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FILOZOFIA I KRYTYKA ARTYSTYCZNA 
URBAN IMAGES 

=DLQWHUHVRZDQLH� SUREOHPDW\Ną� QXPHUyZ� ���� L� ���� Ä)ROLD� 3KLORVRSKLFD�� (WKLFD� 
± Aesthetica ± 3UDFWLFD´��RSXEOLNRZDQ\FK�SRG�W\WXáHP�Krytyka artystyczna dwu-
G]LHVWROHFLD�PLĊG]\ZRMHQQHJR��0LĊG]\�HVWHW\Ną�ILOR]RILF]Qą�L�V]WXNą�QRZRF]HVQą 
(cz. 1 i 2)��RND]DáR�VLĊ�QD�W\OH�V]HURNLH��LĪ�SRGMĊOLĞP\�VLĊ�NRQW\QXDFML�]DJDGQLHĔ�
]ZLą]DQ\FK�]�KLVWRULą�SROVNLHM�HVWHW\NL�L�WHRULL�V]WXNL��7\P�UD]HP�SUH]HQWXMHP\�
WHNVW\� GRW\F]ąFH� NRQFHSFML� HVWHW\F]Q\FK� 6WHIDQD� 6]XPDQD� i Leona Chwistka  
± DXWRUyZ�� GOD� NWyU\FK� NZHVWLH�ZáDĞFLZHJR� pojmoZDQLD� L� XPLHMĊWQHJR�ZVSLH-
rania sztuki SR]RVWDZDá\� LVWRWQH�� QDZHW� MHĞOL� V\WXRZDá\� VLĊ� QD� PDUJLQHVLH� LFK�
JáyZQ\FK�SUDF�EDGDZF]\FK�L�REV]DUyZ�NRPSHWHQFML��0\ĞO�HVWHW\F]QD�6]XPDQD�
rozZLMDáD� VLĊ�Z� KRU\]RQFLH� MHJR� UHIOHNVML� SHGDJRJLF]QHM�� FKRü� LVWRWQ\� NRQWHNVW�
VWDQRZLá\� tu DUW\VW\F]QH� SU]\MDĨQLH� L� ]ZLą]NL� áąF]ąFH� JR� ]� DZDQJDUGRwymi 
twórcami. Jego zDLQWHUHVRZDQLH�V]WXNą�OXGRZą�L�G]LHFLĊFą wpiV\ZDáR�VLĊ�± jak 
pokazuje Piotr Juszkiewicz ± Z�FKDUDNWHU\VW\F]Q\�GOD�ĞZLDWD�]DFKRGQLHJR�SLHUZ-
szych dekad XX wieku szeroki nurt rewaloryzacji sztuki nieuczonej, naiwnej, 
QLHVNDĪRQHM� QDWXUDOLVW\F]Qą� NRQZHQFMą�� 1D� WOH� yZF]HVQ\FK� IRUP� IDVcynacji 
ÄSU\PLW\ZHP´� RUD]� DQWURpologicznej refleksji nad PHQWDOQRĞFLą� ÄSLHUZRWQą´��
NRQFHSFMH� 6]XPDQD� XGHU]DMą� RWZDUWRĞFLą� SRGHMĞFLD� L� VZ\P� KXPDnistycznym 
Z\PLDUHP��ZROQH�Vą�RG�URPDQW\F]QHM�HJ]RW\]DFML�ÄLQQHJR´�L�HVHQFMDOL]XMąF\FK�
uproszF]HĔ�� 7HQ� U\V� MHJR� WHRULL� Z\QLNDá�� ]GDQLHP� -XV]NLHZLF]D�� ]� SRZLą]DQLD 
zagadQLHĔ�WZyUF]RĞFL�]�Z\miarem epistemicznym ± rozpoznania poznawczych, 
obok formalno-estetycznych i ekspresyjnych aspektów twórF]RĞFL�DUW\VW\F]QHM� 
7HRULD� WD� QLH� W\ONR� GRVWDUF]DáD� ]DWHP� DUJXPHQWyZ� QD� U]HF]� X]QDQLD� V]WXNL�
dziecka i sztuki ludowej QD�LFK�ZáDVQ\FK�]DVDGDFK��DOH�GDZDáD�UyZQLHĪ�]DFKĊWĊ�
do twórczych poszukiZDĔ��F]\QLąF�DNW\ZQRĞü�DUW\VW\F]Qą�MHGQ\P�]�HOHPHQWyZ�
nowej pedagogiki. 

:�SU]\SDGNX�/HRQD�&KZLVWND�PDP\�GR�F]\QLHQLD�W\OHĪ�]�DNW\ZQ\P�WZyUFą-
-PDODU]HP��FR�]�XZDĪQ\P�REVHUZDWRUHP� L�NRPHQWDWRUHP�Ī\FLD�DUW\VW\F]QHJR��
ZVSLHUDMąF\P�VZRLP�DXWRU\WHWHP�WZyUFyZ�PáRGV]HJR�SRNROHQLD��0HWDNU\W\F]Qą 

https://doi.org/10.18778/0208-6107.39.01
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UHIOHNVMĊ�&KZLVWND�UHNRQVWUXXMH�àXNDV]�5R]PDU\QRZVNL��V\WXXMąF�Mą�Z�V]HUszym 
NRQWHNĞFLH� MHJR� SRJOąGyZ� QDXNRZych jako logika i matematyka, oraz teorii 
HVWHW\F]Q\FK��=DU\VRZXMH�SU]\F]\Q\�MHJR�]DDQJDĪRZDQLD�QD�SROX�NU\W\NL�V]WXNL��
]ZLą]DQH� ]� SRF]XFLHP� VZRLVWHM� NXOWXURZR-VSRáHF]QHM� PLVML� L� GRELWQą� RFHQą�
PLHUQHJR� VWDQX� RZHM� SURIHVML� Z� PLĊG]\ZRMHQQHM� 3ROVFH�� 2U\JLQDlnym rysem 
NRQFHSFML� &KZLVWND�� RERN� QLHFKĊFL� GR� DSULRU\F]Q\FK� VFKHPDWyZ� L� REURQ\�
]DZDUWHJR�Z� V]WXFH� HOHPHQWX� Ä]DEDZ\´�� E\á\� UR]ZDĪDQLD� GRW\F]ąFH� GRĞZLDG-
czenia artystycznego ± ]JRGQLH� ]� G\VW\QNFMą� ZSURZDG]RQą� SU]H]� 5RPDQD�
,QJDUGHQD� RGUyĪQLDQHJR� SU]H]HĔ� RG� GRĞZLDGF]HQLD� HVWHW\F]QHJR�� :ąWHN� WHQ�
SRGHMPXMH�Z�VZ\P�WHNĞFLH�5R]PDU\QRZVNL��V]HU]HM�]DĞ�UR]ZLMD�go PawHá Polit. 
3RND]XMH� RQ�� ĪH�PRW\Z� ÄQDUNRW\F]QHJR´� G]LDáDQLD� V]WXNL�� R� NWyU\P�&KZLVWHN�
SLVDá�ZLHORNURWQLH��RSRZLDGDMąF�VLĊ�]D�QLHPRĪOLZRĞFLą�SHáQHJR�]UDFMonalizowa-
QLD�V]WXNL��SURFHVX�WZyUF]HJR�L�DNWX�RGELRUX��QLH�E\á�SRFKZDáą�VWDQX�SDV\ZQRĞFL�
L� RGHUZDQLD�� OHF]� RGQRVLá� VLĊ� GR� ]LQWHQV\ILNRZDQHJR� SRstrzeJDQLD� UHDOQRĞFL��
MDNLH� GRFHQLDá� RQ� ]DUyZQR�Z� V]WXFH� OXGRZHM�� MDN� L�Z� SUDcach twórców Grupy 
Krakowskiej i OZRZVNLHJR� $UWHVX�� ,QWHQV\ZQRĞü� DUW\styczQHJR� SU]HĪ\FLD� QLH�
VWDáD�ZLĊF, zdaniem Chwistka, w opozycji do spoáHF]QHJR�]DDQJDĪRZDQLD�L�NU\-
W\F\]PX�� SU]HFLZQLH�� ZáąF]DMąF� VLĊ� Z� QXUW� FRG]LHQQRĞFL��PRJáD� E\ü� ERGĨFHP�
G]LDáDQLD� 

5R]ZDĪDQLD�QDG�HVWHW\Ną�ILOR]RILF]Qą�L�V]WXNą�RNUHVX�GZXG]LHVWROHFLD�GRSHá-
QLD� NRPHQWDU]� 0RQLNL� 0XUDZVNLHM� SRĞZLĊFRQ\� NVLąĪFH� 3DZáD� 3ROLWD� 3RMĊFLH�
MHGQRĞFL� RVRERZRĞFL� Z� WZyUF]RĞFL� ILOR]RILF]QHM� L� PDODUVNLHM� 6�� ,�� :LWNLHZLF]D 
��������UHZLGXMąFHM�UR]XPLHQLH�W\WXáRZHJR�SRMĊFLD�ÄMHGQRĞFL�RVRERZRĞFL´� 

*** 

In this issue, we also start publishing selected texts based on papers for 
the 4th International Conference Aesthetic Energy of the City. Urban Images, 
organized by the Department of Ethics of the Institute of Philosophy of the Uni-
versity of Lodz in cooperation with the Polis Research Center of the University 
of Barcelona and the Urban Forms Foundation from Lodz. The conference was 
held online on 9±10 April 20201 and gathered ± as in previous years ± repre-
sentatives of various disciplines: philosophy, aesthetics, art history, architecture, 
urban planning, sociology and political science, as well as artists and animators 
of activities in the public space.  

The general purpose of the meeting of this interdisciplinary group was to 
acquire deeper knowledge about the role of urban images. Researchers focused 
primarily on discussing the mutual relations between the city and its images: 

1 The conference has generally been held on a biennial cycle since 2014, the current edition has 
been postponed from 2020 to 2021 due to the pandemic. Conference website: www.aecity.uni.lodz.pl. 
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both accidental, created in isolation from the city¶s historical, urban and artistic 
tissue, and those that are by definition created to preserve the city¶s identity or 
build it in a new way. The issues of intentional and unintentional landscapes, 
e.g. ones created by the development of industry and communication, as well as 
stimulated by memories, in which photography plays a significant role, were 
also discussed. Much attention was paid to lost city symbols and the responsibi-
lity for preserving knowledge about them. Forms of their commemoration and 
ways of functioning of the memory of the past in various cities in Europe 
and both Americas were debated. In this context, the protection and conservation 
of murals turned out to be a surprising and innovative topic. These issues 
intersected with the problems concerning experiencing the city, especially: 
visiblility/invisibility, covering/displaying what is valuable, and the importance 
of the genre diversity of urban art ± from posters, through street art, sculpture, 
architecture, to city interventions. The role of commercial determinants of city 
aesthetics and axiological issues that take into account non-obvious aesthetic 
qualities, such as non-compliance, dissonance, complementarity and uniqueness 
were also emphasized. 

The papers by Anderi Oldani from the Politecnico di Milano and a team of 
researchers from Benemérita Universidad Autónoma de Puebla presented in this 
issue illustrate not only the geographical, but most of all, the thematic span  
of issues: they show nature and topography that disappear under the pressure of 
industrialization and how local aesthetic, social and educational needs interfere 
with the historical and landscape values. Above all, however, the articles empha-
size how the extremities of aesthetic, economic and social character influence 
the radical transformations of contemporary cities. Both texts show phenomena 
RWKHUZLVH�FORVH�WR�RXU�UHDOLWLHV�LQ�àyGĨ��2OGDQL�GHVFULEHV�WKH�ORVV�RI�WKH�ULYHU�E\�
the city of Milan and the role that photography plays in reconstructing its former 
structure. He emphasizes that this medium documenting changes in the city¶s 
image not only has a nostalgic dimension, but also shows the stages of change 
step by step, prompting reflection on the future of the city and stimulating the 
conscious and systematic attempt at bringing the river back to the city. Gustavo 
Valencia, Adriana Hernández and Christian Enrique De La Torre devoted their 
attention to the recent history of the city of Pauebla and its El Refugio district, 
the image of which undergoes significant changes as a result of the top-down 
and bottom-up animation of graffiti art there. The authors explain to what extent 
these activities are related to the history of the district, its cultural values and 
what is the transformative meaning they have for the local community. 

The issues of the 4th International Conference Aesthetic Energy of the 
City. Urban Images conference will be continued in the next issue. 

Wioletta Kazimierska-Jerzyk 
Agnieszka Rejniak-Majewska 
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Piotr Juszkiewicz 

Uniwersytet Adama Mickiewicza w Poznaniu 
Instytut Historii Sztuki  
=DNáDG Historii i Teorii %DGDĔ nad 6]WXNą 
juspiotr@amu.edu.pl 

O KONCEPCJACH PRYMITYWIZMU, SZTUKI LUDOWEJ 
I TWÓ5&=2ĝ&, '=,(&,ĉ&(- W PISMACH STEFANA SZUMANA 

Abstrakt 
$UW\NXá SRĞZLĊFRQ\ jest koncepcjom estetycznym polskiego filozofa i teoretyka pedagogiki, 
Stefana Szumana (1898±1972). Jego zainteresowanie twóUF]RĞFLą dziecka i V]WXNą OXGRZą wpisuje 
VLĊ w szeroki w kulturze europejskiej SRF]ąWNów XX w. zwrot ku ÄSU\PLW\ZRZL´� EĊGąF\ pochod-
Qą W\OHĪ krytycznej oceny procesów modernizacyjnych i regeneracyjnych WĊVNQRW� co ówczesnych 
EDGDĔ antropologicznych nad strukturą VSRáHF]HĔVWZ pierwotnych i ich twóUF]RĞFLą. Podobnie jak 
Franz Boas, który w swej teorii sztuki prymitywnej RGU]XFLá model ewolucjonistyczny i XWRĪVD-
mienie ÄSU\PLW\ZX´ z QLĪV]\P stadium rozwoju, Szuman SRGNUHĞODá VZRLVWRĞü twóUF]RĞFL dzie-
FLĊFHM i sztuki ludowej. 1DZLą]XMąF do etnologa neoewolucjonisty Maxa Richarda Verworna 
�SRMĊFLH ÄLGHRSODVW\NL´� i do psychologicznych hipotez Jeana Piageta, w sztuce dziecka ZLG]LDá 
]ZLą]HN z organicznym rozwojem ]GROQRĞFL poznawczych i SRWU]HEą ich X]HZQĊWU]QLDQLD� Propo-
nowana przez Szumana koncepcja wychowania przez V]WXNĊ� ]DNáDGDMąFD nie tyle gotowy program 
NV]WDácenia, co wspomaganie indywidualnego rozwoju uczniów, VWDáD VLĊ F]ĊĞFLą silnego w pol-
skiej tradycji nurtu pedagogiki personalistycznej, reprezentowanej m.in. przez Henryka Rowida, 
Janusza Korczaka czy Antoniego Kenara. 

