanical
conformism, both in behavior and perception.”

One could ask to what extent the poetics, and above all the language of Mariusz
Kruk, is linked with the specific extra-artistic situation of Poland in the
1980s, when his approach was maturing; should we see elements of escapism in his
work, or, on the contrary, a parable showing his sensitivity to and involvement
with the surrounding world. The answer to this question, however, if it exists
at all, is secondary in view of the more universal wvalues that Kruk's artistic
proposals introduce into the perception of reality, If Wladyslaw Strzeminski was
right when he said in his "Theory of Vision" that the art of every epoch



reflects the "visual capacity" of the artist, or in other words, a category
closed to what we today call the paradigm of art, Mariusz Kruk's work
considerably extends this "capacity", indicating new areas of the imagination,
revealing new spheres of aesthetic experience, and encouraging questions of an
existential nature.

Mariusz Kruk is not the only artist who moves on the boundaries of art and
reality. Another artist who is interested in this area is Mikolaj Smoczynski. In
this case, however, this is an area viewed and understood differently, just as
the predisposition, decisions and conditions forming the artist's attitudes
differed..

Mikolaj Smoczynski did not belong to any art groups. He was educated in Lublin,
a city without an academy of art, although it has two universities and several
other institutions of higher education. He was therefore trained rather for
teaching than the practise of art (the Faculty of Art Education at the
University) . He chose a lonely path, not only in the strategic sense, but also
in the field in which he focused his attention as an artist.

Initially, immediately after graduating, he practised painting. But very
shortly, like Mariusz Kruk and the "Klipse Circle", he made attempts to develop
pictures in the third dimension. However, since the area of his painting
interests was very definitely different from theirs, his spatial arrangements
were also different from those put forward by the Poznan artists. Smoczynski
composed his spaces through the use of almost white geometrical forms or rather
geometrically-inclined forms, and later he made use of free hanging, and also
white, draperies. He was interested by subtly graded values of "white on white",
and the zones where various forms of matter met. At the same time, he took up
photography, which - in a more or less natural way - made him sensitive to what
is its essence: the interdependence of light and the structure of matter the way
in which various materials absorb or refract light, what diffuses and what
intensifies it. He was interested exclusively in interiors, and within
interiors, in details - the structure of cement, the substantial characteristic
of a wall, doors, door frames, floors, the appearances of recesses, cracks and
scratches, the shining of liquids spilled on the floor, the similarities and
differences between different fragments of an interior, lighted in various ways.

These relatively simple, but precise and sensitive procedures linked with the
perception of reality through the camera lens, which are basically cognitive in
nature, shortly changed into a more complex network of activities. The artist
joined together the two processes of creation and investigation; he began to
interfere with reality and "stage" it, in order later to see the results with
the help of photographs. He continued to contrast and combine various matters
and forms, allowing them to change their properties in response to the action
of time, their own weight, various fluids, and also under the influence of
changes in lighting (always natural). Almost imperceptibly, the process itself
gained importance in this work. This was not however a creative process in the
academic sense, not in the sense that it is understood in the context of
"Process art". In Smoczynski's work, the process was barely initiated; the
artist interfered in the first stage, only to allow it to become self-supporting
later- by letting the matter etc. take its own course. A work of art conceived
in this way never attains a final shape: it only ever exists in some phase or
another, and reveals only a thing of the past. This continual "past", out-of-
dateness is registered - and therefore held in a moment of time - by
photography. But photography is not merely here a "halted image" of reality. It
is an instrument of investigation.



It is only thanks to photography, and with its participation, that the direction
to be taken by further experimentation will be revealed. It is also thanks to
photography, it would seem, that the productions (if you can apply that term to
Smoczynski's impermanent arrangements) are almost completely without color. They
waver around shades of grey, changing gradations and values, sometimes almost
approaching black, or almost white - as in a photograph, and often as in a
negative.

The arrangements themselves are however never composed from "works of art" or
"art objects". They are usually "negatives of reality", forms "taken down" from
the walls, frames of doors and windows, squeezed out of recesses in walls, or
standing out softly and uncertainly from their "mother" walls, extruding from
them in the geometrical sense. One should stress this perverse artistic
practise, in which the interchangeability and interdependence of the two
processes referred to above (staging reality and photography) took on an almost
literal form. If it is possible to transfer into the area of reality both
practises proper to photography and the vocabulary linked with photography. This
kind of activity not only makes relative the concepts connected today only with
photography or techniques (negative, copy, taking off), introducing a
fundamental value into conceptual discourse, but -as is in the case of Kruk -
moves our attention to the non-artistic area, indicating its aesthetic wvalues,
and provoking thought about relativism of established concepts and the reality
which hides behind them.

