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PRO ARTE

TAMARA de LEMPICKA
(1898-1980)

AII: over the world the art of Tamara de
Lempicka was considered 1o be a re-
discovery made during the seventies, Up
to that time, the painter, either forgotten
or never mentioned by the critics lived far
away from any culoral traces in Houston,
Texas, having decided 1o remain in the
shadows. The exhibition in the
Luxembourg Gallery in Paris in 1972,
which was a review of Lempicka’s work,
turned into a trivmphant comeback. It was
a time of revived intercst in the forms of
the real world, in the concepis of the
narrative, the theme, the real object. The
critics looked more tolerantly, or even
sympathetically at implicit and explicit
references to the historical schools of
French painting. The hint of traditionalism
and the sound technique of Lempicka’s
artistic skill were now recommended as
guideposts of the new figuration,
““Re-emerging from the waves' —this
wits the headline with which Florent Fels,
the founder of the journal, Arr Vivant
welcomed Lempicka's comeback 1o active
artistic life, emphasizing the classicist and
baroque elements in her style. The fact
that a large number of her paintings eéntered French art collections
and appeared in numerous publications in Italy, France, England,
the United States and Japan—these were the external symptoms of
recognition. Lempicka’s biography which could be used as
a perfect film scenario is full of adventures, exciting events taking
place over a huge area between her native Warsaw, St.
Petersburg, Paris, Hollywood and New York. It stops at
Cuernavaca, Mexico, where the artist died in 1980, at cighty-two
years of age. She never lost her penchant for eccentric theatrical
gestures: in her will she asked for her ashes to be cast from
a helicopter over the slopes of Mount Popocatepet] nearby, The
information we have about her family and the time spent in her
parents’ home is limiled; there are some gaps and inconsistencies.
According to reliable sources, Lempicka was born as Tamara
Giorska in Warsaw in 1898, into an affluent intelligentsia family.
Her father, a lawyer, was connected with financial circles of
Warsaw and St. Petershurg. There were two influential, educated
women in the family—her mother Malwina (born Decler) and her
grandmother, Clementine, who took young Tamara on a trip 1o
Italy to show her gifted granddaughter the grandeur of art of that

Tamara de Lempicka, 1930s

Majamwn Tamary Lempickiej uznane
zostalo w swiecie za odkrycie
rewindykacyjne lat siedemdziesiatych. Do
tego czasu malarks, zapomniana byd?
przemilczana przez krytyke. sama
usunawszy sig w cien, zamieszkala z dala
od szlakow kultury w teksaskim miescie
Housten, Przypomnienie publicrnodei
dorobku Lempicke) na wystawie w paryskiej
galerii Luxembourg w 1972 r,
przeksztaleito sig w tryumfalny miemal
“redivives”™ . Wlasnie wiedy nadeiagnela
fala nowego zainteresowania ksztaltem
realnego Swiata, Przywracano do lask
narracjc, temat i realny przedmiot.
£ wigkszq tolerancja, a nawet sympatig,
spogladala krytyka w strong tendencji
nawigzujacych wprost i otwarcie do
historyeznych szkdl malarstwa
francuskiego. Pewien tradycjonalizm
postawy obok solidnodei rzemiosla
malarstwa Lempickizj rekomendowane
teraz jako drogowskaz do nowej figuracji.

"Ponowne wynurzenie z fal'"—takim
nagliwkiem powital powrdt malarki do
czynnego Eycia artystycznego Florent
Fels, zaloZyciel pisma Art Vivant,
uwypuklajac Klasycystycene | barokowe pierwiastki jej twérczosci,
Wiaczenie dukego zespolu jej obrazdw do francuskich zbiordw
sztuki, ukazanie sig licznych publikacji we Wloszech, Francji,
Anglii, USA i Japonii bylo zewnetrznym dowodem
uznania. Zyciorys Lempickiej, mogacy shuzy¢ jako tworzywo dla
scenariusza filmowego, obfituje w podniecajace preygody
i wydarzenia, rozgrywajace si¢ na rozleglym obszarze pomigdzy
rodzinng Warszawa, Petersburgiem, Paryzem, Hollywood
i Nowym Jorkiem. Urywa si¢ w miejscowosci Cuernavaca
w Meksyku, gdzie artystka zmarls w 1980 r., osiggnawszy
sedziwy wiek 82 lat. Upodobanie do ekscentrycznych | teatralnych
gestow nie opuszezalo jej do korfca. W wykonaniu ostatniej woli
jej prochy rozrzucone z helikoptera spadly na stoki pobliskiej gory
Popocatepetl,

O rodzinie i okresie spedzonym w domu rodzicielskim
informacje pozostaja nader skape. Sa w nich istome luki
i niescistosci. Wedle wiarygodnych Zriddel Lempicka urodzila si¢
jako Tamara Gorska, w Warszawie w 1898 r. w zamoznej
rodzinie inteligenckie). Jej ojeiec, adwokat Gorski, zwiazany byl
Z kolami finansjery Warszawy i Petersburga. Wakna role
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country. The ltalian travels left their permanent traces in the mind
of the future artist and determined the range of her interests. The
western route led to St. Petersburg, where she stayed in the
residence of her rich aunt and was introduced to the atmosphere of
the salons and the charm of luxury. The city, with its classical
complex of the Winter Palace, Tsarskoye Selo, the Champs de
Mars, its stylistically uniform architecture, designed by Rastrelli
shaped the artist’s tastes and likings.

This was probably the source of her indulgence in elegance
as a fagon d'érre and the salon-like treatment of her themes. She
could also have been inspired by the Hermitage collection of
Italian and German renaissance art, especially by Cranach the
Elder, whose ant introduced her to the problems associated with
painting nudes and portraits,. We do not know if Lempicka started
her art studies in the Petersburg Academy or in one of the
numerous private schools. In St. Petersburg she met a charming
young man, Tadeusz Lempicki, who came from a Polish gentry
family. and married him at the age of eighteen(?).

When the October Revolution broke out in Russia, Lempicki
found himself in trouble and took the first opportunity to emigrate
to the West, together with his wife. Soon they arrived in Paris
where they shared the sad fate of emigrés and where their
daughter Kizette was born; her image constantly returns in her
mother’s paintings. Living with limited means and fighting against
adverse fate, Lempicka started pulting into practice the ideal life of
a modern woman; she wanted to be an artist, an independent
person and not merely a setting for her husband’s career. She
started studying with André Lhote and Maurice Denis, She did
not remain with them too long, just enough to be able to find her
own place among the artistic trends and fashions of Paris.
Deciding to become a permanent resident in France, Lempicka
made a number of diverse artistic and social contacts, mainly
independent of the Polish colony. She kept the name of her
husband (who left her and returned to Poland), adding the *‘de’”’
particle.* She soon became popular within top social circles. She
was admired for her talent, beauty, charm, eccentric clothes,
elegance and independence. She was considered the embodiment
of the ideal woman of her times. Her portraits and self-portraits
were interpreted from this point of view. She painted herself in
4 ski costume against the background of the snow-covered slopes of
Saint Moritz or behind the steering wheel of an automobile. Her
Self-Portrait Behind the Steering Wheel had a role in creating the
myth of the modern Amazon who challenges both men and
petrified social rules. When Galerie des Arts, the Paris monthly,
devoted a special issue to the anndes folles (February 1979 it
used this painting on the cover with a note: **Tamara de
Lempicka, the Symbol of Women's Liberation, 1925, Her first

“In Peilish this-sounds mber strunge iod in Fraoce if s symbol of nobility. The gesture can
be viewed as snobbish, bul what is probably more important, was the wish g pet sy from
the statiis of o forcigner and medt i the cosmopoditan: Bobemia,

w rodzinie odgrywaly ofwiecone kobiety—matka Malwina (z domu
Decler) i babka Klementyna, ktdra z mlodziutka Tamara odbyla
podréd do Wioch w intencji pokazania uzdolnionegj plastycznie
wnuczee Swietnodei dawnej sztuki tego kraju. Wioskie
perygrynacje zostawily trawaly slad w umyslowosci przyselej
malarki i wyznaczyly krag jej zainteresowari. Kolejnym celem

podrizy byl Petersburg, gdzie w rezydencji bogatej ciotki miala
sposobnosé wezeénie poznaé urok luksusu i atmosfere salondw.
W miedcie tym uksztaltowal sig jej smak i upodobania—pod
wplywem otoczenia, w kidrym dominowal wszak porzadek
klasyczny wielkich komplekséw dworskich Palacu Zimowego,
Carskiego Siola, Pola Marsowepo i jodnorodna stylistycznie
architekiura Rastrellego,

Thmara de Lemprcka
Fortrair of Irena Kleinman
pencil, Il 14 x 6 14 in. (283 x 16 cm)
signed and dated! Tamara Gidrska 1915
Execuied i Warsaw
Private coll, New York City
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individual exhibition, which opened the door o her career, ook
place in 1925 at the Milan Gallery, Bottega di Poesia, which
belonged to an art patron, the Ialian prince Emanuel di
Castelbarco. She probably met d'Annunzio there. The aging
writer, an almost legendary winner of ladies’ hearts, had allegedly

Tamara de Lempicka — Lillies in a jar

By¢ moze stad bierze poczatek lubowanie sie w elegancii
Jako **fagon d'etre’”, a takZe “salonowosé’” w traktowaniu
tematu malarskiego, Zrodlem inspiraci mogly byé takze zhiory
Ermitrazu i znajdujace sie tam malarstwo wloskiego
i niemieckiego Odrodzenia, 2wlaszezn Cranacha Starszego, kidre
wprowadzilo ja w problemy aktu i portretu. Nie wiadomo, czy
artystka rozpoczely studin malarskie w petersburskiej Akademi,
czy ted uczeszezala na zajecia do jednej z licznych szkol
prywainych. W Petersburgu poznala powabnego mlodziedca
Tadeusza Lempickiego, pochodzacego 2 polskiej rodziny
ziemiafiskiej 1 w wieku lat 18 (7) zostala jego zona.

Gdy w Rosji wybuchla rewolucjs, Lempicki popad! w duie
tarapaty i przy nadarzajgcej sie okazji wraz z 2ona wyruszy!l na
Zachid dzielac smutny los emigrantéw, Wkrotce znale#li sie
w Paryiu, gdzie przyszly na dwiat ich cérka Kizette, ktdrej
wizerunek pojawi sie wielokrotnie w obrazach matki. Zyjge
w miedostatku, whrew przeciwnoéciom losu, Lempicka przystapila
do realizacii nowoczesnego idealu ycia kobiety; cheiala zostad
artystka, osoba niezalezna, a nic tylko oprawy dla kariery
wspiimatzonka. Zabrala si¢ do pracy nad sobg studiujac u André
Lhote’s | Maurice Denisa. Ni¢ przebywala tam dhugo, ale
wystarczajaco by za sprawa tych malarzy okredlié wlasne miejsce
wirad nuridw i mid eksplodujacych w tym czasie
w nadsekwariskiej stolicy. Decydujgc sie na staly pobyt we Francji,
Lempicka nawiazala szerokie kontakty artystyczne i towarzyskie,
ghiwnie poza kolonig polska. Zachowals nazwisko meza, kidry ja
opuscit (i powrdcil do Polski), dodajae do niego przyimek “de’"*

Tamara Lempicka szybko zdobyla popularnoéé w kregu
smuctanki towarzyskiej. Podziwiano jej talent, urode, wdziek,
ckscentrycene stroje, elegancje i samodzielnodé. Uchodzila za
ucielesnienie wzoru kobiety odpowiadajacego duchowi czasu. Tak
odczytywano jej portrety | auwtoportrety. Malowata sicbie w stroju
narciarskim na tle odniczonych zboczy Saint Moritz lub za
kierownica automobilu. Auwtoportret za kicrownicy uczestniczyl
czesto w kreowaniu mitu wspélczesnej amazonki, rzucajace]
wyzwanie plei meskiej | stostnialym porzadkom obyczajowym.
Paryski miesiecznik Galerie des Arts w specjalnym numerze
poswigconym “*szalonym latom’™ (luty 1979 r.) umiescit go na
okladee i zaopatrzyl w komentarz: **Tamara de Lempicka, symbaol
wyzwolenia kobiet, 1925,

Pierwsza, indywidualna wystawa, kidra otworzyla jej droge
do kariery, odbyla sic w 1925 r. w mediolariskiej galerii Bottega
di Poesia, naleracej do mecenasa sziuki, whoskiego ksiecia
Emanuela di Castelbarco. Tam tez najpewniej poznala d’ Annunzia,
Starzejacy sic ju? pisarz, otoczony legenda zdobywey serc
niewiedcich, zapalal ponoé afektem do *'la belle polonaise’. Na
jego zaproszenie Lempicka przybyla do posiadiosci d° Annunzia

"W jeryku polskim bromd w deswacenie, s we Francil oenaces proyosbeinodd do s
stlacheckiegn. Gest ten modnaly wytlamucs v snobiemem, ale chyba bardese] sdecydowaly chod
odokecia sig od smusy codwariemen | calkewsego aopienia sig ¢ frodmwiskiem bhesmy

o mbarwienin kosmopalityeeyin



fallen 1n love with La belle polonaise. Having received an
mvitation. Lempicka went 10 d'Annunzio’s estate in Vittoriale (in
1927) to paint a portrait of her host. The portrait was never
painted, but, as we can gather from the diary of d'Annunzio’s
housekeeper (and mistress), which was published in Milan by
Franco Maria Ricci, in a bibliophile edition (1977), the pretty
painter remained indifferent to the **Commandante’s™ courtship,
although she valued his friendship and felt honored by it and by
the fact that she had entered the lwxuriously furnished **Leda’s

Timary de Lempicka—Key and Hand, 1941
Private call,, Buenos Amres
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w Vittoriale w 1927 r. z zamiarem malowania portretu
gospodarza, do czego zreszig nie doszlo, Natomiast lekura dziennika
ochmistrzyni, wdzied metresy pisarza, zuwicrajgcego szezepitlowy
opis tej wizyty a opublikowanego w bibliofilskim albumie wydanym
we Wioszech (wyd. Franco Maria Ricei, Mediolan 1977), pozwala
domyslac sig, #e urodziwa malarka cho¢ cenila sobie e znajomosé
i wyrdznienie i chociat preekroczyla prdg urzadzonego

z przepychem “‘pokoju Ledy'’, pozosiala nieczula na zaloty
“Commandante’’. Niedoszly zapewne romans mial ladny prolog

i epilog, godny jego bohaterdw, Gospodarz preywital goscia
wysirzalami armainimi, a po rozstuniu, umyslny jefdziec wreczyl
Tamarze prezent w postaci okazalego picrécienia.