6áRZD kluczowe: 
sztuka prymitywna, sztuka dziecka, sztuka ludowa, Stefan Szuman, pedagogika personalistyczna 

Sztuka JáĊEV]D >«@ ]U]XFLáD ZLĊ]\ skrajnego naturalizmu 
i wróFLáD do SU\PLW\ZQRĞFL (Szuman, 2008, s. 110) 

Ä3U\PLW\ZL]P´ to jedno z kluczowych SRMĊü modernistycznego VáRZQLND� 
a WDNĪH wielokrotnie podejmowany przez badaczy sztuki nowoczesnej temat. 
Nie EĊGĊ w tym miejscu ZV]DNĪH GRNáDGQHM FKDUDNWHU\]RZDá literatury przed-
miotu ze Z]JOĊGX na jej REV]HUQRĞü (Flam, Deutch, 2003) i z uwagi na fakt, 
ĪH FKFĊ SRGMąü w tym miejscu jedynie niewielki, acz ZDĪQ\ dla historii pol-
skiego modernizmu, fragment ÄSU\PLW\ZLVW\F]QHJR´ dyskursu, ]ZLą]DQ\ 
z realiami historycznymi i RVREą Stefana Szumana ± postaci dobrze znanej 

https://orcid.org/0000-0003-4137-3412 

https://creativecommons.org/licenses/by-nc-nd/4.0/
https://doi.org/10.18778/0208-6107.39.02
https://orcid.org/0000-0003-4137-3412
mailto:juspiotr@amu.edu.pl
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historykom pedagogiki i psychologii, ale mniej ]DXZDĪDQHM przez badaczy 
dziejów polskiej kultury artystycznej. -HGQDNĪH przed V]F]HJyáRZ\P omówie-
niem P\ĞOL Szumana ]ZLą]DQHM z SRMĊFLHP prymitywizmu FKFĊ ]DV\JQDOL]RZDü 
trzy bardziej generalne kwestie1.  

Pierwsza z nich to deklaracja, ĪH podobnie jak Patricia Leighten i Mark 
Antliff (2003) WUDNWXMĊ termin ÄSU\PLW\ZL]P´ jako NRQVWUXNFMĊ G\VNXUV\ZQą� 
W nowoczesnej kulturze Zachodu R]QDF]DáD ona IRUPXáĊ twóUF]RĞFL niezachod-
niej i/lub nieuczonej, SRZVWDMąFHM w VSRáHF]QRĞFLDFK tradycyjnych, IXQNFMRQXMą-
cych na EOLĪV]\FK i dalszych REU]HĪDFK europejskiej cywilizacji i traktowanej 
jako: sztuka bez- czy pozaczasowa (bo wyabstrahowana z rozwoju), anonimowa 
(bo oderwana od konkretnej osoby), nastawiona na samoodtwarzanie (bo nie-
zdolna do inspirowania VLĊ obcymi ZSá\ZDPL�� Tak rozumiana ÄV]WXND prymi-
W\ZQD´ XP\NDáD ZLĊF przed etnologicznym konkretem, E\áD raczej Z\REUDĪH-
niem twóUF]RĞFL Z\URVáHM z nieposkromionego instynktu, IDVF\QXMąFHM VZRMą 
VXURZRĞFLą i spontanic]QRĞFLą� a przy tym RU]HĨZLDMąFHM VZRMą IRUPDOQą nie-
]Z\NáRĞFLą� Tak pojmowany ÄSU\PLW\ZL]P´ V\QRQLPL]RZDá przede wszystkim 
V]WXNĊ RGOHJá\FK geograficznie VSRáHF]HĔVWZ plemiennych, ale REHMPRZDá WDNĪH 
niekiedy przejawy rodzimego europejskiego folkloru, szWXNĊ amatorów czy 
dzieci.  

Kwestia druga, to moje przekonanie, ĪH rola prymitywizmu w REUĊELH 
modernizmu objawia VLĊ SHáQLHM� MHĞOL ten ostatni jest postrzegany jako szeroki 
front regeneracyjnych programów i G]LDáDĔ podejmowanych od NRĔFD XIX wieku 
w przekonaniu o JáĊERNLP kryzysie europejskiej cywilizacji, spowodowanym 
SRĞSLHV]Q\P tempem wszechstronnej modernizacji, która SU]\QLRVáD� jak mnie-
mano, wiele negatywnych skutków politycznych, ekonomicznych, spoáHF]Q\FK 
i duchowych (Griffin, 2007; Juszkiewicz, 2013; Juszkiewicz, 2014; Juszkiewicz 
2016; Juszkiewicz, 2017a; Juszkiewicz, 2017b). W tej perspektywie pry-
mitywizm E\á ZLĊF pojmowany jako jedno ze ĨUóGHá regeneracyjnej energii, 
która, jak miano QDG]LHMĊ� pozwoli na ÄRGURG]HQLH zniszczonych przez rozwój 
cywilizacyjny Ī\ZRWQ\FK korzeni sztuki HXURSHMVNLHM´ (Antliff, Leighten, 2003, 
s. 58±60).

Kwestia trzecia zwią]DQD jest ze wskazaniem jednego z najbardziej istotnych 
kontekstów dyskusji o sztuce prymitywnej, a mianowicie, QDNáDGDMąF\FK VLĊ na 
siebie procesów NU]HSQLĊFLD etnologii jako nauki i jednoczesnego, jak to XMąá 
Adam Kuper, ÄZ\P\ĞODQLD´ VSRáHF]HĔVWZD pierwotnego. Jego obraz Z\áDQLDá 
VLĊ najpierw z refleksji prawniczej na temat struktury wspólnot ludzkich 
QLH]QDMąF\FK prawa ZáDVQRĞFL� przechRG]ąF\FK stopniowo od wspólnoty krwi 
do wspólnoty terytorialnej, z EDGDĔ MĊ]\NR]QDZF]\FK XZDĪDQ\FK za QDU]ĊG]LH 
zdolne XMDZQLü dawny system OLQHDĪ\ oraz z EDGDĔ terenowych plemion Busz-

1 &]ĊĞü�REVHUZDFML�QD�WHPDW�SRJOąGyZ�6]XPDQD�RUD]�QLHNWyUH�SDUWLH�QLQLHMV]HJR�WHNVWX�ZFKRG]ą� 
Z�VNáDG�RSXEOLNRZDQ\FK�MXĪ�SU]H]H�PQLH�ZF]HĞQLHM�DUW\NXáyZ������D������E�� 
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menów czy Aborygenów XZDĪDQ\FK za ÄVNDPLHOLQ\ VSRáHF]QH´� a ZLĊF GDMą-
cych ZJOąG w najdawniejsze dzieje OXG]NRĞFL� Ów obraz, QLH]DOHĪQLH od szcze-
JyáRwych polemik ZRNyá publikacji Edwarda Burnetta Tylora, Henry¶ego 
Sumnera Maine¶a, Johanna Jakoba Bachofena, Johna Fergusona McLennana, 
Lewisa Henry'ego Morgana, E\á równoF]HĞQLH VZRLVWą NU\W\F]Qą GLDJQR]ą 
VSRáHF]HĔVWZD europejskiego z SU]HáRPX wieku XIX i XX, a zarazem równie 
swoistym projektem VSRáHF]HĔVWZD alternatywnego ± które PLDáR E\ü pozba-
wione dominacji monogamicznej struktury rodzinnej, seksualnie promiskui-
tywne i które RGU]XFDáRE\ LGHĊ ZáDVQRĞFL prywatnej.  

Polski dyskurs, w ramach którego identyfikowano kulturowy i cywilizacyjny 
kryzys Europy oraz IRUPXáRZDQR modernistyczne z ducha programy regenera-
cyjne, nie RGELHJDá w zasadniczych rysach od dyskursu europejskiego (Jedlicki, 
2000, s. 81). Ludwik Gumplowicz, Napoleon Cybulski, Zygmunt Wasilewski, 
Feliks Koneczny, Jan Karol Korwin Kochanowski, Florian Znaniecki, Marian 
Zdziechowski, Zygmunt àHPSLFNL fRUPXáRZDOL� znane i dyskutowane nie tylko 
w Polsce, diagnozy kryzysu cywilizacyjnego �6NRF]\ĔVNL� 2015).  

TakĪH w obszarze antropologii polscy badacze i P\ĞOLFLHOH podejmowali 
SUREOHPDW\NĊ wizji VSRáHF]HĔVWZD pierwotnego. Dla SU]\NáDGX Ludwik Krzy-
wicki entuzjastycznie SRGFKRG]Lá do konstatacji Morgana GRW\F]ąF\FK domnie-
manej ewolucji VSRáHF]HĔVWZD ludzkiego od stanu G]LNRĞFL przez stan 
EDUEDU]\ĔVWZD do stanu cywilizowanego (Hrynkiewicz, 2012). Krzywicki 
QDG]RURZDá WHĪ SU]HNáDG NVLąĪNL Morgana na MĊ]\N polski (1877), którego 
GRNRQDáD Aleksandra %ąNRZVND ± ziemianka i aktywistka VSRáHF]QD� Ta sama 
WáXPDF]ND SU]HáRĪ\áD nota bene (1888) róZQLHĪ AntropologiĊ Tylora. Krzywicki 
GRVWU]HJDá RF]\ZLĞFLH polityczny wymiar tez Morgana, który URG]LQĊ QXNOHDUQą 
umieszczaá na stosunkowo SyĨQ\P etapie rozwoju OXG]NRĞFL� jej powstanie 
i funkcjonowanie ZLąĪąF z NZHVWLą ZáDVQRĞFL prywatnej i jej PQRĪHQLD w ]ZLą]-
ku z SURFHGXUą dziedziczenia. Wyrazem tego dostrzegania E\áR spolszczenie 
przez Krzywickiego Z\FLąJDQ\FK z tez Morgana politycznych i ideologicznych 
wniosków Fryderyka Engelsa, zawartych w jego NVLąĪFH o pochodzeniu rodziny 
(Engels, 1884), a WDNĪH projekty SU]\V]áHM organizacji VSRáHF]QHM� w których 
VSRáHF]HĔVWZR pierwotne VWDZDáo siĊ DQW\WH]ą spoáHF]HĔVWZD ZVSyáF]HVQego, 
w którym z kolei, jego zdaniem ]DQLNáD tak charakterystyczna dla ludzi pier-
wotnych VROLGDUQRĞü� Podobny motyw SRMDZLDá VLĊ w pismach Edwarda 
Abramowskiego, który w latach G]LHZLĊüG]LHVLąW\FK XIX wieku w NVLąĪce 
SpoáHF]HĔVWZR rodowe (1890) SLVDá�  

6ROLGDUQRĞü rodowa i plemienna E\áD prawem i RERZLą]NLHP� GREURü� pomaga-
nie drugim, XZDĪDáo siĊ za QDMZ\ĪV]ą cnotĊ >«@ Z powstaniem handlu, 
SLHQLĊG]\ i ZáDVQRĞFL prywatnej, VSRáHF]HĔVWZR rodowe ]DF]ĊáR XSDGDü� wol-
QRĞü� róZQRĞü i braterstwo ludzi ]DQLNDá\ powoli (cyt. za *RPyáD� 2014, s. 109). 
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Stefan Szuman (1889±1972), syn znanego WRUXĔVNLHJR chirurga, VWXGLRZDá 
zrazu PHG\F\QĊ� a EH]SRĞUHGQLR po obronie doktoratu w Monachium w 1914 
roku ]RVWDá wcielony do wojska jako lekarz wojskowy. Z niemieckim wojskiem 
]ZLą]DQ\ E\á do 1919 roku, lecz gdy po FLĊĪNLP zranieniu pod Cambrai i pracy 
w Hanowerze, skierowany ]RVWDá do pracy w WRUXĔVNLHM klinice swego ojca, 
zamienionej w szpital wojskowy; XFLHNá do Wielkopolski, by potem ZVWąSLü do 
wojska polskiego, a QDVWĊSQLH Z]Ląü XG]LDá w wojnie polsko-bolszewickiej. 
6WXGLRZDá po RGHMĞFLX z wojska w Poznaniu ILOR]RILĊ i HVWHW\NĊ na Uniwersyte-
cie 3R]QDĔVNLP i MHGQRF]HĞQLH V]WXNĊ w SR]QDĔVNLHM Szkole Sztuk Zdobniczych, 
NRĔF]ąF ten etap swojej edukacji NROHMQą SUDFą GRNWRUVNą� tym razem z zakresu 
psychologii, wydanej SyĨQLHM jako: Sztuka dziecka. Psychologia twóUF]RĞFL 
rysunkowej dziecka, która XND]DáD VLĊ drukiem w 1927 roku. Natomiast od 1928 
roku Szuman ]ZLą]DQ\ E\á ze ĞURGRZLVNLHP krakowskim jako profesor UJ, a po 
wojnie rektor 3DĔVWZRZHM :\ĪV]HM 6]NRá\ Pedagogicznej w Krakowie, JáyZQLH 
DQLPXMąF badania nad SV\FKRORJLą dziecka oraz zagadnieniami pedagogiki 
z problemami wychowania poprzez V]WXNĊ na czele. Dodajmy, ĪH Szuman 
V]F]ĊĞOLZ\P przypadkiem XQLNQąá tragicznych dla profesury krakowskiej skut-
ków niemieckiej Sonderaktion Krakau, a SyĨQLHM EUDá XG]LDá w tajnym naucza-
niu. %\á WDNĪH F]áRQNLHP partyzanckiego RGG]LDáX� JU\ZDá w podziemnym 
teatrze, NRQW\QXRZDá VZRMą SU]HGZRMHQQą G]LDáDOQRĞü NXOWXUDOQą (podtrzyPXMąF 
np. WUDG\FMĊ tzw. Szumaniad, znanych w ĞURGRZLVNX krakowskim), a WDNĪH VWDMąF 
VLĊ ZDĪQą SRVWDFLą dla PáRG\FK krakowskich plastyków z Kantorem na czele, 
którym z kolei udzielDáD swego mieszkania na teatralne Z\VWĊS\ córka przyja-
ciela Szumana, Ewa Siedlecka (Tytko, 2014). Dodajmy, ĪH do intelektualnych 
SU]\MDFLyá Szumana naleĪHOL zarówno Chwistek, jak Witkacy (Szuman, 1929b; 
Szuman 1943; Szuman, 1945; Szuman, 1948) oraz Roman Ingarden, którego 
Szuman ZVSRPDJDá w jego lwowskiej niedoli. :\PLHĔP\ jeszcze jeden aspekt 
]DLQWHUHVRZDĔ Szumana jakim E\áD sztuka ludowa, czego wyrazem E\áD PLĊG]\ 
innymi jego NVLąĪND z 1929 roku SRĞZLĊFRQD dawnym kilimom w Polsce i na 
Ukrainie, któUą Szuman GHG\NRZDá swoje szwagierce ± Eleonorze 3OXW\ĔVNLHM� 
uczennicy PLĊG]\ innymi Olgi %R]QDĔVNLHM� Karola Tichego, Józefa Czajkow-
skiego i Wojciecha -DVWU]ĊERZVNLHJR� F]áRQNLQL àDGX i ]DáRĪ\FLHOFH Vá\QQHJR 
RĞURGND tkackiego w Janowie k. 6RNyáNL ± osobie, która Z\ZDUáD wielki ZSá\Z 
na NV]WDáW ludowej sztuki tkaniny w Polsce przed i powojennej.  