Zuzanna Janin Baranowska, the youngest in this selection of artists, has only
been active in the art scene for a few years, but both her artistic approach and
the nature of her work as well as range of her interests have distinguished her
positively from her contemporaries. Zuzanna Janin puts her attention on her
female identity. In her first one-person exhibition (1989), the artist
consciously stressed her femininity of her work. There were no dramatic
gestures, intended to "over-expose" the subject or to turn it into a major
problem of a social nature. The femininity of her work was revealed only in the
kinds of materials used, the way she dealt with them, and the techniques
adopted. Her early works were done in soft "melting" fabrics, draped one over
another, overlapping and forming a kind of narrative order; this order was on
the whole hidden from over-literal interpretation, and worked through rhythm,
the direction of tension, mood and in particular - the way of shaping it,
recalling classical bas reliefs of mourners clad in torn robes. The artist also
revealed her range of media from the beginning: needles, threads, pieces of
textile. For a time, big knots emerged out from her pieces, carefully produced
from thick thread and "floating" on the surface of the background like tears or
drops of blood.

Shortly after this period, in 1990, Zuzanna Janin commenced a dialogue with
space, . At first it was a timid dialogue. Consciously timid. Timid in a feminine
way. To be precise, she introduced into the spaces, semi-transparent forms,
often lighted from within, placed somewhere at the side, by the wall. These are
almost geometrical forms, reminiscent of pieces of furniture: cupboards, chests,
beds. Made of silk, filled with light and air, tied by invisible threads - they
could equally well have been only traces of an object, a memory of the object,
an imagined object. But in fact they really existed. Even more true were her
arrangements made in an "imperfect" way, incomplete, in which crushed silk only
partly formed a shape, and broke off suddenly, hanging in irregular shreds.
Similar in height and form, her silk "portals" put in a line through the space
of Dzienka gallery looked like a suite of inter-connected rooms in a ruined
house. The form of the house also appeared. A traditional, childish house, that



we all know from our own experience of drawing - four walls, a pointed roof and
a chimney.

Pieces of raw silk, often already worn, sewn together by a machine. Sewing - an
almost anecdotal activity, attributed to the European woman from time
immemorial; an activity forgotten by art, and rejected by artists both male and
female, in the twentieth century; an activity not only renounced by feminists
active in art, but also the by the majority of "liberated" women, and no-one
refers to it in art with the exception of Rosemarie Trockel, who rather
demonstrates her attitude towards this kind of feminine activity than makes use
of it as a real artistic technique. But for Zuzanna Janin sewing is a natural
activity, proper to her sex, and almost inborn. The artist accepts her
femininity. In building her silk forms she tells us intimate things about
herself, and her way of telling us is also intimate. A woman is a delicate
creature. Silk is a delicate material. But it is also a strong material. From
analysis of the material alone and parallel thinking one may build up a large
literature. But one may also stick to the restrained form that is shown to us
and consider its relationship with the world of contemporary art. If we do this
we will discern values like the revealing attitude to material and the revision
of its symbolism (in her latest work, the artist makes use of dramatic and
highly significant confrontations of silk with thick emery paper) and also an
unconventional attitude to space. The work of Zuzanna Janin has right and wrong
sides. It divides space into exterior and interior. We never really know which
is more important -the side that shows the seams, knots and ragged edges of the
fabric, the places where it meets the emery paper, which is only rough on the
outside, where it is contrasted with the smooth, in some way created right side
-or the right side, the exterior side.

There are also confusions in the understanding of what we call the right and
wrong sides, the correct and the incorrect, which occurs when we are dealing
with pieces in which there are recesses. These are recesses in the form of
pieces of furniture (again) but also only in some. Usually they correspond to
the dimensions of a bed. Because they form an indentation in the "wall" of the
silk, an indentation to the inside, you could claim that they belong to a more
intimate, hidden part of the space. But from that part they are divided
physically by a substance - silk. We are therefore once again dealing here with
a positive and negative form, which is in both cases open to question and which
overlaps. While however in the case of Smoczynski, things take place in a
changing reality and its fictional, photographic reflection, here the fiction
and the reality penetrate each other.

But what is most important, or perhaps the most symptomatic, is the fact that
none of these three artists has tried to reach outside his own/her surroundings.
And each in his/her own way has found universal values there.
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