Wytworny Swiat pociagal ja jak barwny | migotliwy
spektakl. Uczestniczac w nim, wprowadzala go w ruch swaoijg
sztuka. Malowala arystokraréw, koronowane glowy, tancerki,
uczonych, preystojnych pandw, damy i dziewczyny z *‘demi-
mondu’". Zawarcie nowego malledstwa z wegierskim baronem
Kuffnerem pozwolile rozszerzyé krag towarzyskich koneksji.
Kreowala swoje fycie osobiste z takimde rozmachem, z jakim
projektowala nowe stroje i nowy dom. Willa przy ulicy Guy de
Maupassant w Paryiu, zbudowana wedle projekiu architekta
Mallet Stevensa, budzila sensacje ze wzpledu nat uzyte tam
nowoczesne materialy | urzadzenia wnetrz w modnym wéwczas
stylu geometrycznym. Parye oklaskiwal wszelkie nowosci we
wzornictwie i w modzie. Jules Romain wspominajge atmosferg
Muontparnassu zanotowal: “*bylo to jedvne, niepowtarzalne miejsce
na Swiecie;, byl to jedyny, niepowtarzalny moment’. Slowa le
odnoszg sie do gwaltownie ujawnionej potrzeby upajania sig
tyciem. Przekonanie, e po rzezi na frontach wojny swiatows|
nastapila era rozumu i postepu, znalazlo ujscie w nastrojach
euforycznych. Zawrome kariety gwiazd Mistinguett i Josephine
Baker, najnowsza linia ““haute couture’’, charleston, shimmy,
lostrot krdlujacy na parkietach, rozluZnienie obyczajéw, erolyzm,
mioda krdtkich sukien i *“chlopezyey " —oto niektdre cechy
“szalonych lat’” dwudsziestych.

Mysl artystyezna podazala tym samym hedonistyeznyim
torem. Sztuka cheisla wyrazié afirmaecje 2ycia, dazenia
i oczekiwania epoki. Nu tym podlofu rozwijal sig zespol idei an
deco, kidre polaczyly racjonalistyezna doktryne kubizmu, a Scislej
puryzmu, 2z dekoracyjna estetyka secesji. Dawna awangarda weszla
w lure umiarkowania. Neokubizm reprezentowany przez Henn
Roger de la Fresnaye's. André Dunoyer de Segonzac'a i André
Lhote’s wracal do przedmioctowego Swiata. Odejécie od kubizmu
bylo cena pojednania sztuki z rzeczywistodcia zmystows,
poprzednio lekcewazong. Praktyka odkrywala nowe obszary
doswiadcezen. Odwolywano sig do francuskiej tradyejl malarsiwa,
by przywrdcic jej przerwang cigglosé. Dla wielu blizszy byl teraz
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room.,”" The unsuccessful romance had a waorthy prologue and
epilogue: the host welcomed his guest by firing a cannon salute,
and after they had parted, a messenger handed Tamara a gifi—an
IMpPosing Ting.

The elegant world fascinated her as a colorful, shimmering
performance. Participating in it, she kept it in motion with her art,
She painted aristocrats, members of royal familics, dancers,
scholars, good looking gentlemen, beautiful ladies and girls from
the demi-monde. Her second marriage, to a Hungarian baron,
Kuffner, allowed her to widen the scope of her social connections.
She shaped her private life with the same dash that she designed
new clothes and her new house. The villa in the rue de Guy de
Maupassant in Paris, from a design by Maller Stevens, created
u sensation with the modern materials used 10 erect it and with its
interior decoration, in the then fashionable peometric style. Paris
welcomed all novelties in design and fashion. Reminiscing on the
atmasphere of Montparnasse Jule Romain noted: *“This was the
only unique place in the world. the only unigue moment.”" He was
referring to the suddenly manifested penchant for enjoying life.
The belief that after the slaughter of the First World War there
would come an era of reason and progress found its oulet in
cuphoric moods. The giddy careers of stars like Mistinguette and
Josephine Baker, the most recemt fashions of haute coutre, the
charleston, shimmy and foxtrot that ruled the dance floors, the
relaxation of morals, eroticism, shorter skirts and “‘boy-like”
hairstyles—these were only some features of the “wild™" twenties,

Artistic thought followed the same hedonistic track. An
wanted to express the affirmation of life, the expectations and
aspirations of the times. This was the background for the
developing ideas of art deco, which combined the rationalistic
doctrine of cubism, or, more accurately, purism, with the
decorative esthetic of art noveau. The former avant-garde entered
the moderate phase. Neo-cubism, represented by Roger de la
Fresnaye. André Dunoyer de Segonzac and André Lhote, came
back 1o the world of objects. The retreat from cubism was the
price art paid for reconciliation with the formerly neglected
physical reality. Newer and newer areas for experiments were
being discovered. References were made to the tradition of French
painting in- order o restore its broken continuity., Many artists felt
closer to Courbet, Géricault and Ingres than to Cézanne.

Lempicka’s art, both enchanted with the glorious examples
of earlier paintings and stained with the formal influences of the
Ecole de Paris, existed as if at the crossroads of two freal
systems: neoclassicism and synthetic cubism. But her attachment to
the classical. to the idea of the invariable, extra-temporal standard
of beauty, was more apparent. Lempicka’s paintings reminded one
of various masters who stressed theatrical pose and gesture and the

Tamara de Lempicka
Portruit of Dr. Bovcard, 1929

N5
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Tamara de Lempicka
Thmara in Green Bugsi, B25
Privaie coll
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physical values of the characters. Both these elements she found in
Ingres who, not accidentally, is often called the father of modern
drt. *“‘Perverse Ingresism™™ —that is what critics wrote abowt her
style. The French an historian, Germain Bazin, however, pointed
to another source of inspiration, namely the ltalian mannerism of
the Florentine School represented by Pontormo and
Parmegianino—artists for whom a wavy line, linéa serpentina and
contrapposto, which harked back o the gothic, were supreme
forms of beaoty. Lines like these can also be found in the fashions
of the times, which launched seérpentinge sithouettes and arch-
shaped flounces.

In her portraits and nudes Lemicka portrays with equal
elegance both the dignity of a human being and his vanity and
pride, pushed o the point of being ridiculous. Good-looking men.
often slightly mannered, present themselves with the chic of
fashion magazine models, while women, loaded with sex appeal,
expose their lazy, huge, well-groomed bodies. The lack of
a psychological interpretation of the model is compensated for by
the richness of artistic means of expression—realistic texture,
brightness of color, and the careful, delicale contrasts of light and
shadow. A drapery, a pleat of the dress, a wave of hair, the shape
of a hand, the contours of eves and lips—all this was to give
a reliable pictute of the scene and the times,

Tamara de Lempicka’s work received notice in both the
French and American press. She was also known in Germany,
through an exclusive women’s magazine Die Dame. The interest of
the Polish press in the life and career in this talented compatriot in
Paris is also significant. Articles about her and numerous
reproductions of her work were prominent both in papers and in
illustrated magazines: Korier Polski, Kurier Warszawski, Czas,
Kobiets Wepolczesna, Swistowid, Swiat and La Pologne (published
in French). The first time that Lempicka was mentioned in the
Polish press was on 24 December 1925 in Kurier Polski (Polish
Courier), on the occasion of an exhibition of her works in Milan.
In his introduction to the catalogue published along with the
exhibition, the critic Jacques Reboul wrote, in a rather personal
tone: “The enthusizsm which directed vou, Madam, to new
schools of painting made you learn, made you create, and
permitied you 10 scquire your amazing skill at an age when many
painters are still learning.” Kurier Warszawski (Warsaw Courier, 22
December 1926) insisted that “Mrs. Tamara Lempicka starts from
different, more radical, post-cubist assumptions.” Kobieta
Wipdfczesna (Modern Woman, 20 February 1931) published
a report by a Polish journalist about her visit to Lempicka's studio
in Paris, The illustrated Swiatowid printed color reproductions of
her new works, under the title “A Polish Artist in Paris: Tamara
Lempicka.” Garets Warsrawskys (Warsaw Guzette, 4 November
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Courbet, Géricault i Ingres anizeli Cézanne.

Mualarstwo Lempickiej zapatrzone w Swietne wzory dawnego
malarstwa, jak tez naznaczone wplywami formalnymi Ecole de
Paris, znajdowalo sie jakby na przecieciu dwich wielkich
systemdow: neoklasycyzmu i kubizmu syntetyeznego. Jednak
bardziej odslanialo swoje przywiazanie do klasyki, do klasveenego
pickna niezmiennego i pozaczasowego. Obrazy Lempickiej
preywodza na myél rdinych mistrzdw, u kidrych poza teatralng,
gest oraz dazenie do uwypuklenia walordw cielesnych postaci
wysuwa si¢ na pierwszy plan. Obydwa pierwiastki artystka
znajdowala u Ingresa, nie przypadkowo zwanego przez nicktdrych
“ojeem sztukl wspdlezesne|''.

“Ingresisme perverse’ —pisali krytycy o jej stylistyce.
Francuski historyk sztuki Germain Bazin zwraca wszak uwage na
inng proweniencie, ktdra mialo stanowié malarstwo manierystow
wloskich szkoly florenckiej—Pontormo, Parmegianino—artystdw,
dla ktorych najwyiszym wyrazem pickna byla linia wijgca sie,
serpentynowata (linea serpentina) | kontrapost wywodzacy sie
Jeszeze 7 gotyku. Linig taka mo2na przedledzié takie w dwezesne)
modzie lansujacej sylwetke wetowata i falbany o lukowatym
kroju. W portretach | aktach utrwalala Lempicka z jednakowym
wyczuciem eleganci, zardwno godnoét istoty ludzkiej, co
pragnosc i pyche az do granic dmiesznoscl. Dorodnl mezczyvini,
nickiedy z oznakami zmanierowania, prezentujg sie 2 szyvkiem
niczym modele 7 zurnala, zad kobiety naclektryzowane sex-
appealem, eksponuja swoje nieco leniwe, masywne
i wypielegnowane ciala. Brak psychologicznej interpretacyi modela
rekompensuje bogactwo malarskiej ekspresji—fizykalna strukiura
materii, Swietlistosé koloru, staranny modelunek w partiach
rozswietlonych i zaciemnionych. Draperia, falda na sukni, ulozenie
wlosdw, ksrtalt dloni, rysunek oczu, ust—wszystko to mialo
wzmyslowic wiarygodnosé obrazu i czasu.

Twérczodé Lempickiej znajdowala rezonans w prasie
francuskiej i amerykanskiej. W Niemczech znana byla z okladek
ekskluzywnego czasopisma kobiecego Di¢ Dame. Znamienne jest
zainteresowanie prasy polskiej &yciem i osiagnigciami
utalentowanej rodaczki na paryskie] scenie setuki. Piszg o nigj
i ramieszczajy liceme reprodukcje gazety oraz czasopisma
tlustrowane: Kurier Polski, Kurier Warszawski, Cras, Kobieta
Wipdtczesna, Swiatowid, Swiat i ukazujaca si¢ w jezyku
francuskim La Pologne. Pierwsza wzmianka w prasie polskie]
ukazala sie w Kurierze Polskim (24 . X11.1925) w 2wigzku
z otwarciem wystawy prac malarki w Mediolanie. We wstepie do
katalogu te] wystawy, utreymanym w tonie do$é osobistym, krytvk
Jacques Reboul pisal: “*Zapal, kidry skierowal Panig do nowych
szkol malarskich kazal Pani poznawaé, tworzyé 1 zdobyé w tak
milodym wieku sdumiewajace mistrzostwo, gdy tylu malarzy jest
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1931) informed its readers that a successful exhibition of Polish ar
in Pittsburgh was held which presented the works of Slendziriski,
Pruszrkowski, Jamontt, and Tamars Lempicka, At the same time
American correspondents in Paris commented on the unmistakable
air of “publicity” surrounding the newly discovered talent, Here is
a sample from the New York culral magazine, Vanity Fair (1927):
“Polish Parisian Tamara de Lempicka has become an an sensation
of the past two seasons in the French capital. Her paintings, which
can be seen in current exhibitions and in official salons, and the
unusually innovative way she designed the interior of her house at
Rue Guy de Maupassant—these have become the topic of the day
in the city on the Seine”

Swiat (The World) never missed the opportunity o remind its
readers about Lempicka and interviewed her during her brief stay
in Warsaw in 1932, From the interview. entitied A Woman of
Wirsaw: An Attraction At Paris Exhibitions, we learn among other
things, that “she is a great asset 0 our propaganda in the
international art market of Paris™; we also find a few cutting
remarks concerning her stay in d'Annunzio’s villa, While she
visited Poland first time (then two more trips) & few of her works
were then exhibited in the Zacheta gallery. Among the various
articles and reviews one deserves special attention: it is an aricle in
La femme polonaise (1933), in which the writer points out
similarities between Lempicka's paintings and the sculptures of
Edward Wittig. He saw a kinship mainly in the specific rhythm,
which evoked *a mathematical squaring of the picture”” and in her
penchant for geometrical, simple forms, which created sculpture-
like illusions. Lempicka also wok part in the National Fair in
Pornan (1929), where she sent two paimtings, which received
bronze medals. It is guite probable that on this occasion she
became o member of *Cercle des Artisies Polopais § Paris)” an
association founded by August Zamoyski, whose members included
Jizef Pankiewicz, Henrvk Gotlib, Alicja Halicka, Janina Kowarska
and Mela Muter. Her name was often mentioned in connection
with the group of Polish artists living in France. However, she was
the only person of the group who managed to attract the interest of
the mass media. The press reported every aspect of her life—her
new clothes, parties, furniture for her bedroom, and the
distinguished figures who visited her home.