OdpowiadająF na pytanie, dlaczego dziecko rysuje inaczej QLĪ dorosá\ i jakie 
Vą psychologiczne powody tego, ĪH rysuje ono ĞZLDW w swój specyficzny, 
G]LHFLĊF\ sposób, Stefan Szuman ZVND]\ZDá na UyĪQLFH SRPLĊG]\ SV\FKLNą 
G]LHFLĊFą a SV\FKLNą F]áRZLHND GRURVáHJR� Dziecko, zdaniem Szumana, nie 
QDĞODGXMH U]HF]\ZLVWRĞFL� ale rysuje to, co o jej poszczególnych fragmentach 
wie. Nie idzie tu jednak o kwestie symbolizowania, ale o odzwierciedlenie 
w G]LHFLĊFHM plastyce procesu poznawczego ZáDĞFLZHJR kolejnym fazom 
rozwojowym dziecka, a GRNáDGQLHM rzecz ELRUąF� odzwierciedlenie charakteru 
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schematu poznawczego jaki dziecko jest w stanie Z\SUDFRZDü i jakim jest VLĊ 
w stanie SRVáXJLZDü. Tak formuáXMąF podstawy charakterystyki G]LHFLĊFHM 
twóUF]RĞFL� Szuman GRNRQDá GRĞü szczególnej kontaminacji: psychologicznych 
hipotez Jeana Piageta i tez Maxa Richarda Verworna, fizjologa, który ]DMPRZDá 
VLĊ WDNĪH ÄPHFKDQLNą´ ludzkiej kreatyZQRĞFL� a WDNĪH jej V]F]HJyOQą IRUPą� czyli 
V]WXNą2. Innymi VáRZ\ wypracowane przez Verworna SRMĊcia: ÄLGHRSODVW\ND´ 
i ÄIL]MRSODVW\ND´ SRáąF]\á Szuman z Piagetowskim SRMĊFLHP schematu poznaw-
czego. Powiedzmy krótko na temat tego ostatniego, ĪH jest on wynikiem 
opowiedzenia VLĊ Piageta przeciw naturalizmowi (np. Freud) i behawioryzmowi 
(np. 3DZáRZ� w dyskusjach na temat psychologii rozwojowej i systemów 
pedagogicznych. 3RGąĪ\á natomiast za Deweyowskim progresizmem, w ramach 
którego rozwój ]GROQRĞFL poznawczych dziecka jest NZHVWLą aktywnej wymiany 
SRPLĊG]\ ĞURGRZLVNLHP a dzieckiem. Nie tyle jest ono tutaj traktowane jako 
URĞOLQD� której zakodowane ZHZQĊWU]H ZáDĞFLZRĞFL UR]ZLMDMą G]LĊNL mniej lub 
bardziej VSU]\MDMąFHPX ĞURGRZLVNX� ani jak maszyna, któUą moĪQD zaprogramo-
ZDü do poĪąGDQ\FK G]LDáDĔ� ale jako odkrywca, badacz, eksperymentator, który 
HNVSORUXMąF U]HF]\ZLVWRĞü tworzy VDPRUHJXOXMąFą VLĊ NRQVWUXNFMĊ wiedzy. 
Nauczyciel zatem nie powinien E\ü� jak ujmuje to Barry J. Wadsworth (1998, 
s. 12±15) ani troskliwym rolnikiem, ani Z\PDJDMąF\P QDG]RUFą� ale stymulato-
rem swobodnego rozwoju. Schematy Piageta to zatem struktury XP\VáRZH 
�ZáDĞFLZH wszystkim ludziom), G]LĊNL którym jednostki SU]\VWRVRZXMą VLĊ 
intelektualnie do otoczenia i RUJDQL]XMą je. 6ą one rodzajem fiszek w mniej 
(dziecko) lub bardziej �GRURVá\� bogatym i elastycznym katalogu, SR]ZDODMąF\P 
na organizowanie Z\GDU]HĔ psychologicznych na podstawie ich ogólnych cech. 
Zasadniczy rozwój rysunku G]LHFLĊFHJR ]ZLą]DQ\ E\á w tym NRQWHNĞFLH� zda-
niem Szumana, z SU]HMĞFLHP od okresu formowania VLĊ schematów (tzw. okres 
bazgrania), przez okres SRVáXJLZDQLD VLĊ schematem (ideoplastyka) do okresu 
poschematycznego (fizjoplastyka), w którym zrazu schemat zostaje opanowany 
do perfekcji, a potem porzucany na rzecz upodobniania wizerunków do natural-
nych Z\JOąGów. Wspomniany Verworn te dwa SRZ\ĪV]H terminy RGQRVLá do 
etapów ewolucji prymitywnego VSRáHF]HĔVWZD� z których to WZRU]ąFH V]WXNĊ 
LGHRSODVW\F]Qą SR]RVWDZDáR� ze Z]JOĊGX na charakter ĞURGRZLVND� na QLĪV]\P 
etapie VSRáHF]QHJR i ekonomicznego rozwoju, QLĪ to, którego F]áRQNRwie zdolni 
MXĪ byli do fizjoplastycznego NV]WDáWRZDQLD� Brak tu miejsca na dalsze roz-
wijanie tej kwestii, ale zasygnalizujmy tylko, ĪH EH]SRĞUHGQLH otoczenie etno-
logiczne NVLąĪNL Szumana o sztuce G]LHFLĊFHM WZRU]\áD w znacznym stopniu 
polemika z ewolucjonizmem podejmowana zarówno przez %URQLVáDZD Ma-
linowskiego, jak Franza Boasa, którego NVLąĪND Primitive Art XND]DáD VLĊ 

2  &KRG]L� R� GZLH� SXEOLNDFMH� 9HUZRUQD�� GR� NWyU\FK� SUDZGRSRGREQLH� RGZRá\ZDá� VLĊ� 6]XPDQ��
Verworn, 2007; Verworn, 2008. 
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w Nowym Jorku w 1927 roku, DNWXDOL]XMąF w odniesieniu do sztuki tezy tego 
badacza VIRUPXáRZDQH w jego Mind of the Primitive Man z roku 1911. Boas 
ostro Z\VWĊSXMąF przeciwko ewolucyjnym schematom XPLHV]F]DMąF\P F]áR-
wieka pierwotnego w ÄG]LHFLĊF\P´ okresie rozwoju OXG]NRĞFL� NU\W\NRZDá 
WDNĪH Verworna za zbyt mechanistyczne áąF]HQLH XP\VáRZRĞFL� a co za tym 
idzie i sztuki F]áRZLHND prymitywnego z kwestiami warunków bytowania i ]áR-
ĪonoĞci spoáHF]QHM struktury; sam ]DĞ DGDSWRZDá� FKRü bez GRVáRZQHJR 
SU]\ZRáDQLa, NRQFHSFMĊ Rieglowskiej woli twórczej, której UyĪQH stany WáX-
PDF]\ü PLDáDE\ ]UyĪQLFRZDQLH sztuki prymitywnej.  

Przede wszystkim Boas dokonywaá pozytywnej waloryzacji XP\VáX pierwot-
nego i sztuki prymitywnej, VWDZLDMąF WDPĊ ewolucjonistycznej narracji, V\WXXMą-
cej HXURSHMVNą kulturĊ w punkcie GRMĞFLD jednonurtowego, niezmiernie GáXJR-
trwaáHJR procesu. Bowiem, jak SLVDá�  

[«] mentalne procesy F]áRZLHND Vą ZV]ĊG]LH takie same, QLH]DOHĪQLH od rasy 
i kultury i QLH]DOHĪQLH od pozornej DEVXUGDOQRĞFL zwyczajów i tego w co wierzy 
(Boas, 1951, s. 1). [I GRGDZDá�] nie ma F]HJRĞ takiego jak Äprymitywny XP\Vá´, 
Ämagiczny´, czy ÄprelogiczQ\´ sposób P\ĞOHQLD� ale NDĪGD jednostka w Äpry-
mitywnym´ VSRáHF]HĔVWZLH jest PĊĪF]\]Qą� NRELHWą� czy dzieckiem tego samego 
rodzaju i tego samego sposobu P\ĞOHQLD� odczuwania i G]LDáDQLD jak PĊĪF]\]QD� 
kobieta, czy dziecko w naszym ZáDVQ\P VSRáHF]HĔVWZLH (s. 2). 

5yĪQLFD polega, NRQW\QXRZDá� na zakresie naszej wiedzy na temat ]HZQĊWU]QHJR 
ĞZLDWD gromadzonej przez pokolenia, ale odrzucanej w obliczu silnego emo-
cjonalnego impulsu. .DĪGD kultura wobec tego powinna E\ü rozumiana jako 
historyczny wzrost (rozwój) [growth] w odniesieniu do konkretnych warunków 
okreĞORQ\FK przez VSRáHF]QH i geograficzne ĞURGRZLVNR� %\áR to ZLĊF raczej 
podejĞFLH geograficzne QLĪ historyczne, skierowane przeciw uniwersalnej linear-
nej historii, a ku zasadzie dyfuzjonizmu ± tzn. procesu promieniowania przez 
centrum kultury na obszary ZRNyá je RWDF]DMąFH� Odnajdowane UyĪQice nie 
PRJá\ E\ü zatem powodem do XNáDGDQLD znalezisk, dziejów kultury w chronolo-
giczne warstwy.  

W odniesieniu do sztuki Boas takĪH XQLNDá ewolucyjnej perspektywy i áDtwe-
go ZDUWRĞFLRZDQLD� Wspomniane odniesienia do Riegla R]QDF]DMą przeciw-
stawienie sposobu analizy i relatywizmu ze Stilfragen Riegla takim autorom jak 
Fechner, Wundt, Verworn, Thurnwald, którzy V]WXNĊ i V]WXNĊ SU\PLW\ZQą defi-
niowali jako przede wszystkim HNVSUHVMĊ emocjonalnych stanów lub idei, zapo-
PLQDMąF o wadze ]DJDGQLHĔ formy i motywacji jej NV]WDáWRZDQLD i SU]HNV]WDáFDQLD. 
,GąF za Rieglem Boas SU]HNRQ\ZDá� E\ĞP\ VSRJOąGDMąF na NXOWXURZą dziaáDO-
QRĞü F]áRZLHND prymitywnego po pierwsze widzieli Mą w kategoriach uniwersal-
nych i nazywali V]WXNą efekt celowego GąĪHQLD do satysfakcjRQXMąFHM formy, co 
nie jest WRĪVDPH z UR]ZLą]\ZDQLHP praktycznych czy technicznych ]DJDGQLHĔ� 
Po drugie, E\ĞP\ P\ĞOHOL w kategoriach relatywnych i zarazem historycznych 
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(site-specific). Kiedy DUW\ĞFLH prymitywnemu daje VLĊ RáyZHN i NDUWNĊ� jest on 
konfrontowany z zadaniem, do którego UR]ZLą]DQLD nie ma kompetencji. To nie 
Vą jego QDU]ĊG]LD� nie PRĪH E\ü mowy o perfekcji, a ZLĊF i o sztuce.  

O tak rozumianej ÄSU\PLW\ZQRĞFL´ decyduje zatem zasadniczy kontrast 
SRPLĊG]\ UHSUH]HQWDFMą dla reprezentacji i UHSUH]HQWDFMą jako G]LHáHP sztuki. 
Przedmioty Vą reprezentowane ze swoimi dystynktywnymi cechami QDMF]ĊĞFLHM 
jako rodzaj informacji, przekazywanej efektywnie, gdy odbiorcza uwaga 
kierowana jest na cechy SR]ZDODMąFH UR]SR]QDü obiekt i na jego cechy VWDáH� co 
]UHV]Wą� jak GRGDZDá Boas, charakterystyczne jest dla sztuki ZVSyáF]HVQHM (Boas, 
1951, s. 74). Tylko w tym sensie jego zdaniem DNW\ZQRĞü dziecka jest 
porównywalna do G]LDáDOQRĞFL artysty prymitywnego, ĪH w obu przypadkach 
chodzi o zadanie zrobienia F]HJRĞ� czego VLĊ nie umie.  

Szumanowi natomiast kontaminacja inspiracji Deweyowskich i Darwinow-
skich posáXĪ\áD do RNUHĞOHQLD specyfiki sztuki ludowej i prymitywnej. Ta pierw-
sza jego zdaniem pozostaje na RJyá w okresie schematyzmu i typu, wzboJDFDMąF 
co prawda ten schematyzm w bardzo bogate i przez pokolenia zachowywane 
i rozwijane ZDUWRĞFL dekoracyjne i ornamentacyjne (Szuman, 1927, s. 77). 
Ta druga natomiast znajduje VLĊ na szczeblu rozwoju W\SRZRĞFL� 

Dziecko i F]áRZLHN prymitywny ± SLVDá ± FHQLą w rysunku ĞURGHN ekspresji  
i XSLĊNV]DQLD Ī\FLD� Odtwarzanie natury w sposób ĞFLĞOH naturalistyczny jest dla 
nich za trudne, bo metody SURZDG]ąFH do takiego rysowania Vą zbyt rozumowe, 
oderwane. Metody te OHĪą zbyt daleko, aby XP\Vá pierwotny sam po nie VLĊJDá. 
[«@ SU\PLW\ZQRĞü sztuki NRĔF]\ VLĊ z tym momentem, w którym dziecko czy 
F]áRZLHN GRURVá\� zaczyna P\ĞOHü o naturalizmie OHĪąF\P poza REUĊEHP typu 
(Szuman, 1927, s. 93).  

Przy tym wszystkim pojawia siĊ jednak, FKRü SyĨQLHM� w pismach Szumana mo-
tyw Rieglowski ± uniwersalna dla sztuki zasada GąĪHQLD do satysfakcji formalnej.  

[«@ w twóUF]RĞFL uczonych SRP\VáRZRĞü jest JáyZQLH XP\VáRZD i nakiero-
wana na ugruntowanie nowej wiedzy  o U]HF]\ZLVWRĞFL oraz wyzyskiwanie jej  
w praktyce, to twóUF]RĞü artystów polega na SRP\VáRZRĞFL ]XSHáQLH innego 
rodzaju, takiej, która poprzez SRP\Vá� NRQFHSFMĊ i ZL]MĊ G]LHáD� SRZVWDMąFą  
w Z\REUDĨQL artysty (z równoczesnym silnym ]DDQJDĪRZDQLHP jego emocjo-
QDOQRĞFL), nastawiona jest na to i GąĪ\ ku temu, aby VWZRU]\ü G]LHáR sztuki 
optymalnie ]DVSRNDMDMąFH SRWU]HEĊ stworzenia artystycznego utworu, w którym 
by twórcza koncepcja ]QDOD]áD swoje SHáQH artystyczne oraz GRVNRQDáH este-
tyczne UR]ZLQLĊFLH i urzeczywistnienie >SRNUHĞOHQLD S. Szuman] (2008, s. 66). 

Spokrewnia to, zdaniem Szumana sztukĊ SU\PLW\ZQą i V]WXNĊ OXGRZą� 

Analogicznie do sztuki pierwotnej UR]ZLMDáD VLĊ przez wiele wieków, DĪ do nie-
dawna, WDNĪH sztuka ludowa. Ma ona w sztuce pierwotnej swoje ĨUóGáR i swój 
prawzór. 7DNĪH i ona VáXĪ\áD EąGĨ XSLĊNV]DQLX Ī\FLD przez SLĊNQH NV]WDáWRZDQLH 
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i ozdabianie przedmiotów codziennego XĪ\WNX (np. domostw, VSU]ĊWów, QDF]\Ĕ� 
tkanin, ubioru, broni), EąGĨ zabawie i Z\Ī\ZDQLX VLĊ w WDĔFX lub muzycznemu 
wypowiadaniu VLĊ ĞSLHZHP� albo JUą na instrumentach. Sztuka ludowa ± podob-
nie jak w kulturach pierwotnych ± RGJU\ZDáD róZQLHĪ SRZDĪQą UROĊ w sakral-
nych oraz religijnych wierzeniach i praktykach ludu �U]HĨELHQLH ĞZLąWNów, ma-
lowanie obrazów o religijnej tematyce). 2EU]ĊGRZH funkcje VSHáQLDá\ WDNĪH 
WDĔFH� ĞSLHZ\ oraz rytualne teksty, których pierwotne znaczenie XOHJDáR z dawna 
zapomnieniu, ale jeszcze GáXJR WRZDU]\V]\áR ludowym REU]Ċdom na ZSyá jesz-
cze SRJDĔVNLP� a na ZSyá MXĪ ]ZLą]DQ\P z FKU]HĞFLMDĔVNLPL wierzeniami 
(Szuman, 2008, s. 75). 

W sposób charakterystyczny dla naukowca SU]HMĊWHJR modernistycznymi impe-
ratywami Szuman te naukowe UR]ZDĪDQLD X]XSHáQLá komentarzem RGQRV]ącym 
VLĊ do ZVSyáF]HVQRĞFL i podszytym regeneracyjnym P\ĞOHQLHm. 

=P\Vá dla niej [sztuki prymitywnej ± przyp. P. J.] ]URG]Lá VLĊ w naszych czasach. 
>«@ sami DUW\ĞFL ]DF]ĊOL ]ELHUDü wyroby sztuki wschodniej, prymitywnej 
i ludowej. Sztuka dekoracyjna zaczyna VLĊ RGUDG]Dü G]LĊNL tym ZSá\ZRP� 
Sztuka JáĊEV]D >«@ ]U]XFLáD ZLĊ]\ skrajnego naturalizmu i wróFLáD do prymi-
tywQRĞci. [«] OngiĞ sztuka FDáHM prymitywnej OXG]NRĞFL E\áD podobna do sztuki 
dziecka. &]áRZLHN GRURVá\ SU]HVWDá E\ü ideoplastykiem >«@ QDXF]\á VLĊ jednak 
SDWU]Hü i ZLG]LHü inaczej: naturalistycznie, tak jak aparat fotograficzny i sztuka 
naturalistyczna. >«@ Tak bardzo nasza kultura ]PDQLHURZDáD XP\Vá ZLĊNV]RĞFL 
swoich wychowanków. [Tymczasem, NRQW\QXRZDá�] ÄGR rysunków dziecka trze-
ba VLĊ ]EOLĪDü róZQLHĪ z nastawieniem kontemplacyjnej QDLZQRĞFL� zdolnej SRMąü 
ĞZLHĪRĞü uczucia i wyrazu. >«@ Dusza GRURVáHJR jest niejako podobna do ogro-
dów podmiejskich. 6ą tam utarte ĞFLHĪNL� po których chodzi FRG]LHQQRĞü� drze-
wa, które juĪ SU]HVWDá\ URVQąü i papiery, które ogród ]DĞPLHFLá\� Dusza dziecka 
jest w porównaniu z tym, jak ogród na ZLRVQĊ� 3HáQR tam PáRG\FK URĞOLQHN >«@� 
Nie ma ani ĞPLHFL� ani zakurzonych ĞFLHĪHN (Szuman, 2008, s. 110±112).  

Ze zreferowanych wyĪHM wszystkich konstatacji Z\ZRG]Lá Szuman przy-
najmniej dwa rodzaje wniosków. Pierwszy GRW\F]\á sposobów wychowania 
PáRG]LHĪ\ i SRZLQQRĞFL nauczyciela. Konsekwentnie Szuman XSRPLQDá VLĊ 
o taki rodzaj edukacji, który nie ]DFLHUDáE\ naturalnej ĞZLHĪRĞFL twórczej dzieci
przez zbyt V]\ENą ich NRQIURQWDFMĊ z zadaniem wiernego QDĞODGRZDQLD 
elementów U]HF]\ZLVWRĞci oraz poprzez nacisk schematów wizualnych obecnych 
we ZVSyáF]HVQHM ikonosferze. 1DZRá\ZDá WDNĪH� aby SR]ZROLü dziecku ÄSU]H-
biec rozwój naiwny DĪ do NRĔca, aĪ [«@ do pewnej GRVNRQDáRĞFL´� ĪHE\ 
UR]ZLQĊáR ono w sobie swój model ZHZQĊWU]Q\ i aby bardzo precyzyjnie 
i bardzo ĞZLDGRPLH Z\ELHUDü moment SU]HMĞFLD w edukacyjnym procesie do 
modelu ]HZQĊWU]QHJR� SURZDG]ąFHJR do sztuki QDĞODGRZF]HM� 8F]HĔ musi 
bowiem ZLHG]LHü� WZLHUG]Lá Szuman, ĪH nie kopiuje modelu, ĪH nie jest aparatem 
fotograficznym, PDV]\Qą reprRGXNXMąFą� lecz ĪH U\VXMąF opanowuje model 
swym XP\VáHP�  
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Tego typu podejĞFLH� którego sednem E\áD ochrona ZHZQĊWU]QHM i naturalnej 
NUHDW\ZQRĞFL dziecka, ]ZLą]DQH E\áR w dwudziestoleciu PLĊG]\ZRMHQQ\P  
z bardzo wówczas nowoczesnym i propagowanym nurtem ÄSHGDJRJLL persona-
OLVW\F]QHM´� której zasady na rozmaity sposób Z\SUDFRZ\ZDáR wielu pedagogów 
i teoretyków wychowania z SRVWĊSXMąF\P za ideami Johna Deweya Sergiuszem 
Hessenem, Stefanem Szumanem, Januszem Korczakiem, ks. Karolem Mazur-
kiewiczem i Henrykiem Rowidem na czele. Najogólniej rzecz XMPXMąF� 
JáyZQ\P przedmiotem zainteresowania dla personalistów E\áD� jak to VIRUPXáR-
ZDá Henryk Rowid, RVRERZRĞü twórcza, jako wytwór animowanego na skutek 
indywidualnego Z\VLáNX procesu duchowego, czyli autokreacji. 3RĪąGDQD 
IRUPXáD wychowania, powinna zatem ZHGáXJ Rowida SROHJDü  

 
na wyzwalaniu energii psychofizycznych dziecka i rozwijaniu ]GROQRĞFL 
Z\UDĪDQLD przez nie ZáDVQHM RVRERZRĞFL� Celem wychowania czyni budzenie VLá 
GU]HPLąF\FK w duszy dziecka, rozwój inicjatywy w tworzeniu ZDUWRĞFL material-
nych i duchowych oraz zrozumienie i uznanie osobowoĞFL dziecka, a WDNĪH 
poszanowanie jego praw (Bartkowiak, 2012, s. 94±95).  
 
Tego typu przekonania ± idee edukacji jako przede wszystkim procesu 

wspomagania indywidualnego rozwoju ucznia, Ī\ZH E\á\ w NUĊJDFK zako-
SLDĔF]\Nów: 6WDQLVáDZD Witkiewicza, Karola 6WU\MHĔVNLHJR czy Antoniego 
Kenara, FKRü UyĪQLOL VLĊ oni w V]F]HJyáDFK co do tego, jak QDOHĪ\ LQVSLURZDü  
i ZVSRPDJDü przyjmowanych do ]DNRSLDĔVNLHM V]NRá\ ÄFKáoptasióZ´�  

Drugi rodzaj wniosków GRW\F]\á roli ZVSyáF]HVQHJR artysty w odniesieniu 
do inspiracji Sá\QąF\FK ze sztuki G]LHFLĊFHM� ludowej i prymitywnej. We wspo-
mnianej MXĪ NVLąĪce o dawnych kilimach Szuman SLVDá o VSRQWDQLF]QRĞFL� która 
wspólna jest twóUF]RĞFL dzieci i sztuce ludu, w DNW\ZQRĞFL którego sztuka staje 
VLĊ elementem nieomal instynktownym, splecionym z FDáRNV]WDáWHP ludowego 
Ī\FLD� Ä: ludzie nie ma rozdwojenia SRPLĊG]\ projektem a wykonaniem, 
PLĊG]\ rysunkiem a EDUZą� PLĊG]\ P\ĞOą a czynem, PLĊG]\ REP\ĞODQLHP  
a Z\NRQDQLHP´ ± SLVDá Szuman (1929a, s. 94). Ä/XG tka EDUZQą SU]ĊG]ą tak, jak 
ptak buduje JQLD]GR´� GRGDZDá� WZLHUG]ąF� ĪH tej VSRQWDQLF]QRĞFL sztuka ludowa 
]DZG]LĊF]D VZą EH]SRĞUHGQLą i VLOQą REUD]RZRĞü� Ale ten idylliczny stan QDOHĪDá 
MXĪ zdaniem Szumana do SU]HV]áRĞFL� Lud WZRU]\á szWXNĊ ZáDVQą� póki PLDá 
VZRERGĊ� kiedy WZRU]ąF EDZLá VLĊ i UDGRZDá� To UyĪQL V]WXNĊ OXGRZą od sztuki 
wysokiej, bo artysta WZRU]ąF� wprawia VLĊ w stan powagi i Z]QLRVáRĞFL (Szuman, 
1929a, s. 100). -HGQDNĪH w czasach ZVSyáF]HVQ\FK ÄĪDGQD moc nie ]GRáD ludowi 
z powrotem GDü QDLZQRĞFL twórczej i naturalnej VLá\ produkcji. Lud w tym 
znaczeniu SU]HVWDá LVWQLHü´� NRQVWDWRZDá Szuman, a sztuka ludowa MDáRZLHMH tym 
bardziej, im bardziej ÄLQWHOLJHQFMD ]DSU]ĊJD go do artystycznego SU]HP\VáX 
OXGRZHJR´� Zadanie inteligencji jest jednak inne, SLVDá dalej. Jest bowiem 
ÄU]HF]ą EH]XĪ\WHF]Qą staraü VLĊ E\ü OXGRZ\P«� jest ĞPLHV]QH XGDZDü prymi-
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W\ZD´� Czerpanie ze sztuki ludowej oznacza NRQLHF]QRĞü nauki tego, jak lud 
SRVWĊSRZDá� SRWU]HEĊ nauczenia VLĊ na wytworach tajników pracy artystycznej, 
GRMĞFLD do jej zasad i XĞZLDGRPLHQLD ich sobie. Tego typu wezwania powtarzane 
E\á\ PLĊG]\ innymi przez Karola 6WU\MHĔVNLHJR� Wojciecha -DVWU]ĊERZVNLHJR� 
Jerzego 6RáWDQD� a SyĨQLHM przez :DQGĊ 7HODNRZVNą czy Antoniego Kenara, 
a ZLĊF przez tych artystów polskich, którzy nie widzieli VSU]HF]QRĞFL SRPLĊG]\ 
ludowym, prymitywnym, G]LHFLĊF\P a nowoczesnym. 3DPLĊWDMP\ jednak, Īe 
formuáXMąF zasady powrotu do prymitywu i sztuki ludowej Szuman V]HGá nie 
tylko tropem psychologów i etnologów, ale wprost w swej NVLąĪFH o kilimach 
RGZRá\ZDá VLĊ do Norwidowskiego Promethidiona, w którym poeta GRPDJDá 
VLĊ� aby bogactwo kultury ludowej ]QDOD]áR wyraz ogólnoludzki, poprzez stwo-
rzenie takiej formy, w której sztuka ludu stanie na Z\Ī\QLH ducha cywilizacji.  

Dodajmy, ĪH róZQLHĪ w zgodzie z modernistycznym paradygmatem, Szuman 
EUDá pod XZDJĊ praktyczny wymiar funkcjonowania artystycznej twóUF]RĞFL 
inspirowanej V]WXNą OXGRZą� Wspomniana MXĪ jego NVLąĪND o kilimach wpisuje 
VLĊ bowiem w G\VNXVMĊ WRF]RQą w dwudziestoleciu PLĊG]\ZRMHQQ\P w Polsce 
na temat kilimów jako ewentualnego znaku rozpoznawczego polskiej kultury na 
PLĊG]\QDURGRZHM arenie. Charakterystyczne jest WHĪ SRG]LĊNRZDQLH� jakie 
w swej NVLąĪFH XPLHĞFLá Szuman, skierowane do Jerzego :DUFKDáRZVNLHgo za 
pomoc w wydaniu NVLąĪNL oraz XPRĪOLZLHQLH studiów nad kilimami z jego 
kolekcji; X]XSHáQLRQH ]RVWDáR ono GHNODUDFMą� LĪ jego zdaniem sztuka tkania 
kilimów jest SU]\NáDGHP ÄQDMFKDUDNWHU\VW\F]QLHMV]HM i najdoskonalej UR]ZLQLĊWHM 
JDáĊzi sáRZLDĔVNLHM sztuki OXGRZHM´� 'RGDZDá WDNĪH� w duchu koncepcji sztuki 
narodowej :DUFKDáRZVNLHJR� LĪ Ä2GURG]HQLH naszego kilimkarstwa jest 
w znacznej mierze ]DOHĪQH od celowego i XPLHMĊWQHJR QDZLą]DQLD kontaktu 
z GREUą WUDG\FMą´ (Szuman, 1929a, strony nienumerowane)3.  