This was at the peak of her career. She posed for some of
the top photographers, but she probably designed the setting
hersell for they complemented her own style and the climate of art
deco. Photographs of Tamara at her easel, in elegant evening
dresses, against the background of modernist interiors, document
the style of the period. One can read a great deal in them: the
etiguette, the manners, the so-called bon-ton, which a member of
the snobbish créme de la créme had o go bv. A slight violation of

jeszeze ucrniami.”’ A Kurier Warszawski (22.X11.1926) donosi, iz
"'z odmiennych, bardziej radykalnyveh, postkubistycznych zalozen
malarskich wychodzi pani Tamara Lempicka' . W Kobiecie
Wepdiczesnef (20.1,1931) ukazuje sie relacia polskicj dziennikarki
z odwiedzin w pracowni Eempickiej w Paryzu, Hustrowany
Swiatowid drukuje wielobarwne reprodukcje jej nowych prac
opatrujac je tytulem Polski artysta w Parviu: Tamar Lempicka.
Guzeta Warszawska (4.X1.1931) nie zapomni poinformowad
czyielnikow o sukcesic wystnwy polskiego malarsiwa w Pitisburghu,
w ktdrej obok Slendzirfiskiego, Pruszkowskiego. Jamontta
wystawialn Tamara Lempicka. Réwnoczednie korespondenci prasy
amerykadskiej w Paryzu 2 sympatig odniedli si¢ do zeuwazalne
aury “‘publicity’” wokdl nowo ujawnionego talentu. Oto probka
zaczerpnigta 2 nowojorskiego czasopisma kuluralnego Vanity Fair
(1927): *"Tamara de Lempicka polska paryzanka, stala sig
malarska sensacja ostatnich dwdch sezondw we francuckiej stolicy,
Jej plitna, ktdre ogladad moina na bietacych wystawach | w salonach
oficjalych. jak i wyjatkowo nowatorski charakier wngtrz jej domu
prey ulicy Guy de Maupassani—zaprojektowany przez nia
sama—staly sie tematem dnia w nadsekwariskim miescie.”" Swiat,
ktory nie opuszezal okazji, zeby preypomnieé malarke
czytelnikom, preeprowadzil 2 nia wywiad w czasie jej kritkiego
pobytu w Warszawie w 1932 r. opatrujac go tytulem
Warszawinnka atrakejy wystaw paryskich. Z wywindu
dowiadujemy si¢ m.in, 2e “'jest znakomity atrakcjs propagandy
naszej na paryskim, miedzynarodowym rynku'’. Jest tam takze
garsé uszcrypliwych informacji o jej pobycie w willi d” Annunzia.
Ta pierwsza wizyts artystki w kraju ojoevstym (w sumie
odwiedzilu Polske trzykrotnic w zwiazku z procesem
rozwodowym) zbiegla sie ze skromnym odzialem w wystawie

w ““Zachecie”'. Wirdd rainyeh wzmianek 1 ocen na uwage
rasfuguje inleresujace rozwaknnie umicszczone w czasopismie La
femme polonaise (1933), ktdrego autor podnosi podobiedstwo
malarstwa Lempickiej 2 rzedbay Edwarda Wittiga, upatrujac je

W poOCZUCIU ryimu sprawiajgeym ‘‘matematyezne spotggowanie
obrazu’" oraz—w upodobaniu to form geometryeznych

i uproszezonych, dajgeyeh zhudzenie rzegby. Lempicka brala takse
udzial w pokazie srtuki na Powszechnej Wystawie Krajowe|

w Poznaniu w 1929 r., na kiérg wyslala dwa obrazy uhonorowane
brazowym medalem. Niewvkluczone, Z¢ z e okazji zglosila akees
o zaloronego przez Augusta Zamoyskiepo *'Cercle des Artistes
Polonais d Paris™, zrzeszenia, do kidrego naleeli m.in. Jozef
Pankiewicy, Henryk Gotlib, Alicja Halicka, Janina Konarska,
Mela Muter. Faktem jest bowiem, 2¢ jej nazwisko laczono 2z grupg
malarzy polskich rezydujacych we Frangji. Byla jednakie w tej
zbiorowosci jedyng osobg, kidro zdolala wytworzy¢ wokol siebie
klimat zaciekawienia ze strony masowych érodkdw przekazu.
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Timara de Lempicka—Adam and Eve, ca, 1932
Cioll. Petir Palass, Ceneva
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the rules of impeccable behavior, however, or the provocation of

a small scandal, was considered good form. A woman-painter
exhibiting quite sensual poses of nude characters could find hersell
in trouble with the defenders of morality, even in libertine France.
This is actually what happened when her painting, Adam and Eve,
was used as a motif for a poster advertising the play entitled
Sexualité, It was confiscated as an offense to morality, but the
police officer who signed the sequestration document immediately
sent a private letter to the painter, expressing his desire 10 purchase
the painting for his private collection.

Lempicka's contacts with American artistic circles began with
her participation—along with fourteen other Polish artists—in an
international exhibition organized by the Carnegie Instituie in
Pittsburgh. The New York Times (20 October 1929) noted:
“Tamara Lempicka Provides a Polish Sensation™ (referring o The
Portrait of Doctor Boucard); while The Post Dispaich (16 March
19309 claimed that the paintings of two Polish artists Mela Muter
and Tamara Lempicka where among the best exhibited. In the
spring of 1939 Lempicka and her husband travelled to the United
States; a fact reported by The New York Herald Tribune, which
also informed its readers about a forthcoming exhibition of her
works at the New York gallery of Paul Reinhardt,

The outbreak of the Second World War cut her off from
Europe, deprived her of her home, her friends and, mosi
importantly, of the cultural background in which she had lived
throughout her adult life. America was hospitable to her, but
remaining here meant opening a new chapter of her life, full of
question marks at the time. At the beginning, largely due to the
previously acquired impetus, things went well, as witnessed by the
numerous exhibitions in various parts of the country. First she
settled in Beverly Hills, the most elegant section of Los Angeles,
in a villa formerly belonging to King Vidor. One could meet
famous Hollywood stars there: in one photograph we see Tamara,
still lovely, with the well-known actor Charles Boyer. Her name,
préceded by the anstocratic title “baroness,” was often mentioned
in the local press. The war was still being waged; thus, it is not
surprising that the painter ok part in many patriotic undertakings.
The San Diego Tribune {10 March, 1941), in an article entitled The
Art of a Baroness fo Help the Poles informed its readers about the
opening of an exhibition in Julian Levy's Gallery and about an
auction organized to support the Paderewski Foundation, The same
piece of news was repeated in The New York Times. The artisi's
compassion and support for fighting Poland was highly appreciated
by the Polonia circles of California. The press also showed interest
in Lempicka's other spectacular initiatives, such as a public contest
for a model for a painting. Thus she was a popular personality
again, gave interviews for women's magazines on cosmetics and

Prasa donosita o toaletach. przyjeciach, o urzadzeniu sypialni
i 0 znakomitosciach goszeraeych w jej domu.

Artysika byla u szezytu kariery. Pozuje przed obietywami
czolowych fotografow, lecz sztafarz do zdjed komponuje
najprawdopodobnie] sama—jest bowiem w jej stylu @ w klimcie
malarstwa ant deco, Zdjgcia Tamary przy sztalugach, w wytwornej
toalecie wieczorowej, na tle modernistycznego wnetrza, maja deis
wartos¢ dokumentu. Mozna w nich odezytad wzorce etykiety,
manier, zw. bon tonu, kibry obowigzywal snobistyczng Smictanke
towarzyska. Do dobrego tonu nalezalo wsmkze umiarkowsne
naruszenie lego, Co uznaje sic za niEDUgANNe Czy WrecZ
sprowokowanie skandaliku. Malarka wystawiajaca obrazy
z obnazonymi postaciami o wymowie wiclee mmiyslowe] mogha sie
narazic strozom obyczajowosci nawet w libertyriskiej Francji. Tak
si¢ w istocie stalo z kompozyejy Adam i Ewa, kidra posluzyla jako
motyw plakatu do sziuki Sexualied. Ulegl on konfiskacie pod
zarzutem obruzy moralnosci, ale prefekt policji podpisujacy decyzje
sekwestry kieruje natychmiast list prywatny do malarki. wyrazajac
pragnienic zakupu obrazu do swojej kolekeji.

Kontakty Lempickiej z frodowiskiem amerykariskim
rapoczatkowal je udzial—w grupie 14 antysiéw polskich—

w wystawie migdzynarodowe zorganizowane] przez Carnegie Institute
w Pitisburghu. The New York Times (20.X.1929) zanotowal:
“Tamara Lempicka dostarcza polskiej sensacji” i zalicza do nigj
Portret doktora Boucarda, a The Post Dispatch (16.111.1930)
przyznal, #e obruzy dwoch Polek—Meli Muter i Tamary
Lempickie] naleza do najlepszych. Na wiosne 1939 r. Lempicka
wraz z megzem odbyla podréz do Sunow Zjednoczonyeh, o czym
donidsl The New York Herald Tribune informujac

o planowanej wystawie w nowojorskiej galerii Paula Reinhardta.

Wybuch wojny odeiat ja od Europy, pozbawil domu, grona
przyjacidl, a co najwazniejsze—gleby kulturowe), w kidrej
przebiegalo jej dojrzale kycie. Ziemia amerykariska przyjeta ja
goscinnie, ale t rozpoczal sig nowy rozdzial pelen znakiow
zapytania. Poczatkowo, jakby sila poprzedniego rozmachu, rzeczy
rozwijaly si¢ weale pomyélnie, o czym swiadczy kalendarz wystaw
w rdgnych czesciach kraju. Osiedlita sie zraza w Beverly Hills,
najelegantszej dzielnicy Los Angeles. W jej willi, nalezace] niegdy$
do Kinga Vidora, moina bylo spotkaé stynne gwiazdy Hollywoodu.
Na jednym ze zdjeé widzimy urodziwg weigz Tamare
w lowarzysiwie znanego amanta filmowego Charlesa Bover. Na
lamach prasy lokalnej pojawia sie jej nazwisko popreedzone
artystokratycznym tytulem “baroness”. Toczy sie wojna, nic wige
dziwnego, e malarka zglasza si¢ do szeregu patriotycznych akeji.
The San Diego Tribune (10.111.1941) doniést w notatce
zatytutowanej Seztuka baronowe na rzecz pomocy Polakom
o otwarciu wystawy w galerii Juliana Levy i o aukcji dla zasilenia



cooking, taking the opportunity to popularize Polish cooking

But her art has lost its former power and splendor. She
worked on the same themes—paortraits, still lifes, compositions,
drawing inspiration from Mexican art. The artist lived in
4 luxurious studio in Manhattan, but, even though she seemed 1o
be in the center of everything that was going on in American art,
she remained slightly on the sidelines. She was discouraged by the
domination of non-figurative trends in art and the lack of
understanding of the critics for other alternatives. She proudly
expressed her point of view before the exhibition in the Luxemburg
Gallery: “Because of disagreements regarding opinions on the
current situation in art, Tamara de Lempicka rejected all exhibition
proposals untl 19727

In 1962 she moved 1o Houston, but spent the greater part of
the year at Cuernavaca, in a villa, picturesquely situaied among the
verdant vegetation of Mexico., As happened wherever she lived, she
brought her personality into her home. Simple things—the colors
of the walls, the flowers in vases, the tablecloths and silver, the
arrangements of furniture, the beds of flowers and bushes in the
garden, the proportions of light and shade, the choice of high and
low evergreens, the pattern of stones on the lawn everything
breathed peace and harmony, as if the world had come 1o
a standstill. She still made short trips o Europe (in Paris she
staved al the Ritz—where else could she?), still displayed her
feminine charms, ever resistant o age, She impressed everyone,
both men and women, Those who knew her say that in her old age
she still electrified, and irritated with her theatrical gestures, her
suthoritative voice, The way she dressed and her silky, golden hair
were impossible to imitate,

Her fancy berets, turbans, hats, which she designed herself
aroused feelings of envy. “Her beauty was thrilling,” says Frangois
Gilot in the Paris magazine Vogue (1980), recollecting his
conversations with the sixty-eight year old artist—"the bright
redness of her lips, contrasted with her pale complexion,
counterpointed the line of her acquiline nose. Everything in her,
from bright glances 1o vivid gestures, vibrated with energy. Her
left hand was usually lified in the air, a5 if she did not feel the
weight of the huge bracelet of a fascinating, original shape.”

Having overcome all obstacles and having spent the last of
my so painfully gathered funds, [ found myself at the front door of
Cusa Tres Bambus, in a suburb of Cuernavaca, but Tamara de
Lempicka was by then dead. | was (oo late, but some strange force
had brought me there.

I spent several days there, talking and rummaging through
documents, as a guest of Kizetie Foxhall, Tamara's daughter, who,
by the way. has inherited the charm and beauty of her parents,
Apart from the hostess, o gurdener and 4 maid, there was no one
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Funduszu Paderewskiego. Wiadomodé te powtorzyl ke The New
York Times. Wspdlczucie | pomoc okazywane przez artvstke dia
walczace] Polski bylo wysoko oceniane przez kola polonijne

w Kalifornii, Réwnoczesnie prasa podchwytywata mne
spektakularne inicjatywy Lempickiej, np. konkurs publiceny na
modelke do obrazu, Byla wiec zndw osoba popularna, udziclala
wywiaddw dla prasy kobiecej na tematy poradnictwa

Tamara de Lemipicka—Porteait of I P
Private coll., Buenos Ajres
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Temarm de Lempicks
Portrait of Grand Duke Gabriel, ca. 1927
Private coll.

kosmetycznego i kulinaridw, popularyzujac prey tej okazji kuchnie
polska.

Lecz malarstwo jej nie posiadalo juz dawnej sily i blasku.
Artystka pracuje nad tymi samymi tematami—portret. martwa
natura, kompozycja; inspiruje si¢ takze kolorytem meksykanskim.,
Mieszka w luksusowym siudio na Manhattanie 1 mime, ze znajduje
sig w centrum wszystkiego, co si¢ rozgrywa w amerykanskie)
sztuce, pozostaje mieco na uboczu. Zniecheca ja zdominowanie
sztuki przez kierunki nieprzedstawinjgee 1 brak zrozumienia
krytyki dla inngj aliermatywy. Swoja postawe dumnie skomentowatn
przed wystawg w galerii Luxemburg; “Z powodu rozbieznosci
w poglagdach na sytuacje w sziuce Tamarm de Lempicka odrzucila
wszelkie propozycje wystaw az do 1972 "

W 1962 r. Lempicka przeniosta si¢ do Houston, ale znaczng
czest roku przebywala w Cuernavaca, w willi polotone;
malowniczo posrod bujnej prayrody Meksyku. Tam, jak wszedzie
gdzie zakladala dom, wniosta czastke swojej osobowosci. Reeczy
pospolite—kolor scian, uklad kwiatdw w wazome, nakrycia do
stolu, sasiedziwo sprzetow, rytm rabat 7 kwiatami | krzewami
w ogrodzie, dozowanie Swiatla, dobdr wysokiej i niskiej zielen,
kamieni na trawniku-—wszystko 1o ewokowalo uczucie spokoju
i harmonii. Jakby Swiat zastvgl i znieruchomial. Odbywala krdtkie
padride do Europy (w Paryzu zatrzymywala sie u Ritza, bo
gdzieiby indziej). Niezmiennie roztaczala wokol siebie urok
kobiecodei nicuznajacy wieku; udzielal sie on tak me2czyvznom. jak
i kobictom. Wedle swiadectwa oséb, kidre ja znaly, az do péznych
lat zycia elekiryzowala i irytowala zarazem teatralnodcia gestiw,
autorytatywnoscia glosu. Miala niepowtarzalny sposib ubierania sie
i plelegnowania zlocisto-jedwabistych wilosdw.