3RMDZLDMąF\ VLĊ w tym miejscu ZąWHN nowoczesnej sztuki narodowej w po-
ZLą]DQLX ze V]WXNą SU\PLW\ZQą i OXGRZą� domyka NRQFHSFMĊ szeroko rozumia-
nego prymitywizmu w P\ĞOL Szumana, ale zarazem otwiera Mą na kolejne 
]ZLą]NL ± z IRUPXáRZDQ\PL od SRF]ąWNX XX wieku SRP\VáDPL reformy 
U]HPLRVáD polskiego, PDMąFHM SURZDG]Lü do wypracowania swoistego narodo-
wego stylu, którego potrzeba E\áD postrzegana w perspektywie ]DNáDGDQHM 
PLĊG]\QDURGRZHM konkurencji narodowych kultur. Zagadnienie to wymaga 
MHGQDNĪH MXĪ RGUĊEQHJR opracowania. 

3  W sprawie koncepcji sztuki narodowej i odnowy polskiego U]HPLRVáD IRUPXáRZDQHM przez 
:DUFKDáRZVNLHJR por. Juszkiewicz (2018a). 
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ON THE NOTION OF THE PRIMITIVE, FOLK ART AND CHILDREN¶S ART
IN THE WRITINGS OF STEFAN SZUMAN 

Abstract 
The article is devoted to the aesthetic concepts of the Polish philosopher and pedagogical theorist, 
Stefan Szuman (1898±1972). 6]XPDQ¶V interest in the work of children and folk art was in line 
with the shift towards the ³SULPLWLYH´ in European culture at the beginning of the 20th century, 
which resulted from the critical assessment of the processes of modernization and longings for 
regeneration, as well as from the anthropological research on the structure of primitive societies 
and their creativity. Like Franz Boas, who in his theory of primitive art rejected the evolutionist 
model and the identification of ³SULPLWLYH´ with a lower stage of development, Szuman 
emphasized the specificity of FKLOGUHQ¶V creativity and folk art. Referring to the neo-evolutionist 
ethnologist Max Richard Verworn (the concept of ³LGHRSODVWLF´� and to the psychological 
hypotheses od Jean Piaget, Szuman saw in the art of children a connection with the organic 
development of cognitive abilities and the need to externalize them. The concept of education 
through art proposed by Szuman, which assumed not so much a ready curriculum as supporting 
the development of students, has become a part of the trend of personalistic pedagogy, represented 
in Poland among others by Henryk Rowid, Janusz Korczak and Antoni Kenar. 
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primitive art, FKLOGUHQ¶V art, folk art, Stefan Szuman, personalistic pedagogy 
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Abstrakt 
Leon Chwistek E\á jednym z QDMZDĪQLHMV]\FK P\ĞOLFLHOL w Polsce okresu PLĊG]\ZRMHQQHJR� 
%ĊGąF filozofem, logikiem, DUW\VWą i teoretykiem sztuki, niejednokrotnie komentRZDá historyczne 
i ZVSyáF]HVQH sobie zjawiska Ī\FLD artystycznego, a WDNĪH IRUPXáRZDá wyraziste SRJOąG\ na temat 
krytyki sztuki. Celem niniejszego DUW\NXáX jest syntetyczne omówienie tych SRJOąGyZ i QDNUHĞOH-
nie kontekstu, w jakim VLĊ one NV]WDáWRZDá\� Tym samym w artykule autor RGZRáXMH VLĊ nie tylko 
do RVLąJQLĊü teoretyczno-artystycznych Chwistka, ale UyZQLHĪ do jego filozofii i GRNRQDĔ nauko-
wych. W tym celu autor prezentuje kluczowe zagadnienia krytyki sztuki Chwistka w XNáDG]LH 
problemowym, SU]HSURZDG]DMąF DQDOL]Ċ WUHĞFL wybranych wypowiedzi i QDNUHĞODMąF ich konteksty 
kulturowe. Omówione ]RVWDMą kolejno QDVWĊSXMąFH aspekty: miejsce krytyki artystycznej w ogólnie 
SRMĊW\P Ī\FLX kulturalnym Polski PLĊG]\ZRMHQQHM� GRĞZLDGF]HQLH jako podstawa VąGX krytycz-
nego, metodologia pracy krytyka sztuki, kryteria ZDUWRĞFLRZDQLD G]LHá sztuki i postaw twórczych.  

6áRZD�NOXF]RZH: 
Leon Chwistek, krytyka artystyczna, SRMĊFLH G]LHáD� V]WXNL�� NU\WHULD� ZDUWRĞFLRZDQLD�� SRVWDZD�
twórcza 
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i sztuce ± ĨUyGáDFK� XQLNDOQHJR� GOD� P\ĞOL� &KZLVWND� VSU]ĊĪHQLD�� ZLNáDMąFHJR� 
Z�VRELH�]DUyZQR� W\WXáRZ\� UR]XP�� MDN� L� LQVW\QNW� WZyUF]\�� F]\OL�GZLH�NDWHJRULH�
SR]QDZF]H�� NWyU\FK� Z\UD]� DUW\VWD� GDZDá� QLHMHGQRNURWQLH� Z� VZRLFK� WHNVWDFK�
NU\W\F]Q\FK��$E\�RSLVDü� WR� VSU]ĊĪHQLH��SRGGDP�DQDOL]LH� WUHĞFL�SRMDwiaMąFH� VLĊ� 
w wybranych wypowiedziach autora Szermierki��QDNUHĞODMąF�LFK�NRQWHNVW\�NXO-
WXURZH�� XMDZQLDMąFH� NOLPDW� LQWHOHNWXDOQ\� U]HF]\ZLVWRĞFL� KLVWRU\F]nej, w jakiej 
SU]\V]áR�Ī\ü�WHPX�IRUPLĞFLH��:�NROHMQ\FK�VHNFMDFK�DUW\NXáX�RPyZLRQH�]RVWDQą�
QDVWĊSXMąFH zagadnienia: kulturowy wymiar krytyki artystyczQHM�Z�PLĊG]\wo-
MHQQHM� 3ROVFH�� UROD� GRĞZLDGF]HQLD�Z� SURFHVLH� NV]WDáWRZDQLD� VąGX� NU\W\F]QHJR��
PHWRG\�SUDF\�NU\W\ND�V]WXNL�RUD]�NU\WHULD�ZDUWRĞFLRZDQLD�G]LHá�V]WXNL�L�SRVWDZ�
DUW\VW\F]Q\FK�� 2� LOH� IXQNFMą� RPyZienia pierwszego z tych aspektów jest za-
U\VRZDQLH�NRQWHNVWX�VSRáHF]QR-KLVWRU\F]QHJR�G]LDáDOQRĞFL�NU\tycznej Chwistka, 
R� W\OH� XNáDG� WUHĞFLRZ\� QDVWĊSQ\FK� VHNFML� SRGSRU]ąGNRZDQ\� ]RVWDá� DUW\NXODFML�
WH]\�]DVXJHURZDQHM� W\WXáHP�QLQLHMV]HJR�WHNVWX��NRQFHSFMD�NU\tyki sztuki Leona 
&KZLVWND�áąF]\�Z�VRELH�HOHPHQW\�]DUyZQR�UDFMRQDOQH��]Z\NOH�NRMDU]RQH�]�QDX-
Ną��� MDN� UyZQLHĪ�± SRVáXJXMąF� VLĊ�RNUHĞOHQLHP�VDPHJR�DUW\VW\� ± instynktowne, 
]ZLą]DQH�]�LQWXLFMą�WZyUF]ą�L�ZURG]RQą�F]áRZLHNRZL�SRWU]HEą�HNVSUHVML� 

KRYTYKA JAKO PRZEJAW PARTYCYPACJI W KULTURZE 

Ä=DELHUDü�VLĊ�Z�3ROVFH�GR�NU\W\NL�� WR�]DGDQLH�QLHZG]LĊF]QH��D�]DUD]HP�QLHEH]-
pieczne´� �&KZLVWHN�� ����F�� V�� ������ 7\PL� VáRZDPL� /HRQ� &KZLVWHN� UR]SRF]ąá�
VZyM�RGF]\W��Z\JáRV]RQ\�Z�SDĨG]LHUQLNX������ URNX�Z�.UDNRZLH��Zacytowana 
WH]D�QLH�RGQRVL�VLĊ�MHG\QLH�GR�NU\W\NL�DUW\VW\F]QHM��DOH�GR�V]HU]HM�SRMPRZDQHJR�
REV]DUX� UHIOHNVML�NXOWXURZHM��REHMPXMąFHJR� WDNĪH� ILOR]RILĊ� L� VSUDZ\�Ī\FLD� VSR-
áHF]QHJR��&KZLVWHN�RJyOQLNRZR�VWZLHUG]Lá��ĪH�ĞURGRZLVND�LQWHOHNWXDOQH�Z�PLĊ-
dzywojenneM� 3ROVFH� QLH� SRWUDILą� NU\W\NRZDü� VDP\FK� VLHELH�� D� Ä>R@EDZD� SU]HG�
NU\W\Ną�MHVW�MHGQ\P�]�QDáRJyZ�QLHZROL´������F��V��������ħUyGHá�WHJR�VWDQX�U]H-
F]\� GRV]XNLZDá� VLĊ� Z� NRQW\QXDFML� VFKHPDWyZ� P\ĞORZ\FK� XNV]WDáWRZDQ\FK� 
Z�F]DVDFK�]DERUyZ��D�SU]HGH�ZV]\VWNLP�Z�FHFKXMąF\FK�MH�QLHZLHU]H�ZH�ZáDVQH�
VLá\� WZyUF]H� L� REDZLH� SU]HG� QDU]XFHQLHP� G\NWDWX� LQQ\FK� NXOWXU� QDURGRZ\Fh 
(1961c, s. 153). W tak rozumianym polu NXOWXURZ\P� &KZLVWHN� SRVWXORZDá�
SRWU]HEĊ�JáRV]HQLD�SU]H]�LQWHOLJHQFMĊ�SROVNą�ÄP\ĞOL�Z\]ZRORQHM´��UHDOL]RZDQHM�
P�LQ�� Z� G]LDáDOQRĞFL� 7DGHXV]D� %R\D-ĩHOHĔVNLHJR�� Z\SRZLDGDMąFHJR� ZDONĊ�
ÄJáXSRFLH� XĞZLĊFRQHM� DXWRU\WHWHP�� QLHGRXF]RQHM� XF]RQRĞFL� L� SXVWFH� XVWURMRQHj  
Z�PDVNĊ� QLHRGJDGQLRQHM� JáĊEL´� �&KZLVWHN�� ����f, s. 191). W refleksji kultu-
URZHM�&KZLVWND�MHGQ\P�]�IXQGDPHQWyZ�P\ĞOL�Z\]ZRORQHM�MHVW�ZáDĞQLH�NU\W\ND��
W\OH�ĪH�VSUDZLHGOLZD��VIRUPXáRZDQD�MDVQR�L�V]F]HU]e (Chwistek, 1961c, s. 150). 
Postulat rzetelnej i konVWUXNW\ZQHM� NU\W\NL�� UHDOL]XMąFHM� ]DU\VRZDQ\�Z�Zagad-
nieniach kultury duchowej w Polsce SURMHNW� RĪ\ZLHQLD� URG]LPHJR� NOLPDWX�
LQWHOHNWXDOQHJR��&KZLVWHN�VWDUDá�VLĊ�UHDOL]RZDü�Z�VZRLFK�WHNVWDFK�SRĞZLĊFRQ\FK�
V]WXFH�RG�SLHUZV]\FK�ODW�G]LDáDOQRĞFL�QDXNRZHM�L�DUW\stycznej. 
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&KZLVWHN� XSUDZLDá� NU\W\NĊ� DUW\VW\F]Qą� JáyZQLH� ]� SR]\FML� WHRUHW\ND� V]WXNL��
-HĪHOL�Z\SRZLDGDá�VLĊ�QD�áDPDFK�SUDV\��Z�DUW\NXáDFK�SUREOHPRZ\FK�OXE�Z�SX-
EOLNDFMDFK�NVLąĪNRZ\FK�QD� WHPDW\�]ZLą]DQH�]H� V]WXNą�GDZQą� OXE�QRZRF]HVQą��
WR�F]\QLá�WR�QDMF]ĊĞFLHM ]�LQWHQFMą�SROHPLF]Qą��3U]\ZRá\ZDQH�SU]H]�QLHJR�G]LHáD�
�JáyZQLH�PDODUVNLH��L�Z\GDU]HQLD�KLVWRU\F]QH�]DZV]H�]\VNLZDá\�Z�MHJR�UHIOHNVML�
DUW\VW\F]QHM� DNWXDOL]XMąFą� IRUPĊ� G\VNXUV\ZQą�� 2VąG]DMąF� PLQLRQH� ]MDZLVND�
DUW\VW\F]QH�� &KZLVWHN� ZLHORNURWQLH� SUyERZDá� Z\SURZDG]Lü� ]� QLFK� QDXNĊ� GOD�
WHUDĨQLHMV]RĞFL� L� SU]\V]áRĞFL�� 3LV]ąF� R� SU]HV]áRĞFL�� QLJG\� QLH� SU]\MPRZDá� UROL�
GRNXPHQWXMąFHJR�PLQLRQH�F]DV\�KLVWRU\ND��GąĪąFHJR�GR�QHXWUDOQRĞFL�Z�RFHQLH�
SUH]HQWRZDQHJR� PDWHULDáX� EDGDZF]HJR�� 'RFHQLDá� WH� P\ĞOL� L� REUD]\�� NWyUH�
korespRQGRZDá\�]� MHJR�ZL]Mą� V]WXNL��GRVDGQLH�NU\W\NXMąF� WUDG\FMH�GDOHNLH� MHJR�
ZUDĪOLZRĞFL� 

3RJOąG\�&KZLVWND�QD�V]WXNĊ�HZROXRZDá\�Z�FLąJX�WU]\G]LHVWROHFLD�MHJR�G]LD-
áDOQRĞFL�NRPHQWDWRUVNLHM��5R]ZLMDá\� VLĊ�RQH� UyZQROHJOH�]�SURZDG]RQ\PL�SU]H]�
niego badaniami naukowymi ± najpierw tymi z zakresu psychologii ekspery-
mentalnej, potem logiki i matematyki, a nawet fizyki ± MDN�UyZQLHĪ�]�LQWHQV\ZQą�
UHIOHNVMą�ILOR]RILF]Qą��NWyUD�]DRZRFRZDáD�VIRUPXáRZDQLHP�SHáQHM�WHRULL�ZLHORĞFL�
U]HF]\ZLVWRĞFL�GR�SRáRZ\�ODW�GZXG]LHVW\FK�;;�Zieku1 i wieloZąWNRZą�SUH]HQ-
WDFMą� ]HVSRáX� NRQFHSFML� ILOR]RILF]Q\FK�� ]ELRUF]R� XMPRZDQ\FK� SU]H]� &KZLVWND�
WHUPLQHP�ÄUDFMRQDOL]PX�NU\W\F]QHJR´��NWyUHJR�V]F]HJyáRZH�REMDĞQLHQLH�]QDOHĨü�
PRĪQD�Z�Granicach nauki, wydanych w 1935 roku. Wspomnienie o dorobku 
naukowym i filozoficznym Chwistka w NRQWHNĞFLH�MHJR�SRJOąGyZ�QD�V]WXNĊ�MHVW�
R� W\OH� LVWRWQH�� ĪH�PRĪQD�Z� QLFK� GRVWU]HF� SHZQH� SDUDOHOH� GR�PHWRG�� ]DJDGQLHĔ� 
L� WZLHUG]HĔ� VW\PXOXMąF\FK� PLĊG]\ZRMHQQH� G\VNXVMH� QDXNRZR-filozoficzne,  
Z�NWyU\FK�&KZLVWHN�DNW\ZQLH�XF]HVWQLF]\á��]DUyZQR�Z�NUDMX��MDN�L�]D�JUDQLFą� 

'2ĝ:,$'&=(1,(�ħ5Ï'à(0�5(&(3&-,�6=78., 

-HGQą�]�SUHG\VSR]\FML� LQWHOHNWXDOQ\FK�&KZLVWND�E\áR�SROHJDQLH�QD�GDQ\FK�Sá\-
QąF\FK�]�GRĞZLDGF]HQLD��=DSHZQH�WĊ�VNáRQQRĞü�XNV]WDáWRZDá\�QDXNL�Z\QLHVLRQH�
]�3UDFRZQL�3V\FKRORJLL�'RĞZLDGF]DOQHM��SURZDG]RQHM�SU]H]�:áDG\VáDZD�+HLQ-
riFKD�RG������URNX�Z�.DWHGU]H�)L]\NL�'RĞZLDGF]DOQHM�8QLZHUV\WHWX�-DJLHOORĔ-
VNLHJR�� &KZLVWHN� Z� ����� URNX� SURZDG]Lá� Z� QLHM� EDGDQLD� QDG� RVF\ODFMDPL� 
Z�SRVWU]HJDQLX�NV]WDáWyZ��F]HJR�XNRURQRZDQLHP�E\á�RSXEOLNRZDQ\�URN�SyĨQLHM�
DUW\NXá� �&KZLstek, 1909, s. 394±������ Ä3UDFD�GRĞZLDGF]DOQD�SU]HGVWDZLDáD�GOD�
PQLH� ]DZV]H� QLHVá\FKDQH� WUXGQRĞFL� >«@�� )L]\NDOQD� NRQFHSFMD� ZV]HFKĞZLDWD�
QDSRW\NDáD�]DZV]H�VWDQRZF]\�RSyU�PRMHJR�XP\VáX��D�QDXND�IL]\NL�VSUDZLDáD�PL�

1 7HRULD�ZLHORĞFL�U]HF]\ZLVWRĞFL�GRF]HNDáD�VLĊ�OLF]Q\FK�RSUDFRZDĔ�QDXNRZ\FK, zob. np.: Chrobak, 
������6]F]HSDĔVND-3DELV]F]DN��������%HGQDU]��������%RĪHN��������0XG\Ĕ��������3DVHQNLHZLF]��
1962; Surma, 2013; Femiak, 2005; .RVW\UNR��������.RVW\UNR��������6áRPVNL������� 
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NRORVDOQą� WUXGQRĞü´� �����F�� V�����±202) ± piVDá�&KZLVWHN�SR� ODWDFK��0LPR�ĪH�
ZVSyáSUDFD�]�SUDFRZQLą�+HLQULFKD�V]\ENR�VLĊ�VNRĔF]\áD��QLHZąWSOLZLH�]DZDĪ\áD�
QD�SRVWDZLH�SR]QDZF]HM�SU]\V]áHJR� WHRUHW\ND� IRUPL]PX��2G�NRĔFD� ODW�G]LHVLą-
W\FK� DĪ� GR� RVWDWQLFK� VZRLFK� SLVP� &KZLVWHN� RSRZLDGDá� VLĊ� ]D� XVWDQRZLHQLHP 
GRĞZLDGF]HQLD�SRGVWDZRZ\P�PLHUQLNLHP�ZDUWRĞFL�SR]QDZF]HM� 

ĝZLDWRSRJOąGRZD�RULHQWDFMD�HPSLU\F]QD�± Z\áRĪRQD�SU]H]�&KZLVWND�Z�Sen-
VLH� L� U]HF]\ZLVWRĞFL�� UR]SUDZLH� XNRĔF]RQHM� Z� ����� URNX� ± ]QDOD]áD� VZyM�
RGGĨZLĊN� Z� GRZDUWRĞFLRZDQLX� VąGyZ� R� V]WXFH� RSDUW\FK� QD� Grobiazgowej 
REVHUZDFML� MHGQRVWNRZHJR�G]LHáD� V]WXNL�� Ä'\VNXVMD� U]HF]RZD�PRĪH�RSLHUDü� VLĊ�
MHG\QLH� QD� G]LHáDFK� V]WXNL� MXĪ� LVWQLHMąF\FK´� �&KZLVWHN�� ����m, s. 62), wobec 
F]HJR� UR]PRZD� R� V]WXFH� SRMĊWHM� RJyOQLH� MDNR� SHZLHQ� URG]DM� DNW\ZQRĞFL� F]áR-
ZLHND� QLH�PD�ZLĊNV]HJR� VHQVX�� JG\Ī� WDND� UR]PRZD� REUDFD� VLĊ� Z� VIHU]H� VIRU-
PXáRZDĔ� PHWDIL]\F]Q\FK2, których Chwistek jako konsekwentny nominalista 
RWZDUFLH�VLĊ�Z\VWU]HJDá��Ä'RĞZLDGF]HQLH�MHVW�SU]HĪ\FLHP�L�MDNR�WDNLH�QDOHĪ\�GR�
ĞZLDWD� GXFKRZHJR´� �&KZLVWHN�� ����H�� V�� ������ GODWHJR� WHĪ� Ä>Z@� ĞFLVá\P� WHJR�
VáRZD� ]QDF]HQLX� PRĪHP\� PyZLü� W\ONR� R� GRĞZLDGF]HQLDFK� ZáDVQ\FK´� �&KZL-
VWHN������H�� V��������$E\�]DLQLFMRZDü� WDN�]GHILQLRZDQH�GRĞZLDGF]HQLH��QDOHĪ\�
]HWNQąü� VLĊ� ]� G]LHáHP� V]WXNL� L� RGGDü� VLĊ� SREXG]DQHM� MHJR� ZDUVWZą� ZL]XDOQą�
przyjemnoĞFL�� =DOHWą� WHJR� W\SX� SU]HĪ\ü� MHVW� SRZWDU]DOQRĞü� L� VSUDZG]DOQRĞü�
�&KZLVWHN������H�� V������������� D� WDNĪH� ± FR� LVWRWQH�Z� NRQWHNĞFLH�G]LDáDOQRĞFL�
krytyczno-artystycznej ± VáRZQD�DUW\NXODFMD��ERZLHP�ÄQLH�PD�GRĞZLDGF]HĔ��QLH- 
GDMąF\FK� VLĊ� Z\UD]Lü� VáRZDPL´� �&KZistek, 2004e, s. 362). W zamierzeniu 
&KZLVWND�HPSLULD�PLDáD�]EOLĪDü�UR]ZDĪDQLD�R�V]WXFH�GR�Z\SRZLHG]L�QDXNRZ\FK�
�����F�� V��������'RRNUHĞODMąF�SU]HGPLRW�SR]QDQLD� L�SUHG\VSR]\FMH�SHUFHSF\MQH�
SRGPLRWX�SR]QDMąFHJR��GRĞZLDGF]HQLH�PLDáR�E\ü�ĨUyGáHP�VąGyZ�HOHPHQWarnych, 
]� NWyU\FK� ]QDZFD� V]WXNL�PyJáE\� EXGRZDü� VZyM� LQG\ZLGXDOQ\� V\VWHP� RGELRUX�
G]LHá��Z]RUXMąF�VLĊ�W\P�VDP\P�QD�QDXNRZ\P�Z]RUFX�ORJLNL��EĊGąF\P�Z�RF]DFK�
&KZLVWND�SURELHU]HP�QLHPDO�GRVNRQDá\P�GOD�ZV]HONLHM�DNW\ZQRĞFL� LQWHOHNWXDO-
nej (2004e, s. 327, 356), z\VNXMąFHM�Z�WHQ�VSRVyE�Z\ĪV]\�VWRSLHĔ�RELHNW\ZL]DFML�
(2004e, s. 348 i n.). 

Artystyczno-NU\W\F]QD�ZUDĪOLZRĞü�&KZLVWND�NV]WDáWRZDáD�VLĊ�ZUD]�]�SRJáĊ-
ELRQą� ĞZLDGRPRĞFLą� GRQLRVáRĞFL� EH]SRĞUHGQLHJR� NRQWDNWX� ]� G]LHáHP� V]WXNL� 
L� SU]HĪ\ü� ]DLQLFMRZDQ\FK� W\P� VSRWNDQLHP�� 5R]ZyM� SRJOąGyZ� DUW\VW\F]Q\FK�
&KZLVWND� ]QDF]RQ\� MHVW� VSRWNDQLDPL� ]� SRV]F]HJyOQ\PL� REUD]DPL�� NWyUH� VZRMą�
IRUPą� ]MDZLVNRZą� SR]RVWDZLá\� Z� SRV]XNXMąF\P� DGHSFLH� V]WXNL� QLH]DWDUWH�
wspomnienie.  

 
2 &KZLVWHN�UR]UyĪQLDá�GZD�SRMĊFLD�PHWDIL]\NL��3LHUZV]H��RJyOQLHMV]H��REHMPRZDáR�ZV]HONLH�]DJDG-
QLHQLD�]ZLą]DQH�]�SRMĊFLHP�U]HF]\ZLVWRĞFL��QDWRPLDVW�GUXJLH��V]F]HJyáRZH��RGQRVLáR�VLĊ�GR�ZLDU\�
w rzeczywiste istnLHQLH� E\WyZ� NU\MąF\FK� VLĊ� ]D� RNUHĞOHQLDPL� DEVWUDNF\MQ\PL�� WDNLPL� MDN� OLF]ED��
GREUR�F]\�LGHDOQH�G]LHáR�V]WXNL��3RU��Chwistek, 1961a, V�������0HWDIL]\NĊ�RJyOQą�&KZLVWHN�GRFH-
QLDá� L� VDP� XSUDZLDá�� SRGF]DV� JG\�PHWDIL]\NĊ� LGHDOLVW\F]Qą� RGU]XFDá� MDNR� JURĨQą� GOD� Zolnomy-
ĞOLFLHOVWZD�L�]�WHJR�SRZRGX�F]ĊVWR�Z�VZRLFK�Z\SRZLHG]LDFK�SRGHMPRZDá�VLĊ�MHM�NU\W\NL� 
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1DMZF]HĞQLHM� XSRGREDQLD� DUW\VW\F]QH� &KZLVWND� XIRUPRZDá\� VLĊ� SRG�
ZSá\ZHP� JXVWX� HVWHW\F]QHJR� MHJR� PDWNL� �&KZLVWHN�� ����F�� V�� ������ (PLOLD� 
]�0DMHZVNLFK�&KZLVWNRZD�E\áD�XF]HQQLFą�-DQD�0DWHMNL��(VWUHLFKHU��������V� 5). 
0DORZDáD�NRPSR]\FMH�XWU]\PDQH�Z�NRQZHQFML� UHDOLVW\F]QHM��=D� VSUDZą�PDWNL�
PáRG\� &KZLVWHN� Z]UDVWDá� ZLĊF� Z� GRPX� URG]LQQ\P� SU]HVLąNQLĊW\P� DWPRVIHUą�
SLHW\]PX�ZREHF�PDODUVWZD�KLVWRU\F]QHJR��F]HJR�GRZRG]ą�SLHUZV]H�]DFKRZDQH�
U\VXQNL� SRF]ąWNXMąFHJR� PDODU]D� �(Vtreicher, 1971, s. 10, 12, 18, 21). Przez 
NUyWNL� F]DV� Z� ����� URNX� &KZLVWHN� E\á� XF]QLHP� $NDGHPLL� 6]WXN� 3LĊNQ\FK� 
Z� .UDNRZLH�� JG]LH� ]DSR]QDá� VLĊ� ]� WHQGHQFMDPL� LPSUHVMRQLVW\F]Q\PL�� NWyUH�
MHGQDN�QLH�Z\ZDUá\�QD�QLP�ZUDĪHQLD��3LHUZV]\�ÄZVWU]ąV�DUW\VW\F]Q\´�GRNRQDá�
VLĊ�Z�ĞZLDGRPRĞFL�PDODUVNLHM�&KZLVWND�]D�VSUDZą�SRGUyĪ\�GR�:HQHFML�L�:LHG-
QLD�Z������URNX��JG]LH�XOHJá�]DXURF]HQLX�SáyWQDPL�7\FMDQD�L�7LQWRUHWWD��(VWUHL-
FKHU��������V������&KZLVWHN������E��V��������3UDFH�ZHQHFNLFK�PLVWU]yZ�]DZDĪ\á\�
QD�SyĨQLHMV]\FK�SRJOąGDFK� WHRUHW\ND� V]WXNL�� DNFHQWXMąFHJR�RJURPQH�]QDF]HQLH�
NRORUX� Z� NRPSR]\FML� PDODUVNLHM�� .ROHMQ\� SU]HáRP�� W\P� UD]HP� SRV]HU]DMąF\�
KRU\]RQW\�&KZLVWND�Z�REV]DU]H� V]WXNL�QRZRF]HVQHM��GRNRQDá� VLĊ�Z������ URNX�
QD�6DORQLH� -HVLHQQ\P��:\QLHVLRQD�]�3DU\ĪD� OHNFMD�HNVSUHsjonizmu, futuryzmu  
L� NXEL]PX� RVWDWHF]QLH� QDNUHĞOLáD� NLHUXQHN� UR]ZRMX� PDODUVWZD� SyĨQLHMV]HJR�
IRUPLVW\��:�W\P�F]DVLH�SRZVWDZDá\�REUD]\�XWU]\PDQH�Z�VW\OLVW\FH�IXWXU\stycz-
QHM��6WXGLRZDá�SRWHP�&KZLVWHN�SUDFH�PLVWU]D�]�$L[��E\�SR�ODWDFK�WDN�VNRPHQWR-
ZDü�VZH�Z\VLáNL��Ä&p]DQQH¶D�QLH�PRJáHP�RGF]Xü�GR�JáĊEL��1LH�ZLHG]LDáHP, o co 
FKRG]L�� 2VWDWHF]QLH� ]QLHFKĊFLáHP� VLĊ� L� ]JRU]NQLDáHP´ (2004b, s. 240). W ko-
OHMQ\FK� ODWDFK� SR� SRZURFLH� ]H� VáXĪE\�Z�/HJLRQDFK� GR�.UDNRZD�Z������ URNX�
&KZLVWHN�ZáąF]\á� VLĊ�Z�QXUW�SRV]XNLZDĔ� IRUPLVW\F]Q\FK�� VWDMąF� VLĊ�F]RáRZ\P�
WHRUHW\NLHP� JUXS\�� )DVF\QRZDá� VLĊ� SUDFDPL� 7\WXVD� &]\ĪHZVNLHJR�� EUDFL�
3URQDV]NyZ��-DQD�+U\QNRZVNLHJR��:UyFLá�PX�]DSDá�GR�ZáDVQ\FK�QRZDWRUVNLFK�
SRV]XNLZDĔ��3R�UR]SDG]LH�)RUPLVWyZ�Z������URNX�FRUD]�LQWHQV\ZQLHM�SU]\PLH-
U]Dá VLĊ�GR�SHáQLHMV]HJR�Z\SUDFRZDQLD�NRQFHSFML�VWUHIL]PX�Z�PDODUVWZLH��F]HJR�
HIHNWHP�E\áD�Z\VWDZD�Z�NUDNRZVNLP�7RZDU]\VWZLH�3U]\MDFLyá�6]WXN�3LĊNQ\FK�
]������URNX��&KZLVWHN������E��V��������2VWDWQL�ZLHONL�SU]HáRP�Z�ĞZLDGRPRĞFL�
SODVW\F]QHM�&KZLVWND�GRNRQDá�VLĊ�w 1930 roku (Chwistek, 2004b, s. 245), kiedy 
REHMU]DQH� ZH� /ZRZLH� LNRQ\� Z\W\F]\á\� GURJĊ� SyĨQLHMV]HPX� ]DLQWHUHVRZDQLX�
dawnym malarstwem, nazywanym przez niego prymitywnym. W fascynacji tym 
PDODUVWZHP� L� UR]ZLMDMąF\P� MHJR� IRUPXáĊ� ZVSyáF]HVQ\P� UHDOL]DFMRP� WUZDá 
DUW\VWD�GR�RVWDWQLFK�ODW�Ī\FLD� 