Budzily zazdrosé jej fantazyjnie wymodelowane berety,
turbany, zawoje wlasnego pomysha. “Jej uroda byla przejmujaca—
pisze Francois Gilot w paryskim Vogue (1980) wspominajac
rozmowy 7 68-letnig malarkg—ostra czerwien na wedowatych
ustach wydobywajgca blados¢ karnacyi skdry kontrapunktowala linig
orlegn nosa. Wszysiko w migj, od bystrego spojrzenia do kywej
gestykulacji, pulsowalo rzadko spotykana encrgig. Jej lewa reka
znajdowala sig 7 reguly w pozyve)i zawicszong] w powietrzu, jakby
nie crula cigtaru poteine] bransolety, ktorej ksztalt | orvginalna
oprawa fascynowals mme™,

Gidy pokonujye przeszkody i wyplukawszy sig 2 uciutanych
funduszy stanglem latem 1980 r. preed wejdciem do Coasa Tres
Bambus na przedmiesciu Cuernavaca, Tamara Lempicka jul nie
zyla. Spainilem sie. Ale juka$ niewytlumaceaina sita praywiodla
mnie tam. Jako gosd¢ Kizette Foxhall, cdrki Tamary, ktdra
nawiasem mowiae odziedziczyla po rodzicach powaby ciala,
spedzilem tam kilka dni na roemowach | werfowaniu teczek
z dokumentacja. Poza gospodyniy domu, ogrodnikiem 1 dziewczyng




WINTER 1987

else in this spacious villa, built in the style of a Japanese pavillion
and literally steeped in aromatic vegetation. [ could feel (perhaps
becavse 1 very much wanted to) the spiritual presence of the
artist—her micro-world was there, in the organization of space.
I could not help seeing Kizetie Foxhall as if she were stll Kizere
au Balcon, in my favorite painting (1926)—a pretty lule girl
looking audaciously at the world of adults. From time 10 time she
introduced Polish words, or even whole sentences, into the
conversation. The Polish language entered the house for good with
the appearance of Mrs. Beata Stebelska, her next door neighbor;
she still remembered the “Ziemianska™ café, the sophisticated
“Herse"” fashion siore and other pre-war attractions of Warsaw,
Thus my long travels brought me w0 this unexpected polonica. But
I realized at the same time that Tamara Lempicka did not identify
herself with any community—ethnic, national, political or culiural,
She was open 10 all the values she found in the places where her
fate brought her,

And thus she belongs to universal culture,

by Szyvmon Bojko

Translated from the Polish by Prof. Edward Czerwinski.

In 1980, in Japan, the Parco View Printing House published
an illustrated album of Lempicka’s work. A documentary film
about her was made in Sweden: in Poland the producer of the film
Tamara was Tomasz Pobog-Malinowski. Several pieces from
Lempicka's wardrobe can be seen in the Musée de Vetéments in
Paris.

In the summer 1984 a theatre in Hollywood ran a play
entitled Thmara, based on the artist’s biography. The advertising
posters showed the reproduction of her self portrait, Behind the
Steering Wheel. The same image reappeared in The New York
Times (November 1, 1987), announcing the opening of a new play
entitled Tamara at the Armory on Park Avenue in New York City.
In 1987 a new biographical book on Lempicka appeared on the
market Passion by Design. The Art of Tamara de Lempicka, by
Baroness Kizette de Lempicka-Foxhall.

The above article is extracted from a forthcoming book
“Polish American Artists in American Art” by Szymon Bojko to
be published by Interpress Publishers, Warsaw, Poland.

do pomocy nikogo wigcej nie bylo w e obszernej willi w stylu
japoriskiego pawilonu, tonacej doslownie 'w aromatycznej zieleni,
Czulem (bo mode tego silnie pragnalem) duchowa obecnodé
malarki. Mdwil o tym lad przestrzenny | wykreowany przez nig
mikroswiat. Nie moglem oprze¢ sie wrateniu, #¢ pani Foxhall byla
dla mnie nadal owsy Kizefte au Balcon 7 ulubionego obrazu
2 1926 r—ladniutka, dorastajaca dziewczynka, spogladajacy
# wyzwaniem na swiat doroshych. Od czasu do czaso wiracala do
rozmowy polskie wyrazy, niekiedy cale zdania. Jervk polski
rozbrzmial przy stole na dobre, pdy w domu pojawila si¢ pani
Beata Stebelska z sasiedniej willi, pamietajaca kawiarnie
“Ziemianska”, salon mody "“Hersego™ i inne przedwojenne
warszawskie rozkosze. Mojy dlugg podro: uwienczyly
mieoczekiwane polonica. Ale tez uprzytomnilem sobie, ze Tamara
Lempicka nie utosamiala sie z zadng zbiorowoscig—etniczng,
narodowosciowy, paristwowa i kulturowa. Byla otwarta na wartodci
dostrzeione w tych miejscach, dokad los ja zaprowadzit,

Nalezy przeto do kultury uniwersalnej.

Szymon Bojko

W Japonii ukazal sig w 1980 r. nakladem Parco View album,
bogato ilustrowany, prezentujacy dorobek twirczosci Lempickie).
W Szwecji nakrecono o niej Sredniometrazowy film dokumentalny,
W Polsce twircy autorskiego filmu Thmara jest Tomasz Pobdg-
Malinowski. Kilka kreacji z toalet Lempickiej zostulo wihgczonych
do ekspozycji Musée de Vetements w Paryzu. Pod tytulem Tamara
szla w Hollywood latem 1984 r. sziuka teatralna, osnuta na tle
zycia Lempickiej: w afiszach reklamowyeh postuzzono sie
reprodukeja jej znanego Autoportreiu za kierownicy. Tenke portret
zdobil ogloszenie w The New York Times (1 listopad, 1987)
donoszace o premierze nowego przedstawienia—zdarzenia
zutytulowanego Tamara, odbywajgcego sig w nowojorskiej
Zbrojowni na Park Avenue. W 1987 r. pojawila sie na rynku
ksiggarskim nowa pozycjd biograficzna o artystee zatytulowana
Passion by Design. The Art of Thmara de Lempicka napisana przez
Jej cérke Kizette de Lempicka-Faxhall.

Powyidszy tekst stancwi fragment drukowanej preez Interpress
w Warszawie ksigzki Szymona Bojko pt. “Z polskim rodowodem.
Polacy | Amerykanie polskicge pochodzenia w sztuce
amerykarskief.”
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In his classic study of mythology, The
Hero With a Thousand Faces, Joseph
Campbell writes, “It is not society that is
o guide and save the creative hero, bui
precisely the reverse” It is the hero or
artist who is the true avator of civilization;
the individual, not the group, preserves
and advances culture,

Stunistaw Srukalski was one such
avatar, an unsung creative hero who toiled
away in Burbank without the recognition
he was due, At 91 years of age, Szukalski
is dead. Just prior w his death, Szukalski

STANISLAW SZUKALSKI

(1896-1987)

was maintaining a one-man assembly line
of symbolic sculptures, drawings, and
writings. Despite this, and despite
a reputation as a celebrated artist that
spanned two continents in the "20s and
*30s, Szukalski was virtually unknown in
Los Angeles. In the "30s, he was
considered Poland's grearest artist; he is
all but unknown to the ant community
here. In the fice of monumental
indifference, Szukalski maintained
a prodigious creative output.

Who was Srukalski and what is his art?

Stanislaw Szukalski, Los Angeles. 1982

L]

Szukalski was a son of Poland, born
m 1896 in the town of Warta, who
established himself as an artist at o very
early age. At the age of 14 he had his first
exhibition at the Cracow Fine Ars
Academy. Soon afier. he emigrated o
America with his blacksmith father and
seftled in Chicago.

As a young artist living in Chicago,
Szukalski met luminaries such ss Ben
Hecht, Carl Sandburg, Sherwood
Anderson, Harriet Munroe (the editor of
Poetry magazine), and Clarence Darrow,
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Jﬂ&eph Campbell w swoje] klasyczne)
pracy poswigcone] mitologii Hero With
a Thousand Faces {Bohater o tyslacu
twarzach) napisal: “To nie spoleczedstwo
wiedzie twdrce i go strzede a wprost
przeciwnie.” To twdrca, artysta jest
prawdziwym przewodnikiem cywilizacii;
jednostka a nie zbiorowosé preechowuje
i rozwije kulture.

Stanistaw Szukalski byl wkim
przewodnikiem, zapoznanym twirca, kidry
znpracowywal sig¢ w swoim Burbank nie
zyskujac naleknego mu venania, Zmarl
w wicku 91 lat, Do same) Smierci,
nieustanmie i samotnie, produkowal
symboliczne rzedby, rysunki | pisma.
Whrew temu i@ whrew dawnej opinii
dwietnego artysty, ktdry kiedy$—w latach
20-tych 1 30-tych—polaceyl dwa
kontynenty, Szukalski byl praktycznie
niecznany w Los Angeles, W latach 30-tych
uwadany za najwigkszego artyste w Polsce,
dzis jest prawie nieznany w lamtejszveh
kregach artystycznych. W obliczu
kompletnej obojetnodel, Szukalski
kontynuowal swe dzielo | pozostawil
olbrzymi dorobek.

Kim byl Szukalski i czym jest jego
sztuka?

Szukalski byl synem Polski;
urodzony w1896 roko w Warcie, jako
artysta zdobyl uznanie bardzo wezesme,
Juz w crternastym roku dycia mial
pierwszg wystawe w krakowskic) Akademii
Sztuk Picknych. Wkrdice potem, wraz
a ojcem-kowalem, wyemigrowal do
Ameryki i osiadt w Chicago.

Jako mbody artysta zetknal sie tam
¢ wkimi luminarzami sziuki jak Ben
Hecht, Carl Sandburg, Sherwood
Anderson, Harriet Munroe (redaktor pisma
Poetry) i Clarence Darrow. Lubige rzedbié
w trakcie inelekiualnej dysputy,
zainicjowal stworzenie grupy *Vagabond
Club”, kidra zbierala sie co dwa tvgodnie
w jego pracowni przy Wabash Avenue.
Haslo przewodnie grupy wyrazato

postepowa idee, kidre] Seukalski pozostal
wierny do kofca: “Wagabundysci to ci
wszyscy, kidrzy zapalczywie rozpoznajg to,
€O jeszcze nie nazwane.”

Whrew rosnacemu rozglosowi,
Szukalsks stale borykal sie  wielkimi
trudnodciami. “W Chiacago glodowalem
catymi tygodniami—wspomina—bylo mi
bardzo cigiko, a jednak nie upadalem na
duchu i zawsze pracowalem.”

W 1923 roku Covici McGee wydaje
pierwsza ksiazke poswigcona sziuce
Szukalskiego The Work of Szukalski
{Tworczosé Szukalskiego). W tym samym
roku Szukalski reni sie po raz pierwszy
z Helena Walker i wchodzi w bardzo
plodny okres pracy twdrczej. Ben Hechi
w swoje] autobiografii A Child of the
Century (Dziecko stulecia) w nastepujacy
sposdb opisywal symboliczne rzezby
Szukalskiego: “Sa jak nowi, gwaltowni
ludzie, kidrzy najechali ziemie. Wydaja sie
byé ber skory, a ich sciggna wija sie jak
uwigzione wede. Jest w nich meczenstwo
i wielkodé, a mjemny krzyk wydaje sie
wisie€ nud ich glowami.”

Typowym dzielem tego okresu jest
Struggle (Walka), ktdra stanowi Klucz do
wyimaginowanego Swiata Szukalskiego
i jego indywidualistyczne] filozofii.

Dzieto to przedstawia kilkakrotnie
wyolbrzymiona reke z keiukiem
w dramatyczne) opozyeji do resety paledw.

“Keink—wyjnsnia Szukalski—uwo
jakosé, a palce 1o ilosc, kidra obraca sig
przeciwko niemu, One drazg deiurg—jakby
cheialy od niego uciec. Cywilizacji me
tworzy mozg. Tworza ja keiuki. Bez nich
nie da si¢ zrobi¢ narzedzi, a bez narzedzi
nie byloby cywilizacji. Spodrod tuzina
ludzi, jeden jest tworca, tym kwory
rozbudza | proponuje idee. Natura zsyla
takiego twdree i jest on Srodkiem, dzicki
ktdremu ludzkosé—whrew
przeciwnosciom—irwa przez historie.”’

We wezesnych latach 30-tych
Szukalski intensywnie studiowal pismo

obruzkowe. W' roku 1932, po przyjéciu na

swiat corki, rozwiodl si¢ # Helena Walker,
a w dwa lata pdZniej ozenil sig powtdrnie

z Joan Donovan, z kidrg przedy] blisko 50
lat,

Z kolei Szukalski rozpoczal prace
nad rzezbami do projekowanych
pomnikiw, majacych uwydamic
migdzynarodowa jednoéé ludzi. Jeden
¢ takich modeli, zatywlowany Prommerica
i zaprojekiowany do umieszczenia prey
pan-amerykariskie] autostradzie, zostal
wystawiony w 1934 podczas ostatnie)
wystawy sziuki, kidra Szukalski mial
w Poludniowe) Kalifornii. Byl w0
olbreymi sukces—wspomina Szukalski—
reakcja publicznodei zmusilo organizatordw
do przediuzenia wystawy, kidra odbywala
sig W ostarym parku wystawowym prey
bulwarze Whilshire." Ale rzedba
Proamerica migdy nie stanela.

W 1936 r. Szukalski zostal wezwany
preez polskiego ministra kultury i sztuki
do powrotu do ojczyzny, gdzie mial
tworzyé rzezby na zamdwienie. Wrécil
wige do Polski z olbrzymim bagazem
rzedb | rysunkdw 1| £ miejsca zostal
okrzyknigty ‘‘najwickszym yjacym
artysta’’ Polski. W Warszawie otrzymal
od rzadu przestronne studio, ktdre stalo
si¢ Muzeum Szukalskiego. Posypaty sie
samdwienia najwickszych miast kraju na
rzeibione emblematy polskie) chwaly,

Druga wojna swiatowa polozyla kres
temu wszystkiemu. Hitlerowskie bomby
zniszczyly doszczeinie Muzeum
Szukalskiego. Po dwdch latach Szukalski
wrocil do Los Angeles. Tu zajal si¢
badamiem poczatkdw jezyka. Intensywne
studia prowadzone nad pismem
obrazkowym doprowadzily go do odkrycia
czegos, co nazwal “*Protong —skrdt od
“*Proto-tongue '’ albo “*jezvk pierwotny.”
W Ksigdze Rodzaju jest powiedziane, #e
“byl tylko jeden jezyk miedzy ludZmi'’.
Szukalski utrzymywal, Ze tym jednym
jezvkiem byl ““Protong,”” pra-jezvk
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Because he liked working on sculpture
while discussing a variety of subjects, he
proposed they form a “Vagabond Club,”
which met fortnightly in his loft on
Wabash Avenue. The motto of the
Vagabond Club expressed a progressive
vision Szukalski says he has never
abandoned: “All those who cagerly
perceive the as-yet unnamed are
Vagabodns."

Despite burgeoning fame, Szukalski
was struggling, "I starved for weeks at
a time in Chicago.” Szukalski recalled,

"I had o terrible time, and yet | was
always very cheerful and was always
working.”

In 1923, Covici McGee published the
first book on Szukalski's art, The Work of
Sxukalski, That same year, Szukalsk
married his first wife, Helen Walker, and
entered into a very productive period in
his life. Writing in his autobiography,

A Child of the Century Ben Hecht
described Szukalski's symbolic sculptures:
“They were like a new and violent people
who had invaded the earth: They seemed
to be without skin, and their sinews
writhed like imprisioned serpents. Torment
and grandeur were in them, and

a mysterious shout seemed o hang over
their heads."

Typical of the works of this period is
the piece tithed Struggle and it is a key 10
Szukalski’s imaginary world and his
individualist philosophy. It depicts the
human hand, a few times larger than life-
size, with the thumb in fierce opposition
to the fingers,

“The thumb,” Szukalski explained.
“is Quality and the fingers are Quantity.
They turn against him. They dig a hole so
that they can try to get away from him.
Civilization 15 not created by the brain: It's

created by the thumbs. Without thumbs,
we couldn’t make wols, and without tools,
we couldn't make civilization. Qut of

a dozen people, one person will be
creative, the one who provokes and
proposes ideas. This individual is sent by
Nature. He is the means by which a people
can survive historically against adversity.”