=DU\VRZDQD� SRZ\ĪHM� Z� WHOHJUDILF]Q\P� VNUyFLH� HZROXFMD� WZyUF]D� DUW\VW\� 
L� WHRUHW\ND� V]WXNL� XZ\GDWQLD� SXQNW\� ZĊ]áRZH� LVWRWQH� GOD� RSLVX� G]LDáDOQRĞFL�
krytyczno-DUW\VW\F]QHM� &KZLVWND�� &KFąF� SRNXVLü� VLĊ� R� Z\RGUĊEQLHQLH� NOXF]R-
wych ]DJDGQLHĔ�� ]� SXQNWX�ZLG]HQLD� NWyU\FK�&KZLVWHN� SRVWU]HJDá� RUD]� RFHQLDá�
G]LHáD� VZRMH� L� WZyUFyZ� VRELH� ZVSyáF]HVQ\FK��PRĪQD� E\�ZVND]Dü� FR� QDMPQLHM�
WU]\�� ]DJDGQLHQLH� DNWXDOQRĞFL� V]WXNL� SU]HV]á\FK� GHNDG� L� VWXOHFL�� VSyU� R� NV]WDáW�
sztuki nowoczesnej oraz aspekt indywidualnego imperatywu twórczego. Pierw-
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V]H� ]DJDGQLHQLH� GRW\F]\� G\VNXVML� QDG� SRĪąGDQ\PL� ĨUyGáDPL� L� Z]RUFDPL� GOD�
V]WXNL� SRZVWDMąFHM� DNWXDOQLH�� W]Q�� VHOHNFML� L� RFHQ\� GRW\FKF]DVRZ\FK� RVLąJQLĊü�
DUW\VW\F]Q\FK�� 6SyU� R� IRUPXáĊ� V]WXNL� QRZRF]HVQHM� VNXSLD� Z� VRELH� Z\PLDQĊ�
SRVWXODWyZ�PDMąF\FK�Z\W\F]Dü�RGPLHQQH�NLHUXQNL�UR]ZRMX�WZyUF]RĞFL�Z�NROHM-
Q\FK� ODWDFK� L� GHNDGDFK��2VWDWQL� ]�Z\PLHQLRQ\FK� DVSHNWyZ� áąF]\� ]H� VREą� GZD�
SRSU]HGQLH�� XZ\SXNOD� ERZLHP� JáyZQH� ]DVDG\� WZyUF]H�� EĊGąFH� RGSRZLHG]Lą� 
QD� SU]\MĊWą� SU]H]� GDQHJR� DUW\VWĊ� LQG\ZLGXDOQą�ZL]MĊ� SU]HV]áRĞFL� L� SU]\V]áRĞFL�
V]WXNL�� :� Z\]QDF]RQ\P� SU]H]� WĊ� VLDWNĊ� SUREOHPRZą� REV]DU]H� &KZLVWHN�
DUW\NXáRZDá�VZRMH�VąG\�NU\W\F]QH�QD�WHPDW�V]WXNL� 

SPECYFIKA PRACY KRYTYCZNO-ARTYSTYCZNEJ 

:� XMĊFLX� &KZLVWND� NU\W\ND� DUW\VW\F]QD� pomaga szerszemu gronu odbiorców 
]UR]XPLHü�QRZDWRUVWZR�SRV]F]HJyOQ\FK�UHDOL]DFML�L�SRQDGF]DVRZą�ZDUWRĞü�V]WX-
NL�GDZQHM�� Ä$UW\ĞFL� >«@�RJOąGDQL�EH]�NRPHQWDU]D�RGS\FKDMą�SU]\SDGNRZRĞFLą�
VZRLFK�IRUP´��&KZLVWHN������H��V��������VWąG�SRWU]HED�U]HWHOQLH�SURwadzonego 
G\VNXUVX� DUW\VW\F]QHJR� MHVW� QDJOąFD� Z� REOLF]X� G\QDPLF]QLH� UR]ZLMDMąFHM� VLĊ� 
w Polsce praktyki twórczej. Rozumienie sztuki poszerza bowiem horyzonty 
poznawcze, dlatego zaznajomienie z pracami artystów i ich intencjami powinno 
E\ü�VSRáHF]QLH�MDN�QDMV]ersze (Chwistek, 1961a, s. 138). 

&KZLVWHN�RGU]XFDá�W]Z��ÄDU\VWRNUDW\F]Qą�NRQFHSFMĊ�V]WXNL´������d, s. 166), 
]JRGQLH�]�NWyUą�V]WXND�MHVW�SU]H]QDF]RQD�MHG\QLH�GOD�ZąVNLHJR�JURQD�RGELRUFyZ�
]D]QDMRPLRQ\FK� ]� KHUPHW\F]QLH� F\UNXOXMąF\PL� Z� ĞURGRZLVNX� DUW\VW\F]Q\P�
SRJOąGDPL�QD�WZyUF]RĞü��3U]\ZRá\ZDá�Z�W\P�NRQWHNĞFLH�0LFNLHZLF]RZVNL�LGHDá�
V]WXNL�WUDILDMąFHM�SRG�VWU]HFK\������c, s. 220) ± QLH�W\ONR�V]HURNR�GRVWĊSQHM��OHF]�
WDNĪH� SRZV]HFKQLH� ]UR]XPLDáHM�� Ä>:@\Ī\Q\� NXOWXU\� GXFKRZHM� GRVWĊSQH� Vą� QLH�
W\ONR� PQLFKRP� GRPLQLNDĔVNLP� F]\� IUDQFLV]NDĔVNLP�� DOH� QDZHW� URERWQLNRP� 
L�XU]ĊGQLNRP�IDEU\F]Q\P�� VSĊG]DMąF\P�ZLĊNV]ą�F]ĊĞü�Ī\FLD�Z�ZLU]H�ZLHONLFK�
PLDVW� Z� FLąJá\P� QLHSRNRMX� R� G]LHĔ� MXWU]HMV]\´� �&KZLVWHN�� ����F�� V�� ������
2]QDF]D� WR�� ĪH� V]F]HUH� SU]HĪ\ZDQLH� V]WXNL�� MDN� WZLHUG]Lá� &KZLstek, nie jest 
]DOHĪQH�RG�Z\NV]WDáFHQLD�F]\�VWRSQLD�]DWURVNDQLD�R�VSUDZ\�FRG]LHQQH��'ODWHJR�
WHĪ� R� V]WXFH� SRZLQLHQ� PyF� Z\SRZLHG]LHü� VLĊ� NDĪG\�� D� ]DU]XW� QLHIDFKRZRĞFL�
RFHQ�IRUPXáRZDQ\FK�SU]H]�ODLNyZ�MHVW�QLHWUDILRQ\��&KZLVWHN��������V������JG\Ī�
RFHQD� G]LHáD� V]WXNL� SRZLQQD� Z\Sá\ZDü� ]� MHJR� SUDZG]LZHJR� SU]HĪ\FLD�� D� WR�� 
]H�Z]JOĊGX� QD� VZyM� NRPSRQHQW� HPSLU\F]Q\�� GRVWĊSQH� MHVW� NDĪGHPX�� 3UREOHP�
poVáDQQLFWZD�V]WXNL�VWDQRZLá� MHGQą�]�]DVDGQLF]\FK�RVL�VSRUX�WRF]RQHJR�PLĊG]\�
&KZLVWNLHP� D� :áDG\VáDZHP� 6WU]HPLĔVNLP� Z� SRáRZie lat trzydziestych 
�&KZLVWHN�� ����D�� V�� ���� L� Q��� 3RG� ZSá\ZHP� WHM� SROHPLNL� &KZLVWHN� FRUD]�
F]ĊĞFLHM�XWU]\P\ZDá��ĪH�V]WXND�PXVL�E\ü�ÄUHDNFMą�QD�WURVNL�Ī\FLD�FRG]LHQQHJR´�
�����E��V��������GRVWDUF]Dü�UR]U\ZNL�L�Z\SRF]\QNX������D��V��������7DN�V]HURNR�
zakrojoQH� SROH� HPLVML� L� RGELRUX� LQIRUPDFML� NU\W\F]QHM� R� V]WXFH� VWDQRZLáR� GOD�
PRGHORZHJR�NU\W\ND�SRZDĪQH�Z\]ZDQLH�� 
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1D�NU\W\NX�MDNR�]QDZF\�V]WXNL��]JRGQLH�]�UR]XPRZDQLHP�&KZLVWND��FLąĪ\áD�
ERZLHP�QLHPDáD�RGSRZLHG]LDOQRĞü�]D�Z\SRZLDGDQH�VáRZD��Ä&]áRZLHN�QLH�]DM-
PXMąF\� VLĊ� V]WXNą� QLH�PRĪH� GRĞü� MDVQR� DQDOL]RZDü� VZRLFK� SU]HĪ\ü� DUW\VW\F]-
Q\FK��D�SU]HGH�ZV]\VWNLP�QLH�ZLH��ĪH�SU]HĪ\FLD�WH�]DOHĪQH�Vą�QLHUD]�Z�Z\VRNLP�
VWRSQLX� RG� DSDUDWX� SRMĊFLRZHJR�� MDNLP� VLĊ� RSHUXMH�� >«@� 7UXGQR�Z\PDJDü� RG�
SXEOLF]QRĞFL��ĪHE\�HQWX]MD]PRZDáD�VLĊ�V]WXNą��NWyUą�RILFMDOQL�]QDZF\�RNU]\F]HOL�
MDNR�EH]ZDUWRĞFLRZ\�QRQVHQV´��&KZLVWHN������F��V��������.U\W\N�ZLĊF�QLH�W\ONR�
NV]WDáWXMH� RSLQLĊ� RGELRUFyZ� V]WXNL�� DOH� WDNĪH� ELHU]H� QD� VZRMH� EDUNL� ZVSyáRG-
SRZLHG]LDOQRĞü� ]D� QLHWUDILRQ\� OXE� PRW\ZRZDQ\� RVRELVW\PL� DQLPR]MDPL� RVąG��
&]ĊVWR� SRGNUHĞODQ\� SU]H]�&KZLVWND� DVSHNW� RGSRZLHG]LDOQRĞFL� NU\W\NL�� ]ZáDV]-
F]D�WHM�QHJDW\ZQHM��PD�VZRMH�ĨUyGáR�Z�QLHSU]\FK\OQ\FK�RNROLF]QRĞFLDFK�UHFHS-
FML� IRUPL]PX��&KZLVWHN�ZLHORNURWQLH�NRPHQWRZDá� WHQ�ZąWHN (1960n, s. 89±93; 
1960a, s. 99; 1960b, s. 104; 1960l, s. 107; 1960l, s. 124; 1960j, s. 151±152, 
1960e, s. 159; 1961c, s. 181, 231). 7ZLHUG]Lá�� ĪH� NU\W\ND�� NLHUXMąF� VLĊ� QLHF]\-
VW\PL� LQWHQFMDPL�� VLáą� VZRMHJR� DXWRU\WHWX� SU]\F]\QLáD� VLĊ� GR� UR]SDGX� JUXS\�
)RUPLVWyZ��6WąG�SRVWXORZDQD�SU]H]�&KZLVWND�XF]FLZRĞü� MDNR� IXQGDPHQW�G]LD-
áDOQRĞFL� NU\W\F]QHM�� 8F]FLZRĞü� NU\W\ND�ZREHF� RGELRUFyZ�� DOH� UyZQLHĪ wobec 
VDPHJR� VLHELH��:HGáXJ� &KZLVWND� QLHV]F]HURĞü� F]ĊVWR� LG]LH� Z� SDU]H� ]� RJUDQL-
F]RQą� ]QDMRPRĞFLą� KLVWRULL� V]WXNL� �����F�� V�� ������ GODWHJR� SRNRUD� Z� RFHQie 
WZyUF]RĞFL� PXVL� E\ü� X� NU\W\ND� XNV]WDáWRZDQD� SRG� ZSá\ZHP� ZUDĪOLZRĞFL� QD�
UyĪQRURGQH� SU]HMDZ\� V]WXNL�� /HSLHM� ZLĊF� ]DFKRZDü� G\VWDQV� ZREHF� G]LHáD��
LGHDOLVW\F]QLH� UDG]Lá� &KZLVWHN�� QLĪ� GRSXĞFLü� VLĊ� QLHXDUJXPHQWRZDQHM� SRJDUG\�
GOD�QLH]UR]XPLDá\FK�WHQGHQFML�DUW\stycznych (1961c, s. 168). 