In the carly "30s, Szukalski began
intensive studies in pictography. In 1932,
afier fathering a daughter, he divorced
Helen Walker. Two years later, Szukalski
married a woman named Joan Donovan,
with whom he remained for nearly 50
Vears,

Szukalski began creating sculptures
for proposed monuments designed to
enhance international unity. One such
model, a piece titled Proamerica and
designed for emplacement on the Pan-
American Highway, was displaved in 1934
at the last art exhibit Szukalski was to
have in Southern California. “It was
a tremendous success,” recalled Szukalski,
“and the public response forced extension
of the exhibition. It was at the old
Exposition Park down on Wilshire
Boulevard ™ Proamerica itself, however.
wias never constructed,

In 1936, Szukalski was summoned by
the Polish Minister of Ant and Culture 1o
return and create sculpture on
commission. He returned o Poland with
a tremendous cargo of sculpures and
drawings 1o find himself hailed as Poland's
“greatest living artist.” He was given
a large smudio in Warsaw by the
government, and it was proclaimed the
Szokalski Museum. Commissions 1o erect
sculpural emblems of Polish glory in the
couniry’s major cities showered down upon
hiim,

ey

World Wr 11 put an end o all that.
Nazi bombs oblitcrated the Szukalski
Museum, Afier two years, Szukalski
returned 10 Los Angeles. Researching the
origing of language in the intense study of
pictography led 10 his discovery of what
Szukalski called “Protwong,” short for
“Proto-tongue” or “First Language.” In
the book of Genesis, it is smted that
“There was once one language and one
speech in the world.” Srukalski claimed
that this speech was Protong, an archetypal
language expressed in pictography and
common (o all cultures,

To support themselves after the war,
the Szukalskis ook emporary teaching
Jobs. By the end of the “50s, Srukalski
began to draw Social Security on which he
survived the rest of his days. Szukalski
outlived his second wife, Joan, and in
1980 publisher Glenn Bray issued a book
titled Troughful of Pearls featuring
Szukalski's work. In 1982, a second
volume, Inner Portraits, was published.

Right up to the end of his life,
Stanistaw Szukalski expressed an artistic
life of heroic personal productivity. Plans
were actively underway to create
a monument in France to reciprocate the
French nation for their gift of the Statue
of Liberty to the United States. The
proposed monument is titled The Roosrer
of Gaul and this project is still being
pursued by Glenn Bray and others. In
addition, Szukalski was compiling over
14 000 drawings elucidating different
aspects of Protong.

There was only one Szukalski and
we will never see his likes agnin. He was
a monumentalist in an age of miniature,
a realist in an era of the abstruct. There's
no doubt that he was o creative font,

a protean cultural thumb.

by Ray Zong



wyrazany w obrazkach i wspolny dla
wszystkich kultor.

Po wojnie—by zarobié na 2ycie—
Szukalscy podejmuja przejsciown prace
nauczycielska, ale jeszcze przed uplywem
lat 50-tych artysta preechodzi na rente
i 2 nigj utrzymuje sig¢ do ostatnich dni. Juz
po smierci :ony Szukalskiego, Joan,

w roku 1980, wydawes Glenn Bray
publikuje ksiazke Troughful of Pearls
{Koryto pelne perel) poswigcong pracy
artysty. W 1982 roku ukazal si¢ drugi tom
zatytulowany Inner Poriraits (Porirety
WEWNEITEne),

Do samego kofca Szukalski
prowadzil 2ycie artysty, po bohatersku
oddajge sie pracy twircze]. Pozostawil
saawansowane plany pomnika,
przygotowywanego dla Francji. kidry mial
byé forma rewaniu dla narodu
francuskiego zu Statug Waolnosci
ofiarowanyg kiedys Stanom Zjednoczonym.
Projektowany pomnik nazwino Kogutemn
galijskim, a nad jego realizaciy ciagle
pracuje Glenn Bray i inni. Proce tego
Szukalski skompletowal zbidr ponad 14
tysigey rysunkow wyjasmaggeveh rdine
aspekty “*Protongu. ™’

Byl tylko jeden Szukalski | nigdy nie
znajdzie si¢ nikt mu podobny. Byl
monumentalisty w epoce mimatur, realistg
w erze abstraktu, Bez watpicnia byl
tworczym #rddlem, proteuszowym
“keiukiem” kultury

Ray Zone

Thumaczyla z angiclskicgo Krvstyna Olszer

Stanislyw Sruknlski—The Grain Mercham
bronzs, 1915
Presemt whereaboins ankmow

i
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MASTER PITYNSKI

Z. Michael Legutko Interviews Sculptor, Andrzej Pityriski

Andm;.-j Pityriski was born in 1947 in
Ulandw, Tarnobrzeg Province, Poland. In
1974, he gradusted from the Cracow
Acodemy of Fine Aris, having studied with
Professor Jerzy Bandura. Pitynski
completed his posigraduate apprenticeship
at the G.ZUT. Foundry in Gliwice. In the
fall of 1974, he arrived in New York
where he studied at the Art Students
League in the following vear. Thereafier,
he worked at Sculpture House in New
York as an assistant to Alexander Etl,

Since 1979, Pitynski has worked at
the renowned Johnson Alelier in Princeton,
New Jersey. His best known works which
have been realized include: the [gnacy
Paderewski monument and
i commemorative plaque honoring Queen
Jadwiga in Cracow (1974); Sarmati
{Sarmatinn) (1980), Partisans
a monumental sculpture in Boston (1983);
the votive reliefs of Madonna of the 1944
Wirsaw Uprising (1984) and Sr.
Maximilian Kolbe (1985), as well as the

Pennsylvanin; Partisans I (1985); a bust
of Maria Sklodowska-Curie (1987) in
Bayonne, New Jersey: Rev. Jerzy
Popieluszko (1987) m Trenton, New Jersey;
and the Avenger (I987) which will stand in
the Polish Army Veteran's Cemetery in
Doyleston, Pennsylvania.

Andreej Pitynski resides with his
wife and son at 90 Dupont Street in
Greenpoint, Brooklyn, New York.

a well-known sculptor and an expert in
casting and enlarging monumental
sculpture,

When and how did you become interested in sculpture?

All Souls' Day is an exceptional, nonrecurring night of the
year, The luminescent glow of the blazing flame and the brilliant
lights of thousands of candles, flowers, and people tending the
grivies of their departed loved ones—that is the scene where it all
began. 1 don't remember exactly when, but probably as a five year
old, I had already modeled little figures of animals, dragons and
knights with my frozen hands using the warm wax of the melied
candles collected from the graves of my deceased relatives. Later
this became a family tradition. Everybody bepan making requests
and it gave me a great deal of satisfaction and happiness o observe
their reaction when, as if in a contest, they tried to goess what
would emerge from my handiwork. It would amuse me that,
occasionally, while the whole group shouted out loud, “An
clephant! An elephant!” at an already completed elephant, 1 would
apply a little pressure and transform it into a horse. Later,

I worked in blue clay from the San River and at ten years of age,
I utilized an ax and a knife o carve figures out of wood. To this
day, a winged-angel kneeling on one knee, which 1 carved at that
time, stands on the roof of my parents’ home in Ulandw. At that
time, however, 1 did not know anything about sculpture. When

I was a four-year student at the Academy of Fine Arts in Cracow,
I learned for the first time, the secret technique of casting in
bronze in the “lost wax" method. After several minutes into the
professor’s lecture, | realized that 1 had already used this “secret”
technique to sculptowhen I was five years old. Having learned

a few technical tricks, 1 sculpted my first experimental work in
way {also collected from my relatives’ graves). 1 entitled the
sculpture Kircholm and 1 cast it in bronze while sudying with
instructor, B, Chromy in Cracow, The following year, this piece

urn enshrining the heart of Jgmacy
Paderewski (1986) installed at the
American Czestwochowa in Doy lestown,

brought me much success and a host of problems, I now do all my
compositions in the “lost wax™ method, a technigue which I have
mastered.

What did you gain from your art studies in Poland?
Everything that 1 am today, how 1 sculpt and how 1 think,
I owe indirectly to the Fine Arts Academy in Cracow and directly
o Professor Jerzy Bandura. He set my hand to sculpture, mught
me how to view and understand form, shaped my creative
character, and ignited the flame of creative passion which
continues 10 burn within me. My studies at the Fine Arts Academy
in Cracow as well as my postgraduate apprenticeship at the
G.Z.UT. Foundry in Gilwice (where | specialized in casting
monuments in metal) gave me the foundation upon which 1 have
built my career as o sculptor in America.

Is there an artist whom you would call your master?

I am Bandura's pupil, and he, Dunikowski’s, who, in turn, is
Lasrezka’s and Bourdelle's, while the latter had contact with Rodin,
I think that all of these artists are close o me, regardless of fame,
style and the period in which they worked, for them the theme of
“horse und rider” was close 1o their hearts and they were able to
express this in their work.,

Do your pursue any other art discipline?

I am a sculptor and 1 don't engage in anything else. 1 do not
feel the need to do so. I find everything in sculpture—-color, line,
form, light, movement, texture and most importantly, space. To be
a sculptor means to concentrate within oneselfl on all the
disciplines of art and technique, as well as on the knowledge of the
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MISTRZ PITYNSKI

Z artystg rzezbiarzem Andrzejem Pityriskim rozmawia Z. Michael Legutko

Andm:j Pityriski wrodzil sie w 1947 r.
w Ulanowie, w woj. tarmobrzeskim.

W 1974 r. ukonczyl krakowska Akademie
Szink Pigknych w pracowni prof. Jerzego

NI. Jego najbardzie) znane, crealizowane
prace lo; pomnik [gnacego Paderewskicgo
oraz tablica ku czci Kndlowey Jadwigi

w Krakowie (1974), Sarmata (1980},

stanie na Cmemarzu Weterandw Armii
Polskiej w Dovlestown, Pa,

Artysin z zong i synem mieszka przy 90
Duponi Street w Greenpoint, Brooklyn, NY.

Bandury. Prakiyke podyplomown odbyl

w Gliwickich Zakladach Urzadzen
Technicznych. Jesienig 1974 r. przyjechal
do Nowego Jorku, gdzie nastepnie
rozpoceal studia w Arts Student League.
Nastepme pracowal w New York Sculpture
House na stanowisku asystenia znanego
rzezbiarza i specjalisty w odlewnictwie

i powickszanin pomnikow monumentalnych
Alexandra Eutla. Od 1979 r, pracuje

Partyzanci—monumentalny pommnik
znajdujacy sig w Bostonie (1983), wotywne
tablice Matki Boskiej Armii Krajowef
(1984), Maksyrmliana Kolbe (1985) oraz
urna na serce fenaceeo Paderewskicgo
(1986) zainstalowane w amerykanskiej
Crestochowie w Doylestown, Pa.,
Partyzanci IT1 (1985), pomnik Marii
Sklodowskiej-Curie w Bayonne, NI (1987},
ks, Jerzego Popicluszko w Trenton, NJ
(1987) oraz Msciciel (1987). Ten ostatni

w stynnym Johnson Atelier w Princeton,

Kiedy i jak zainteresowales sig rzeiba?

Zaduszki—jedyna, niepowtarzalna noc w roku. Luna ognia
i swiatln tysiecy swiec, kwiaty, ludzie przy grobach swoich
najblizszych. Tam 1o si¢ zaczelo. Nie pamictam dokladnie kiedy,
ale majac chyba 5 lat juz lepitem zmarznietymi raczkami
w cieplym wosku stopnionych $wiec. zbieranych z grobdw moich
najblizszych, figurki zwierzat, smokdw, rycerzy, Potem stalo sig o
juz rodzinna tradycja. Kazdy o cos mnie prosil, o mnie sprawialo
to duzy satysfakcie i radosc, pdy obserwowalem ich reakcje, gdy na
wyscigi zgadywali co powstaje w moich dloniach. Bawilo mnie
to—czasem gotowego ju? stonia, gdy cala gromada krzyczala: ston,
stori, ja kilkoma gniotami zmieniglem na konia. Potem lepitem
w micbieskiej glinic z Sanu, a gdy mialem 10 lat—siekierka i nozem
wycinalem w drewnie i pustakach figury. Do dzisiaj w Ulanowie,
na dachu domu moich Rodzicdw stol wymbany w tym czasic,
kleczacy na jednym kolanie aniol ze skrzydlami. Nic wiedy
o rzefbie nie wiedzialem. Bedac na Akademii Sztuk Pigknvch
w Krakowie, na cewartym roku studiow po raz picrwszy poznatem
tajemnicey technike odlewu brazu “na wosk tracony™ Po kilku
minutach wykladu zorientowatem sie, #e owy “tajemniczn” technika
Ja jud rzefbilem majac 5 lat. Poznawszy kilka technicznych
chwyiow, wyrzedbilem w wosku (takde zebranym z grobdw) mojg
pierwsza doswiadczalng prace. Rzefbe e zatytulowatem Kircholm,
a na éwiczeniach z B. Chromym odlatem ja w brazie. W rok
potem preyvoiosta mi wielki sukees | mase klopotow. Obecnie
wszystkie swoje kompozycje robig “na wosk tracony™; technike (e
opanownlem do perfekcji.

03

Co wyniosles ze swoich studidw artystyeznych w Polsce?
Wszystko o, kim dzisiaj jestem, jak rzefbig i jak mysle
zawdzieczam posrednio Akademii Sziuk Pigknych w Krakowie,
a bezposrednio Profesorowi Jerzemu Bandurze, On ukladal mi reke
do rzedby, uczyl patrzed i rozumied forme, ksztaltowal mdj
charakier twirczy, rozpalil we mnie ogien pasji twirczej, kidry
plonie do dzisiaj. Studia na tej uczelni oraz prakivka podyplomowa
w Gliwickich Zakladach Urzadzed Technicznych (odlewy metali
kolorowych, pommiki) daty mi fundament, na ktdrym buduje swoja
kariere rzeZbiarza w USA.

Czy jest jakis artysta, kidrego nazwalbyd swoim mistrzem?
Wyszedlem spod reki Bandury, on od Dunikowskiego,

Dunikowski od Laszezki | Bourdella, kiéry z kolei otart sie

o Rodina. Mysle, #e sa mi bardzo bliscy wszyscy ¢ arlysci—bez

wrgledu na slawe, styl, cras w jakim tworzyli—kidrym temat

“konia 1 jefdca’ byl bliski sercu 1 kidrzy potrafili oddad go

twirczo w swoich dzielach,

Czy vprawiasz jeszcze jakas inng dyscypling sziuki?

Jesiem rzedbiarzem i nie zajmuje sie niczym innym, Nie
czuje tej potrzeby, W rzedbie znajduje wszystko—kolor, linie,
bryle, Swiatlo, ruch, fakture, a4 co najwikniefsre—przestrzen. Byé
rzedbiarzem, 10 znaczy skupic w sobie wszystkie elementy sztuki,
techniki oraz wiedze o materiadach, w ktdrych sie tworzy, Rzedba
nie jest tylko trdjwyminrowsy bryla: posiada jeszcze dodatkowo dwa
wymiary—ale to ju tyvlko dla wiajemniczonych.



PRO ARTE

materials in which one is working. Sculpture is not only a three-
dimensional form; it possesses yet two additional dimensions, but
this is known only by the initiated,

What were your accomplishments as an artist in Poland?
Kircholm, my first piece in bronze, was awarded at
4 national exhibit held in Warsaw in 1973 to mark the 30th
Anniversary of the Polish People’s Army. Photographs of my
scolpture advertising the exhibition at the Zachets Gallery were
published in Trybuna Lude (People’s Tribune) and Zolierz
Wolnosti (Soldier of Freedom). As a fifth-year student at the Fine
Arts Academy and not yet a member of the Polish Artist’s Union,
I had no right to participate in the exhibition. Submitted with
fulsified papers. the sculpture miraculously passed three qualifying
commissions, made it into the national Polish press and created an
uproar—while I received a severe reprimand. It turned out that the
works of many of the professors and docents of the Fine Arts
Academy were nol accepted for the exhibition. It was too late for
me 1o withdraw my piece from the show—this was my first
accolade as a sculptor, I realized the monument of Ignacy
Paderewski in Cracow and the bronze plaque honoring Queen
Jadwiga at the Jagiellonian University at the request of the curator
of the university’s museum, Professor Karol Estreicher, who
commissioned me just before graduation from the Fine Arts
Academy. In his critique of my work, he would say. *Your
sculptures are like a slap in the face not like some clammy
dumplings”

You arrived in the United States the same vear that vou
received your diploma from the Fine Arts Academy. What
course has your career taken here?

My first few years in America were nol a career, but rather
a calvary in a Polonian ghetto. Stubbornness, intensive work, and
patience helped me reach my goal o be myself—a sculptor.
I learned English, studied at the Art Students League, worked @t
Sculpture House in Manhattan, collaborated with masters of
international stature in enlarging their work, and refined my
knowledge of technology and monumental sculpture at the side of
sculptor, Alexander Ettl—an American master in the specialized
field of enlarging monuments. All of this, plus my studies and
posigraduate apprenticeshap in Poland, had given me the
knowledge, experience and skills which I have maslered in the
course of enlarging monumental sculptures. 1 became well-known

in sculptors’ cireles, In 1979, at Eul's recommendation, the Johnson

Adelier in Princeton. New Jersey offered me a position which
I accepted. Several months later, I took over the department of
enlarging monumental sculpture and after one year | advanced 1o

B

Original Signed Gelatine Silver Print
by Crestaw Craplidski

Andrzef Pitydske, 1982

Andrrej Pitydski—Kircholm, 1973
bronee, b 25 in. (63.5 cm.)










Jak wygladaly tweje osiagniecia artystyczne w Polsce?
Kircholm—moja pierwsza kompozycja w brazie zostala
wyrdzniona na ogdlnopolskiej wystawie 2 okazji “Trzydziestolecia

Ludowego Wojska Polskiego™” w Warszawie w 1973 r. Zdjecie
rzesby publikowaly Trybuna Ludu i Zolnierz Wolnosci, reklamujac
wystawe w **Zachecie™ Jako studemt V roku A.S.P.. nie bedac
jeszeze w Zwigzku Polskich Artystdw Plastykow nie mialem prawa
bra¢ udziatu w wystawie. Rzetbe wyslalem na “lewych” papicrach,
cudem przeszia przez trzy komisje kwalifikacyjne, dostala si¢ do
opdlnopolskiej prasy 1 zrobila furore—ale ja dostalem “baty™
Okazalo sig, 2¢ wielu profesordw i docentéw A.S.P. nie zostato na
wystawe zaakceptowanych. Na wycofanie rzefby 2 wystawy bylo jui
za pazno—io bylo moje pierwsze pasowanic na rzeZbiarza. Pomnik
Ipnacepo Paderewskiego w Krakowie oraz tablice z brazu ku cze
krdlowej Jadwigi na Uniwersytecie Jagiellonskim zrealizowalem na
zlecenie kustosza Muzeum Jagiellofskiego—Karola Estreichera,
kidry “wyluskal™ mnie z A.S.P. w2 przed dyplomen. Krytykujac
moje prace mowil—""twoje rzeZby, w0 jak w morde sirzelil. a nie
jakies lepiklochy™

W tym samym roku, w Kidrym uzyskales dyplom krakowskicj
A.S.P. przyjechales do Standw Zjednoczonveh. Jak potoczyla sig
twoja kariera tutaj?

Pierwsze lata w Ameryce, o nie byla kariera—to byla
“Golgota” w polonijnym geticie. Updr. intensywna praca, cierpliwe
dazenie do celu, aby byé sobg—rrefbiarzem, navka jezyka, studia
w Arts Student League, praca w Sculpture House na Manhationie,
wspdilpraca 2 miedzynarodowymi mistrzami przy powiekszaniu ich
dziel. szlifowanie wiedzy o techmologii 1 rzeZbic monumentalne
u boku seniora amerykanskiej specjalizac)i—powigkszania
pomnikéw—rzefbiarza Alexandra Ettla (4 laa). To wszystko plus
studia i prakivka podyplomows z Polski dalo mi wiedze
i umiejetnosci, kidre rozwinatem do perfekeji przy powickszaniu
pomnikdw monumentalnych. Zaczalem byé znany w Srodewisku
rzefbiarzy. W 1979 r. za sugestia mistrza Ettla, Johnson Atelier
w Princeton, NJ zaproponowalo mi prace, ktdra przyjatem. Po
kilku miesigcach objatem wydzial powigkszania pomnikow
monumentainych, & po roku awansowalem na kierownika jui
crierech wydziatow (modelowanie, powiekszanie, wykonywanie
form, tworzywa sziucene) 1 na e porycji pracuje do dzisia

Zrealizowales wiele swoich prac, bierzesz udzial w wystawach.
Ktore z tych dziel wymienitby§ jako szezegilnie imaczace?
Punkidw zwrotnych i cuddw nie bylo. Systematycznie
dazylem do celu—czas, praca i nauka szlifowaly moja kariere.
Mistrzem niki sie nie rodzi, do mistrzostwa dochodzi sie praca.
Natomiast bardzo mi pomogla realizacja Partyzantow; tym
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Andrzey Pitynski—Sarmata, 1980
bronze, h. 7 feet (215 ¢m.)

WINTER 1987
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Andrrey Pitvaski—Patrior, 1978
bromee, . 25 in, (635 cm.}

the position of director of four departments. which [ continue o
hold to this day {(modeling, enlarging, resins, and moldmaking).

Many of your pieces have been cast and yvou have participated
in exhibits. Which of your works would you single out as being
particularly important?

There have been no miracles, nor turning points. | have
systematically approached my goal—time, work and study have
refined my carcer. However, the realization of Partisans had greatly
helped me; with this monument, I broke through the American an
world. which accorded me recognition. The casting of the
monument {at the cost of S2000000) was fAnanced by the founder of
the Johnson Atelier, the famous hyper-realist sculptor, J. Seward
Johmson, Jr., to whom | am particularly grateful.

Those who are familiar with your work know that you prefer
one subject.

Yes—the “horse and rider™ has been my favorite theme for
years. The horse had fascinated me since childhood—it symbolized
the history of Polish weaponry. the loyal friend during the difficult
partisan times of my parents, and & friend in my childhood years.
I began to ride when [ was <ix years old under the watchful eye of
my grandfather, a former uhlan; later as a student in Cracow,

I 'was an accomplished rider in equestrian competitions. The work
that I presented in partial fulfillment of my diploma was entitled,
“The Rider and Horse—An Autobiography™. This theme has
captured my imagination and will continue to do so for the rest of
my life. I have developed and -exploited this subject for some time
in my series of the Partisans and the Winged Riders—the Hussars.
The culmination of the first series is a monumental sculpture,
huving the same title, which stands in Boston, Massachuserts.
Another composition from this series, entitled Partisans I,
received the Silver Medal of Honor, an honorary diploma and

a large monetary prize at a nationwide American exhibition held at
the National Ars Club in New York in 1985

My series of the Winged Riders—the Hussars, began with
Kircholm, which I have already discussed and with which [ had
“charged™ into Warsaw's Zacheta Gallery. The best known pieces
from this series are the Sarmata, which won an award at the
Morris Museum of Arts and Sciences in Morristown, New Jersey
and Attack—my “Oscar”. The first “Oscar” was presented to
Bolestaw Wierzbiariski. editor of the Nowy Dziennik (Polish Daily
MNews) in New York, in recognition of his work for Polonia and
Polish culture. The third piece from my Winged Riders series is
the Avenger. It depicts a winged-hussar kneeling on one knee and
it will be located in the Polish Army Velerans' cemetery at the
American Czestochows in Doylestown, Pennsylvania. The



Andrrey Pityriski — Partispns Monpmenr, 983
almminidn, h. N feetd (60 e )
I, 30 feet, (915 cm,)
Bowtan Commmod, HBoston, MA



Andrzef Pityriski—Vietnam, 1985
bronze, h, 15 in. (38 cm.), |. 39 in. (K00 cm.)
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pomnikiem “przebilem sie” do amerykariskiej szuki—zostalem
zauwikony i uznany. Pommnik sfinansowal stawny hiperrealistvezny
rzezbiarz 1. Seward Johnson Jr. (za sume 200 tysiecy dolaréw), za
co jestem mu szczegolnic wdzieczny.

Ci, kiérzy znaja twoje prace wiedza, ze preferujesz jeden
temat.

Tak—"Jezdziec i ko™ w mdj temat od lat. Kofi pasjonowal
mnie od dziecinistwa—symbolizowal historie oreza polskiego,
wiernego przyjaciels w ciezkich czasach partyzanckich moich
Rodzicdow, przyjaciela moich dzieciecych lat. Majac 6 lat
zaczynalem jeddzic konno pod okiem mojego Driadka—ulana;
studivjac w Krakowie jefdzitem wyczynowo w zawodach
hippicznych: moja praca dyplomowa miala vl Jeddziec | kofd—
autobiografia. Temat ten pasjonowal mnie, pasjonuje i bedzie
pasjonowal ak do Smierci. Rozwijam go i eksploatuje od dawna
w cyklach Partvzanci cey Skrzydiaci jedd#cy-Husaria. Ukoronowaniem
cyklu pierwszego jest monumentalny pomnik pod tym samym
tytulem, stojacy w Bostonie, Mass. Inna kompozycia 2 tego
cyklu—Partyzanci [I1—zdobyla serbrny medal, dyplom honorowy
i wysoka nagrode pienieing na ogdlnoamerykanskie] wystawie
w National Arts Club w Nowym Jorku w 1985 r. Cykl Skrzydiaci
Jedicy-Husaria zapoczatkowst Kircholm, o kidrym méwitem,

i kiorym przebilem sig szarin do warszawskiej “Zachety'
Najbardziej znane prace 2 tego cyklu to: Sarmata—wyrdinienie

i nagroda Morris Museum of Arts and Sciences w Morristown;
moj “Oscar™” Atak—ktorego pierwszy egzemplarz otrzymal
redaktor Boleslaw Wierzbianski w dowod uznania za *“Prace dia
Polonii 1 kultury narodu polskiego™ (swoje Oscary wreczam sam—
tylko tym, kidrzy wedlug mnie na to zastuguja) oraz pomnik
Msciciel—skrzydlaty husarz w przykleku (skrzydlaty aniot kleczacy
na dachu domu moich Rodzicow—podobna idea), kidry stanie na
cmentarzu Weterandw Armii Polskiej w amerykasiskiej
Czestochowie, w Doylestown, Pennsylvania. Fundatorami tego
pomnika sy organizacje: Stowarzyszenie Weteranow Armii Polskiej
oraz Stowarzyszenie Kombatantow Polskich,

Oprécz rzeib monumentalnych, czy tych bardziej kameralnych
wykonujesz takie medale. Jak traktujesz ten dzial swojej
twirczosci?

Moje medale odlewam takZe na wosk tracony: nie sa to nigdy
medale bite, W nich dochodze do perfekeji w detalach uzywajac
szkiel powiekszajacych. Stanowia wiec kontrast do moich
kompozycii duzych, kire z reguly zawiernju wiele abstrakeji.

W ten sposéb zachowuje balans i $wiezodé moje) tworczosel
i mojego spojrzenia na rzesbe,

il

Andrze; Pityriski—Anack, 1984
bronge, b, 25 in. (63.5 cm.)

WINTER 1987
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monument was funded by the Polish Army Veteran's Association
and the Polish Combatants’ Association. The “Avenger” is
conceptually similar to the kneeling winged-angel on the roof of
my parents’ home.

Besides monumental sculptures, you also work on smaller
pieces, such as medals. How do you regard this aspect of your
creative work?

I also cast my medals in the "lost wax"™ method. These
medals are never minted. 1 achieve perfect detail in them by using
a magnifying glass. The medals repreésent a contrast to my
compositions, which usually contain a lot of abstraction. This
allows me to maintain 8 balance and freshness in my work and in

my approach to sculpture.,

Which sculptural issues have pervaded your artistic work up to
this point?

The composition of space in sculptural form. Each of my
picces represents at attempt to capture a crystallized idea, which
through its volume becomes a symbol, a sign whose power and
meaning forces one 10 reflection and which moves the viewer
esthetically, My experiences are like the sound of a tuning fork
according o0 which | adjust the expression of my sculpture. My
experiences, therefore, are conveyed and reflected in my work,
When this succeeds, my sculpture “lives” and my experiences
always remain alive in the piece, This kind of sculpture becomes
a “twning fork of emotions™ If a sculpture is seen by a sensitive
viewer who empathizes with it, the sculpture begins to live anew
and it provides the viewer with an aesthetic experience.

In composing space in sculpural form, 1 take full advantage
of the qualities of the metal, which allows me 1o cast sculptures
that are very spatial, dynamic and which presents a contrast 1o
stone sculpture. My sculptures should be viewed from various
angles so that the element of movement within them is more
clearly intelligible.

Another aspect of my sculptural experimentation is color,
With the use of colored patinae, which I achieve through a hot
chemicul treatment, T obtain interesting color contrasts, | control
the light and texture and [ underline the symbolic expression and
fluency of my sculptures. 1 began with medals and continued with
bas-relicls o a monumental bust, painted in color, namely, the
monument of Rev, Jerzy Popieluszko in Trenton, New Jerscy,

How would you compare yourself to American sculptors?
An American sculptor realizes a monument and generally

makes money on it; I don't make any money, but I create

monuments, [ look for a client or a patron for my arl. When

2

buying my sculptures, the client gives me the chance w develop
my artistic creativity, Without any financial backing, a sculptor
“suffocates” —materials, tools, an atelier and living expenses all
constitute serious restrains. There are various schools of thought
about art, but their goal is the same—to be famous, rich and
recognized (and this most of all), regardless of the cost. My
personal and artistic philosophy is different. Sculpture is my
vacation, my life and my mission; regardless of the time, material
conditions and unexpected surprises which life holds for me, 1 will
continue to sculpt. I leave fame, money and recognition to fate,
My plans for the future are to create and imprint Polish sculpture
on American and world art.

Translated from the Polish by Stanley L. Cuba.

B2

Andrze] Pityriski

Maria Sklodowska-Caric

bronge an granite base

total . 7 feet (213 cm.)

Public Library, Bavonne, New Jersey

Madonna of the 1944 Warsaw Uprising
Commemorative Bronze Relief

Sl x 32 in, (1305 x 8 cm.)

Pauline Fathers Nationa!l Shrine

of Qur Lady of Crestochows,
Doviestown, Pennsyivania
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Jakie zagadnienia reefbiarskie nurtuja cig w twojej
dotychezasowej twirczosci?

Komponowanie przestrzeni forma rzeZbiarska. Kazda moja
kompozycja jest probg zamkniecin wo sobie skrystalizowanej ideii,
kidra poprzez bryle swaje si¢ symbolem, znakiem oddzialywujacym
swa sita, wymowa, zmuszajacym do reflekeji oraz osobistych
wzrusze. Przedycie moje jest jak déwick kamertoou, do kidrego
“stroje” wyraz swoich rzefb. To co przetywam—oddaje rzebie.
Jefli to mi sie uda, o wowezas rzedba “iyje”, a moje preekycie
pozostanie w niej Zywe na zawsze., Rzefba taka staje sig
“kamertonem uczud™. Jezeli rzefbe oglada wratliwy odbiorca,
wezuje sig w nig—rzedba raceyna 2y¢ na nowo, dostarcza mu
preedyé estetycenych. W owym komponowaniu przestrzeni forma
reezbiarska do maksimum wykorzystuje walory metalu, kiory
pozwala mi na realizowanie rzefb hardzo przesirzennych,
dynamicznych, stanowiacych kontrast rzefb w kamieniu, Rzedby
moje powinno sig ogladaé z rézmych siron, wiedy elemeni rucho
w nich zawarty jest bardziej czytelny. Innym aspekiem moich
rzeibiarskich eksperymenidw jest kolor. Przy pomocy barwnych
patyn, ktore osiggam w chemicznej obrdbce na goraco, uzyskuje
cickawe kontrasty koloru, kontroluje Swiatlo | fakture, wzmacniam
ekspresje swoich rzefb. Zaczalem od medali, poprzez plaskorzefby
af do monumenialnego popiersia, kidre zapatynowalem w kolorze
{(pomnik ks, Jerzego Popietuszki w Trenton). Kazdy eksperyment
jest zwiazany z ryzykiem, z krytyka—jest wielka niewiadoms;
moke zniszezye reeibe lub posungé jg troszeczke do przodu. Czy
osiggnalem to czepo szukam—mysle, Ze nie 1 wielka przygoda jaka
jest rzeiba—ciagle przede mna.

Jak pordwnalby$ siebie z rzedbiarzami amervkanskimi?
Amerykariskl rzedbiarz realizujge rzefbe robi przy tym,
z reguly. pieniadze; ja nie robig pienigdzy ale rworze rzedbe. Szukam
klienta, mecenasa dla mojej sziuki. Klient kupujac moje rzedby
daje mi szanse na rorwd] mojej tworceoscl. Bez bodica
finansowego rzefbiarz sie “‘dusi”—material, narzedzia, pracownia,
iycie—stanowia powazny hamulec, Sa rdéne filozofie myslenia
o sztoce, ale dla wielu cel jest jeden—by¢ slawnym, bogatym,
uznanym (i o juk najszybeiejl—obojetnie jakim kosztem. Moja
filozofia jest inna. Rzefba to moje powolanie, moje #ycie. moja
misja—bez wzgledu na czas, waranki materialne, niespodzianki
zyciowe—bede ja tworzyl. Nic innego nie potrafie—tylko rzedbié.
Slawa, pienigdze, uznanie—pozostawiam to przeznaczeniv. Moje
plany na preyselosé—tworzyé | wycisnad pictno polskiej rzedby
w amerykanskiej sztuce | w dwiecie.

Andrzej Pityriski
Thiree Hundred Anniversary Vienne Reliel
Bromee Medal, dia. 3 12 in. (88 cm). O, and Rev.
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POLISH ART IN

PRIVATE COLLECTIONS

A Pastel by

Stanistaw Wyspianski
and Old Polish Clocks
in the Collection of

Dr. Anthony and

Mrs. Erika Petyan Benis

Dr. Anthony Benis, a New York banker,
has been collecting Polish clocks and
walches, as well as Biedermeier glass for
many years. Before World War 11 he was
ong of the directors of the Banca
Commerciale Italiano in Milan and
oversaw ity interests as General Secretary
with the Commercial Bank in Warsaw.
A consummate connoisseur and collector,
Dr. Benis 1s one of the foupnders and
a fellow of the National Association of
Watch and Clock Collectors in America
and a fellow of the Corming Glass
Museum in Corning, New York. He
likewise serves as a consultant © the
Metropolitan Museum in New York and the
Smithsonian Institution in Washington, DC.
Dr. Bemis' passion-as a collector
recently provided him with an unusual
experience. While looking through the
catalog of the Uto Auktionen firm in
Zurich in June 1987 he was completely
taken by surprise. Instead of his sought
after clocks or glass, he noticed a picture
which he had known as a child in his
parents’ home in Cracow. 1t was a pastel
by Stanislaw Wyspiaiski—Hanka. The
sitter was the ward of his mother, Helena
Benis. Here we must indulge in a small
digression. Arthur Benis, his father, was
a schoolmate of Stnistaw Wyspianski,
which fact Stanistaw Estreicher mentions
in his memoirs. This schoolboy friendship
lasted @ lifetime. The Benis' apartment at
2 Podwale Street in Cracow contained
a number of Wyspianski's works,
especially family portraits.

T4

POLSKA SZTUKA

W ZBIORACH PRYWATNYCH

Obraz Stanistawa
Wyspianskiego i stare
polskie zegary z kolekcji
dra Antoniego i Eriki
Petyan Benisow

Dr Antoni Benis z Nowepgo Jorku,
bankowiec, przed wojng jeden

¢ dyrektorow medioladskiego Banca
Commerciale Italiano, nadezorujgey intercsy
tego banku prey Banku Handlowym

w Wiarszawie jako Sekretarz Generalny od
lat zbiera stare polskie zegary i zegarki
oraz szklo biedermeierowskie. Ten
wylrawny znawea i kolekejoner jest
jednym z zatoiycieli oraz czlonkiem
“fellow™ amerykaiskiego National
Association of Watch and Clock Collectors
a tak?e czlonkiem “fellow” The Corning
Glass Museum w Corning w stanie NMowy
Jork. Dr Benis w charakterze konsultanta
wspdlpracuje = Metropolitan Museum of
Art w Nowym Jorku oraz 2 Smithsonian
Institute w Waszyngtonie.

Kolekejonerskie pasje dra Benisa
preyniosly mu niedawno niecodzienne
edarzenie. Przegladajac katalog firmy Uto
Auktionem z Zurichu z czerwed 1987 1.
enalazt wonim zupelnie nicoczekiwanie,
zamiast spodziewanych zegardw czy
szkiel—obraz, kwry znal od dziecka z¢
swego rodzinnego domu w Krakowie. Byl
o pastel Stanistawa Wyspianskiego
zatytuwlowany Hanka, a tytulowa postad to
wychowsnica jego matki, Heleny
Benisowej. Tu nalezy sie mala dygresja.
Ojciec doktora, Artur Benis, byl szkolnym
kolega Samslawa Wyspianskiego, o czym
wspominag w swoich pamigtnikach
Stanislaw Estreicher, a szkolna preyjagi
preecuggneta sig na cale Zycie,

W kamienicy Benisow przy ul. Podwale 2
bylo sporo prac tego artysty, zwlaszcza
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Stanisfaw Whspinriski— Hanka
pastel, 21 1/2 x 15 34 in. (55 x 40 em )
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Dr. Anthony Benis got out of Poland
in 1939, When World War 11 broke out his
mother decided 10 transfer the family’s
collection 10 Lublin where she felt it
would be safer. Just the opposite
happened. The war's fury spared Cracow,
while Lublin suffered terribly and the
Benis family collection was lost. But just
a5 the fate of people at that time was
extraordinary, so also have been the
various roads taken by art objects. This is
demonstrated by the epilogue of the
Wyspianski pastel.

Dr. Benis bought it at the above-
mentioned auction house in Zurich. The
pastel had hung from 1904 until War War
IT in his parents’ home and today again
adorns Dr. Benis® New York home. When

the pastel was delivered o him in New
York the now gray-haired doctor looked
with great emotion at the address written
on the reverse of the piece: Podwale 2.
Some years later this Wyspiarski pastel,

having come an incredible full circle,
again is in the Benis collection. And we
have learned vet another amazing story
about the fate of art objects.

We would like to single out Dr.
Anthony Benis' collection of old Polish
clocks three pieces we feel are particularly
worthy of attention: two old timepieces,
so-called table clocks, and one carriage
clock. All three of them are encased
clocks with a horizontal mechanical
construction. Thanks to the invention of
the spring drive and the balancing fusee,
these table clocks began to be produced in
Poland about the mid-sixteenth century.

The first and oldest clock from this
group is a barogue horizontal table clock
with a square case of gilded brassThe
sides of the case are 1l cm (4 LM in.) long
and 9 cm (3 1f2 in.) high. The clockmaker
wis from Wilno and fully signed and
dated this piece: “Jacob Gierke Wilnensis
Anno dom. 1636 The clock mechanism

is made partly of steel and partly of brass.
It is equipped with single steel hand and
strikes the hours and quarter-hours. The
top portion of this timepiece, i.e. the plate
protecting the balance wheel, is quite rare
and of beautiful workmanship. It is in the
shape of woman symbolizing Venus,
Wiestawn Siedlecka, author of Polish
Clocks, describes in her book a similar
horizontal table clock also by Jacob Gierke
from the exact same vear, which is in the
National Museum in Cracow and is
adomed by a figurine symbolizing Veritas,
The second clock we would like to
mention is enclosed in a six-side brass
case with a brass mechanism by Christian
Fridrich Vogel of Toruf. The diagonal
dimension of this linle case is 11 ecm
(4 14 in.) long and 7.5 ¢m (3 in.) high.
This timepicce has two steel hands and
therefore tells both the hours and the
minutes. This became a feature of
European ¢lockmaking at the end of the

Horizonal Table Clock

Signature and Venus cock
detail of Tacob Gierke clock

signed Japoh Gierke and dated 1636, Wilno

6
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portretdw rodzinnych, Antoni Benis
wydostal sig z Kraju w 1939 r,

W momencie wybuchu wojny jego matka
postanowila preewiedé cale zbiory do
Lublina, gdzie jakoby bylyby bezpiccene.
Stalo sig odwrotnie—zawierucha wojenna
oszezedzila Krakdw, natomiast Lublin
ucierpial bardzo i przepadla rodzinna
kolekcja Benisdw, Lecz wk, jak niczwykle
byly czy sa losy ludzi 2 amitych lat,
riwnie niezwykle sa meandry wedrowek
preedmiotdw, 0 czym mdwi epilog

# obrazem Wyspiaskiego, Dr Benis kupil
na owej aukcji w Zurichu pastel wiszacy
od 1904 1. az do wojny w domu jego
rodzicow i dzis, na powrdt, 2dobi jego, ju2
nowojorskie mieszkanie, Gdy obraz
preybyl to Nowego Jorku, sedziwy dzis
Antom1 Benis ze wzruszeniem ujrzal
wypisany na jego odwrociu adres: Podwale 2,
Tak wige, po latach, przedmiot
catoczywszy jakis nieprawdopodobny krag,
endw znalazl sig w kolekeji Bemsdw, a my

poenalismy jeszcze jedna, zdumiewajaca
historig z “wedrdwek preedmiotiw’

Z kolekeji polskich zegarow dra
Antoniego Benisa cheemy wymienic
trzy obiekty godne szczegdlnego
zainleresowania—dwa stare czasomierze
tzw. kaflowe oraz zegar powozowy.
Wazystkie trzy, 1o puszkowe zegary stolowe
7 poziomym ukladem konstrukeji
mechanizimu, jakie dzigki wynalazkowi
napedu sprezynowego oraz bebna
wyrGwnawczego zaczeto wyrabiad w Polsce
okolo polowy XVI w.

Pierwszy, najwczesniejszy zegar
Z tego zhioru, to barokowy zegar kaflowy
z obudows na planie kwadratu wykonang
& brazu zloconego. Dlugosd boku
skrzyneczki wynosi 11 em (4 14 in.)

a wysokosé 9 em (3 12 in.). Twdrca tego
zegara jest wileiski zegarmistrz, kidry swe
dzielo zaopatrzyl w kompletna sygnaturg

oraz date—"'Jacob Gierke Wilnensis Anno
dom. 16367, Mechanizm zegara wykonany

czedciowo ze stali, czesciowo 2z mosiadzu,
zaopatrzony jest w jedng stalowy
wikazdwhke a wybija godziny 1 kwadranse.
Bardzo rzadki i pigknej roboty jest kok
lego czsomierza, ceyli phytka
zabiezpieczajaca kolo balansowe przed
uszkodzeniem—ma on ksztalt postaci
kobiecej symbolizujacej Wenus. Autorka
Polskich zegarow, Wieslawa Siedlecka,
opisuje podobny zegar kaflowy, réwniez
Jakuba Gierke | 2 tego samego roku, dzis
w kolekeji Muzeum Narodowego

w Krakowie, kidrego kok zdobi postaé
symbolizujaca Veritas.

Drugi, tu prezentowiany 7egar, (o
zamknigty w szescioboczny mosigina
obudowe mosigkny mechanizm roboty
Christiana Fridricha Vogla z Torunia,
Diugosé przekatne) skrzyneczki wynosi 11 em
(4 14 in.) a jej wysokos¢ 7.5 cm (3 in),
Crasomierz ten ma jui dwie stalowe
wskazowki, a wiec shuzyl do wskazan
godzinowych 1 minutowych, co zaczeto

Signatire amd cock detail of Vogel clock

uz

Horzonty! Table Clock

siened Christian Fridrich Moge!

Torun, ca. [750
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seventeenth century. This clock has

a silver face upon which Master Vogel has
lefi his signature, as he also did on the
mechanism. The Nalecr coat-of-arms is
engraved on the side of the clock case.
Although undated, this instrument was
produced about the middle of the
cighteenth century.

Dating from about the same time is
the third timepiece from Dr. Bemy'
callection, which already has been referred
te, It is so-called sedan chair clock. s
maker is forever remembered on accoumt
of his double signature on the clock face
and on the base of the mechanism. He is
Master Antoni Kamifski of Lwow, who
catablished a clockmaker’s guild there in
[776. The mechanism of this round clock
was fashioned partly of brass and parily of
steel, while the case is of silver. The face
of the ¢lock is covered in white enamel
with black letiers. The whole thing is
encased in an outer cover of gilded silver
to the bottom of which has been attached
a silver facia with the Szeptycki coat-of-
arms. The diameter of the cover is 14 cm.
{5 14 in.) and the height is 4 em, (1 12 in.)
This instrument has a complicated modern
mechanism which the clockmaker has
equipped with an alarm and also has
supplied a repeater, allowing hours and
quarter-hours to be heard twice,

The three horologes presented here
from Dr. Anthony Benis' collection
provide excellently-preserved examples of
the masterful construction and artistry of
Polish clockmaking in the seventeenth and
cighteenth centuries.

by Zofia Siejka

Translated from the Polish by
Stanley L. Cuba

Sedan Chair Clock
stened Kamiriski, Lwiw, mud. 18th Cent.
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stosowad w zegarmistrzostwie europejskim
pod koniec XVI w. Zegar posiada srebrna
tarcze, na kidrej. tak jak i na
mechaniZzmie, mistrz Vogel zosumwil swojy
sygnaturg. Wybija godziny | kwadranse. Na
jednej ze dcianck obudowy wygrawerowany
jest herb Nalgez. Przyrzad ten, choé nie
datowany, zosial wykonany okolo polowy
XVHII w.

Z tego samego mpicj wigcej czasu
pochodzi ostatmi 2 wymienionych
czasomierzy dra Benisa, tzw. zegar
powozowy. Twirca jego jest uwieczniony
w podwojne] sygnaturze—na tirczy oraz na
podstawie mechanizmu—mistrz Antoni
Kamierski ze Lwowa, kiory w 1776 1.
zalodyl w tym miescie cech
regnrmistrzowski. Mechanizm tego
okraglego zegarn wykonano czesciowo
¢ mosiadau, czesciowo ze stali, obudowe
zaf pe srebra. Tarcze regamn pokrywa biala
emalia z czarmymi cyframi. Calosé
umieszezona jest w dodatkowej pusreczee
¥ pozlacanego srebra, do spodu kidrej
przymocowano srebrny szyld 2 herbem
Szeptyckich. Srednica puszki wynosi
14 cm (5 14 in.), wysokosé 4 cm
{1 1/2 in.). Przyrzad ten posiada jut
nowoczesnie skomplikowany mechanizm,
w ktérym zegarmistrz zastosowal repetier
umokliwiajacy powtdrne wyshuchanie
wybijanych godzin | kwadransdw oraz
znopatrzyt go w budzik,

Przedstawione tutaj trey horologin ze
zhiordw Antonicge Benisa prezentuja,

w doskonalym stanie zachowania,
przyklady wielkiego mistrzostwa
konstrukcji oraz zmyshu artystycznego
polskicgo zegarmistrzostwa XVII i XVIII
wicku.

Zofia Sicjka
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POLISH ARTISTS
FROM NEW YORK
IN TORONTO

The Polish American Artists Society
from New York held a comprehensive
exhibit from January 19 to February 3,
1988, at the Del Bello Gallery in Toronto,
Canada. This gallery is widely known for
its international exhibitions of miniature
painting and is one of the most important
galleries in Toronto, Fourteen artists
participated in the exhibit, which included
painting, sculpture, graphic arts,
illustration, photography and ceramics.
The participants were Maciek Albrecht,
Andrzej Czeceot, Katarzyna Gruda, Maria
Hagadus, Andrzej Kenda, Zbigniew
Krygier, Mariola Markiewicz, Barbara
Maryariska, Rafal Olbinski, Krystyna
Spisak, Kamila Szalewicz, Lubomir
Tomaszewski, Christopher Zacharow and
Hanna Zawa-Cywinska. Many picces were
sold and the exhibit can be regarded as
a successful debut of the Society in
Canada.

At the same time, we would like to
note that the Society which goes by the
pame of Polish American Artists Society
(PAAS), has its headquarters and a small
gallery at 19 Irving Place in New York
City. The group has existed for about two
years and comprises some fifty artists,
mainly recent arrivals from Peland. The
current president of PAAS is Andrzej
Kenda,

Translated from the Polish by
Stanley L. Cuba

POLSCY ARTYSCI
Z NOWEGO JORKU
W TORONTO

W dniach od 19 stycznia do 3 lutego
1988 r. odbyla si¢ reprezentacyjna wystawa
Polsko-Amerykanskiego Zwiazku Artystow
z Nowego Jorku w Del Bello Gallery
w Torono w Kanadzie. Galeria ta jest
SZETOKO Znana # corocznej,
miedzynarodowej wystawy malarstwa
miniaturowego i jest jedna z wazniejszych
galerii w Toronto. W wystawic
uczesiniczylo cziernastu artystiw
prezentujacych malarstwo, rzeibe, grafike,
ilustracje, fowografike oraz ceramike. Byli
w: Maciek Albrecht, Andrzej Czeczol,
Katarzyna Gruda, Maria Hagadus, Andrzej
Kenda, Zbigniew Krygier, Mariola
Markiewicz, Barbara Maryuriska, Rafal
Olbiriski, Krystyna Spisak, Kamila
Szalewicz, Lubomir Tomaszewski,
Christopher Zacharow i Hanna Zawa-
Cywiriska. Wiele prac zostalo sprzedanych,
a wystawe palezy uwazal za udany debiut
Zwiazku na tamtejszym terenie,

Przy okazji pragniemy zanotowad, ke
Zwiazek wystepujacy pod nazwg Polish
American Artists Society (PAAS) posiada
swojg siedzib¢ oraz mala galeryjke
w Nowym Jorku przy 19 Irving Place.
Istnigje juz prawie dwa lata i zrzesza okolo
50 artystow, gléwnie preybyhych ostatnio
z Polski. W obecnej chwili prezesem
PAAS jest Andrze) Kenda,

Rafal Qibitiski—PAAS Exhibition
Poster in Throdio
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Zurich. On October 7, 1987, Germann's auctioned Mela Muier's
painting, Environs of Colioure. Painted oils on canvas and singed
lower right, this landscape (cat. no, 51) brought 8050 Swiss francs
{H6,000),

Zurich, W domu aukcyjnym Germann dnia 7 paddziernika

1987 r. spreedany zostal obraz Meli Muter zatywulowany Environs
de Colioure. Pejzak ten (poz. kat. nr 31), olej malowany na
plétnie, sygnowany z prawej strony u dolu, uzyskal cene 8,050
frankdw szwajcarskich (6,000 dolardw),

Zurich. At Eberhart's another auction house in the same city,
Maurycy Gottlieb’s painting, King Sigismund Augustus and
Gizanka, was offered for sale on November 5. 1987, with an
estimate of 80,000-100000 Swiss francs ($60,000-574 000). This
painting (cat. no. 58), an unsigned oil on canvas, was exhibited in
Cracow in 1932 and at the Besalel Museum in Jarusalem in 1956,
Unfortunately, this Gottlieb painting did not find a buyer and is
still for sale at Eberhart’s.

Zurich. W innym domu aukcyjnym w tym miescie, u Eberharta,
na aukcji w dniu 5 listopada 1987 r. wystawiono do sprzedaiy,

z wyceny 80000—100000 frankdw szwajcarskich (60,000—74 D00
dolardw) obraz Maurveego Gortlieba przedstawiajacy Zyemunia
Aupgusta z Gizankg. Obraz ten (poz. kat, nr 58) to niesygnowany
olej na plétnie; pokazywany byl na wysiawie w Krakowie w 1932 r.
oraz w Bezalel Museum w Jerozolimie w r. 1956, Niestety, obraz
nie znalaz! nabywey 1 nadal jest oferowany pracz wyke

wymieniony dom aukcyjny.

Mauryey Gottlieh Mela Muier—Environs de Colioure
King Sigismund Augustus and Gizanka 25 x 31 42 in. (63 x 80 cm.)
434 x 25 in. (375 x 63 cm.) Photo: Germann, Zurich

Photo; Eberhart, Zurich
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New York. At the November 1987 auction of the Lipert Gallery
the sale of the following items deserves particular note. William
Coxe’s Travels into Poland, Russia, Sweden and Denmark (four-
volume London edition, 1787) was sold for $360; 5.B. Gnorowski's
Insurrection of Poland in 1830-31 and the Russian Rule Preceding
it Since 1815 (also published in London in 1839) reached $715;
while Valerian Krasinski’s Sketch of the Religious History of the
Slavonic Nations (published in Edinburgh in 1851) brought $440.
Of the paintings auctioned at the same sale Alley in the Park by
Wiadystaw Podkowiriski, whose work rarely appears on the
market, was sold for $8,250; a drawing in watercolor and charcoal
by Wiadystaw Teodor Benda, Mother and Child, was acquired by
Mr. and Mrs. Stanistaw Jordanowski of New York for $3025; an
oil on board by Roman Kochanowski, Fermyand, was sold do Dr.
Malejka for $1,760. Richard Jasiriski of Chicago purchased a rare
series of four engravings by Gautier for 5660, Published in Paris in
the second quarter of the nineteenth century and hand colored, these
engravings depict imaginary scenes from the life of Prince Joseph
Poniatowski: Depart du Prince Poniatowski, Poniatowski est
precipite dans I'Ester, Le Prince Poniatowski est trouver par des
paecherus, La Princesse Poniatowski apprend la mort de son
marie.

Nowy Jork. Z listopadowej aukcji Lipert Gallery na szczegdlna
uwage zastuguja nastepujace porycje: sprzedana za 360 dolardw
ksigzka Williama Cone’a pt. Travels into Poland, Russia, Sweden
and Denmark—4 tomowe londyniskie wydanie z 1787 r.0

Insurrection of Poland in 1830-31 and the Russian Rule Preceding

it Since 1815 S.B. Gnorowskiego, wydane takie w Londynie

w 1830 r., kiore osiagnelo cene 715 dolaréw oraz Valeriana
Krasinskiego Sketch of the Religious History of the Slavomic
Nations, wydany w Edynburgu w 1851 r., ktdry przynidsl sume
440 dolarow, Z obrazdw wymienié¢ nalezy: Alejke w parku rzadko
pojawinjacego sic na rynku Wiadystawa Podkowirskiego, zu kiorg
zaplacono 8,250 dolardw; rysunek weglem z akwarela Wiadyslawa
Teodora Bendy przedstawiajacy Marke z dzieckiem, keory nabyli
patstwo Jordanowscy z Nowego Jorku za 3025 dolarow; olej na
desce Romana Kochanowskiego, zatytulowany Wigjska zagroda
sprzedany za 1,760 dolaréw, kubry wzbogaci zbiory dra Jozefa
Malejki, a 7 grafik—rzadks serie czterech sztychiow Gautiera,
odbitych w Paryzu w 2 éw. XIX w. i recznie kolorowanych,
ukazujgcych wyimaginowane sceny 2 2ycia ks, Jozefa
Pomutowskiego (Depart du Prince Poniatowski, Poniatowski est
precipite dans 'Elster, Le Prince Poniatowski est trouver par des
paecheurs, la Princesse Poniatowski apprend la mort de son
marie), ktdre pan Richard Jasinski z Chicago kupil za 660 dolariw,

21

WINTER 1987

Wiadyslaw Teodar Bends—Mather and Child
26 x 19 in (66 x 48 cm.)
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New York. Two paintings by Tamara de Lempicka were sold at an
auction of modern art held at Sotheby’s on November 12, 1987,
The first of them (cat. no. 377), a Portrait of Mrs. Boucard,
brought $852,500; it is an oil on canvas, signed and dated 1931,
The second painting (cat. no. 378) is a Awoportrait. Also an oil
on canvas, it sold for 355000,

Nowy Jork,. 12 listopada 1987 r. w Sotheby’s na aukcji sztuki
nowoczesng] spreedano dwa obrazy Tamary Lempickicj. Pierwszy
z nich (poz. kat. nr 377)—Portret pani Boucard osiagnal ceng
%52,500 dolardw; jest 1o olej na pldinie, sygnowany i datowany
193] r. Obraz drugi (poz, kai. nr 378) o Aufoportrei—jest to takie
olej na pldtnie, kidry sprzedano za 55,000 dolardw.

Tamarn de Lempicka Tamara de Lempicka—Autoportrat
Portrant de Madame Boucard I8 14 x IS U8 in. (46.5 x 385 cm.)
53 /8 x 29 12 in (135 x 75 ém.) Photo: Sotheby s

Photoy: Sotheln's

o
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New York. At an auction of Judaica held at Sotheby's on
December 14, 1987, several Jewish ceremonial objects in silver
were sold: two Polish spice towers from the end of the 18th
century and an etrog container from the first half of the nineteenth
century. Although the first spice tower (cat. no. 252) did not have
silver proof nor the makers marks, it still brought $9,900.
However, the second tower marked with proof “12" was sold for
$6,050. The etrog container of Wroclaw manufacture (1830) by
Masier Schultz (cat. no, 283) was sold for $1,760),

Nowy Jork. W tym samym domu aukeyjnym dnia 14 grudnia
1987 r. na aukcji judaikdw sprzedano, migdzy innymi kultowymi
srebrami 2vdowskimi, dwie polskie balsaminki z korca XVII
wieku oraz puszke na etrog z | pol. XIX wieku. Balsaminka
pierwsza (poz. kat. nr 252), choé bez priby srebra | puncy
mistrzowskiej., przyniosla ceng 9,900 dolardw; druga natomiast
{poz. kat. nr 253), oznakowana probg 127, sprzedana zostala za
6,050 dolardw. Puszke na etrog, roboty wroclawskiego mistrza
Schultza 7 1830 r. (poz. kat, nr 283), sprzedano za 1,760 dolardw,

Polish Silver Spice Tower Polish Silver Spice Tower Polish Silver Errog Conainer
unmuarked, late I8th Cent, marked 127, late [8th Cent, by Schulte, Weoclmw 1830
h. 934 in. (25 cm.) h. 7 3/ in. (186 cimn.) Photi, Sotheby's
Photo: Satheby's Phovo: Sotheby's
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Jacek Malczewski—Selfportrait
Bx9 &in (33 x 235 cm.)
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Brooklyn, New York. In December 1987 the Lipert Gallery
acquired three interesting Polish paintings. The first of them, is
a Selfportrait by Jacek Malcrewski, an oil on wood panel, signed
in upper right hand comner. The other two works are watercolors
by Leon Wycrdlkowski: View of the Wawel Castle, signed lower
right and dated 1913 and the Morskie Oko Lake, signed lower
right.

Transfated from the Polish
by Stanley L. Cuba.

Leon Wyerdhowski—Morskie Oko Lake
&34 x 12 I4 in. (22 x 3] cm.)

Brookyn, Nowy Jork. W grudniu 1987 r. Lipert Gallery nabyla
trey intercsujace obrazy malarzy polskich. Pierwszy z nich,
Awptoportret Jacks Malczewskiego, malowany jest na desce

i sygnowany w prawym gdrnym rogu. Dwa pozostale 1o akwarele
Leona Wyczdtkowskicgo—Widok na Winwe! sypnowany w prawym
dolnym rogu i datowany 1913 oz Morskic Oko, sygnowany

w prawym dolym rogu,

e o

Leon Wierdlkowski—View of Wiwel Castle
8x I3 14 in. (20 x 335 em.)
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is published in an edition of
400 numbered
copies.,

PRO ARTE
Jest wydawane w naktadzie
400 numerowanych
epzemplarzy.