3\WDQLH�R�RFHQĊ�G]LHáD� V]WXNL� VSURZDG]D� VLĊ�Z�XMĊFLX�&KZLVWND�GR�S\WDQLD� 
R�WR��MDNLFK�SU]HĪ\ü�G]LHáR�GRVWDUF]D�RGELRUF\�Z�DNFLH�RJOąGX��,P�SU]HĪ\FLD�WH�Vą�
LQWHQV\ZQLHMV]H�� SREXG]DMą� Z� ZLG]X� FLHNDZRĞü� ĞZLDWD� OXE� Z]EXG]DMą� Z� QLP�
nLHVáDEQąF\� HQWX]MD]P� ZREHF� RJOąGDQHJR� SU]HGPLRWX�� W\P� RFHQD� G]LHáD� MHVW�
Z\ĪV]D�� :DUWRĞFLRZDQLH� PLDáR� ZLĊF� Z� SRJOąGDFK� &KZLVWND� ĞFLVá\� ]ZLą]HN� 
z czynnikiem psychologicznym (Chwistek, 1961c, s. 237±2�����$E\�GRRNUHĞOLü�
RVREOLZRĞü� SU]HĪ\FLD�� MDNLHJR� GRĞZLDGF]D�ZLG]�Z� NRQWDNFLH� ]� G]LHáHP� V]WXNL��
&KZLVWHN�ZSURZDG]Lá�NDWHJRULĊ�SU]HĪ\FLD�DUW\VW\F]QHJR� 

3U]HĪ\FLH� DUW\VW\F]QH� FHFKXMH� ]DFKZ\W� QDG� MHGQRVWNRZ\P�G]LHáHP� V]WXNL3. 
-HJR� GRĞZLDGF]HQLH� WUZDOH�ZSá\ZD� QD� RFHQĊ�ZF]HĞQLHM� L� SyĨQLHM� ]REDF]RQ\FK�
G]LHá�� 6WDQRZL� RQR� ZLĊF� MHGQR� ]� NOXF]RZ\FK� GRĞZLDGF]HĔ� UHFHSFML� V]WXNL� 
Z�RJyOH��&KZLVWHN� RGUyĪQLDá� SU]HĪ\FLH� DUW\VW\F]QH� RG�SU]HĪ\FLD� HVWHW\F]QHJR��

3 :DUWR�NUyWNR�ZVSRPQLHü��ĪH�SRMĊFLH�SU]HĪ\FLD�DUW\VW\F]QHJR�PRĪQD�SRZLą]Dü�]�LQQ\PL�Z\UyĪ-
nionymi przez Chwistka dyspozycjami percepcyjnymi. Gabriel Bednarz w swoim studium na 
WHPDW�WHRULL�V]WXNL�&KZLVWND�SURSRQXMH�UR]UyĪQLDü�NDWHJRULĊ�SU]HĪ\FLD�DUW\VW\F]QHJR�RG�]QDF]QLH�
RJyOQLHM� SRMĊWHJR� HQWX]MD]PX�� -DN� EDGDF]� SU]HNRQXMH�� HOHPHQWHP� QLHRGáąF]Q\P� HQWX]MDVW\F]QHM�
UHDNFML�ZLG]D�QD�G]LHáR�MHVW��]JRGQLH�]�Z\SRZLHG]Lą�&KZLVWND��GRVWU]HĪHQLH�Z�QLP�QRZRĞFL��6NRUR�
MHGQDN�QLH�ZV]\VWNR��FR�QRZH��Z\ZRáXMH�SU]HĪ\FLH�DUW\VW\F]QH��]DWHP�RZR�SU]HĪ\FLH�MHVW�MHG\QLH�
V]F]HJyOQą�SRVWDFLą�HQWX]MD]PX��3RU��%HGQDU]��������V������ 
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2GZRáXMąF� VLĊ� GR� Z\V]F]HJyOQLRQ\FK� SU]H]� 5RPDQD� ,QJDUGHQD� WU]HFK� ID]�
GRĞZLDGF]HQLD� HVWHW\F]QHJR�� &KZLVWHN�Z� VSRVyE� DQDORJLF]Q\� RSLVDá� WU]\� ID]\�
SU]HĪ\FLD�DUW\VW\F]QHJR������F��V��������3LHUZV]\�HWDS�SU]HĪ\FLD�DUW\VW\F]QHJR�
Z� ]DVDG]LH� QLH� UyĪQL� VLĊ� RG� SU]HĪ\FLD� HVWHW\F]QHJR�� 3ROHJD� RQ� QD� ZVWĊSQ\P�
SREXG]HQLX�� DIHNW\ZQ\P� GR]QDQLX� UDGRĞFL� L� ]DFLHNDZLHQLD� ]� IDNWX� ]MDZLVNR-
wego jawiHQLD� VLĊ� SU]HGPLRWX�� )D]Ċ� GUXJą� FHFKXMH� RGF]XFLH� ÄSRGREDQLD� VLĊ��
FLHV]HQLD� VLĊ� L� SLHV]F]HQLD� ©ZLGRNLHPª�� REHFQRĞFLą� GDQHM� MDNRĞFL´� �&KZLVWHN��
����F�� V�� ������ 1DMZ\UDĨQLHMV]D� UyĪQLFD� PLĊG]\� SU]HĪ\FLHP� DUW\VW\F]Q\P� 
D�SU]HĪ\FLHP�HVWHW\F]Q\P�Z\VWĊSXMH�Z�ID]LH trzeciej. O ile w drugim przypadku 
ZLG]�GąĪ\�GR�GRNáDGQHJR�RJOąGX�SU]HGPLRWX�Z�FHOX�RNUHĞOHQLD� MHJR� VáRZQHJR�
HNZLZDOHQWX�� R� W\OH� SU]HĪ\FLH� DUW\VW\F]QH� ÄSURZDG]L� GR� SU]HFLZVWDZLHQLD� VLĊ�
SU]HGPLRWRZL��GR�]OLNZLGRZDQLD�JR�L�GR�SU]HFLZVWDZLHQLD�PX�WZyUF]RĞFL�ZáD-
VQHM��DOER�WHĪ�ZL]ML��NWyUD�]DVWĊSXMH�MH�Z�]XSHáQRĞFL´��&KZLVWHN������F��V��������
3U]HĪ\FLH� DUW\VW\F]QH� MHVW� ZLĊF� R� ZLHOH� EDUG]LHM� G\QDPLF]QH�� LQVW\QNWRZQH� 
i sponWDQLF]QH��Z\]ZDOD�Z�ZLG]X�]DFKĊWĊ�GR�SRGMĊFLD�WZyUF]HM�DNW\ZQRĞFL��MHVW�
mniej UHIOHNV\MQH� L� XVSRNDMDMąFH� QLĪ� SU]HĪ\FLH� HVWHW\F]QH� �.RVW\UNR�� ������ 
s. XLVII).

:�SU]HĪ\FLX�DUW\VW\F]Q\P�WNZL�F]\QQLN�LUUDFMRQDOQ\��NWyU\�Z�VSRVyE�LVWRWQ\�
G\VWDQVXMH� G]LDáDOQRĞü� DUW\VW\F]Qą� RG� G]LDáDOQRĞFL� WHRUHW\F]QHM� F]\� QDXNRZHM��
ERZLHP� ÄV]WXND� MHVW� ]áRĞOLZ\P� QDUNRW\NLHP�� NWyU\� RGELHUD� QDP� ]E\W� F]ĊVWR�
]GROQRĞFL� NLHURZDQLD� VLĊ� NU\WHULDPL� ]GURZHJR� UR]VąGNX´� �&KZLVWHN�� ����E�� 
V��������&KZLVWHN�F]ĊVWR�SU]\ZRá\ZDá�PHWDIRUĊ�ÄQDUNRW\F]QRĞFL´�V]WXNL��FKFąF�
Z� WHQ� VSRVyE� SRGNUHĞOLü� LQWHOHNWXDOQH� REH]ZáDGQLHQLH� RGELRUF\�� NWyU\� F]ĊVWR� 
QLH� SRWUDIL� Z\MDĞQLü�� GODF]HJR� GDQH� G]LHáR� WDN� EDUG]R� SU]HPDZLD� GR� MHJR�
ZUDĪOLZRĞFL�� 

2VRED�]DZRGRZR�]DMPXMąFD� VLĊ� V]WXNą�� MDN�SRGNUHĞODá�&KZLVWHN��QLH�PRĪH�
MHGQDN� SRSU]HVWDZDü� QD� RGF]XZDQLX� VWDQyZ� ÄQDUNRW\F]Q\FK´�� MDNLH�Z\ZRáXMH� 
w QLP� G]LHáR�� 0XVL� RQD� Z]ERJDFLü� VZRMH� SU]HĪ\FLH� DUW\VW\F]QH� DQDOL]ą� NU\-
W\F]Qą�� NWyUD� WR� SU]HĪ\FLH� XWUZDOD� OXE� MH� UHZLGXMH� �&KZLVWHN�� ����F�� V�� ������
Tym saP\P�Z�SUDF\�NU\W\ND�SU]HĪ\FLH�DUW\VW\F]QH�± QDMZDĪQLHMV]\�NRPSRQHQW�
obcoZDQLD�]H�V]WXNą�± powinno b\ü�X]XSHáQLRQH�HOHPHQWDPL�SU]HĪ\FLD�HVWHW\F]-
QHJR��$E\�PyF�OHSLHM�]DSDQRZDü�QDG�QLHáDWZą�PDWHULą�ZL]XDOQRĞFL�G]LHá�V]WXNL��
&KZLVWHN�]DOHFD�SURZDG]HQLH�V\VWHPDW\F]QHJR�G]LHQQLND�GRĞZLDGF]HĔ�HVWHW\F]-
Q\FK�� Ä2F]\ZLĞFLH� QLH� FKRG]LáRE\� R� DQDOL]Ċ�ZV]\VWNLFK� SU]HĪ\ü�� MDNLH� VLĊ�PD� 
QD�Z\VWDZDFK��1D�RJyá�Vą�RQH�]E\W�QLNáH��ĪHE\�ZDUWR�E\áR�QLPL�VLĊ�]DMPRZDü��
$OH�E\áRE\�QLH]PLHUQLH�FHQQH�XPLHü�SRGDü�GRNáDGQLH�KLVWRULĊ�VZRMHJR�VWRVXQNX�
GR� U]HĨE\� JUHFNLHM�� GR� UHQHVDQVX�� ĞUHGQLRZLHF]D�� V]WXNL� ZVFKRGQLHM�� V]WXNL�
najnowszeM� LWG�´� �&KZLVWHN�� ����F�� V�� ������ 7DNL� G]LHQQLN� PLDáE\� VáXĪ\ü� QLH�
W\ONR� MHJR� DXWRURZL�� DOH� WDNĪH� SXEOLF]QRĞFL�� NWyUD� ]D]QDMRPLZV]\� VLĊ� ]� QLP��
PRJáDE\� RGQDOHĨü� Z� RVRELH� NU\W\ND� ÄEUDWQLą� GXV]Ċ� DUW\VW\F]Qą´�� &KZLVWHN�
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SRGNUHĞODá�� ĪH� ]ZLHU]DQLH� VLĊ� ]� SU]HĪ\ü� DUW\VW\F]Q\FK� QLH� SRZLQQR� E\ü�
RGELHUDQH� MDNR� REQDĪDQLH� ]� QDMVNU\WV]\FK� P\ĞOL�� D� NU\W\N� QLH� SRZLQLHQ� VLĊ�
ZVW\G]Lü�VDPHJR�DNWX�]ZLHU]HQLD������F��V��������6]F]HUH�Z\]QDQLH�PLDáR�E\ü�
bowiem w koncepcji Chwistka fundamentem krytyki autentycznej, a tylko taka 
miDáD�ZHGáXJ�QLHJR�VHQV� 

.DĪG\� ]QDZFD� V]WXNL�� RSLHUDMąF� VLĊ� QD� GDQ\FK� Sá\QąF\FK� ]� SU]HĪ\FLD�
DUW\VW\F]QHJR� L� MHJR� DQDOLW\F]QHJR� RSUDFRZDQLD�� SRZLQLHQ� MDVQR� VIRUPXáRZDü�
VZRMą� ZáDVQą� WHRULĊ� V]WXNL� ± swój system indywidualny, z punktu widzenia 
NWyUHJR� PyJáE\� NRPHQWRZDü� SU]HMDZ\� Ī\FLD� DUW\VW\F]QHJR�� 3RMĊFLH� V\VWHPX�
LQG\ZLGXDOQHJR� PD� Z� SRJOąGDFK� &KZLVWND� V]HUV]H� RGQLHVLHQLH� QLĪ� W\ONR� GR�
]DJDGQLHĔ�V]WXNL�L�]RVWDáR�VIRUPXáRZDQH�Z�RJyOQLHMV]\P�NRQWHNĞFLH�ILOR]RILF]-
nym (Jadacki, 1998, s. 221). Niemniej zyskuje ono w odniesieniu do krytyki 
DUW\VW\F]QHM� RSHUDW\ZQą� NRQNUHW\]DFMĊ�� &KZLVWHN� WZLHUG]Lá�� ĪH� NRQFHSFMD�
V\VWHPyZ�LQG\ZLGXDOQ\FK�VWU]HĪH�UR]SDWU\ZDQ\�REV]DU�QDP\VáX�RG�VWZLHUG]HĔ�
DEVROXW\]XMąF\FK�� Z\SRZLDGDQ\FK� Z� LPLĊ� GRJPDW\F]QLH� SRMĊWHM� SUDZG\� EH]-
Z]JOĊGnej (1961c�� V�� ������ 3UDZLGáRZR� VIRUPXáRZDQ\� V\VWHP� LQG\ZLGXDOQ\� 
± zgodnie z zamiarem Chwistka ± PD� FKDUDNWHU� DQDORJLF]Q\� �FKRü� QLH� LGHQ-
W\F]Q\��GR�WHJR��MDN�UR]XPLH�VLĊ�SRMĊFLH�V\VWHPX�Z�ORJLFH�IRUPDOQHM��0LDQRZL-
FLH� SRZLQLHQ� E\ü� RSDUW\� QD� DNVMRPDWDFK� L� MDVQR� VIRUPXáRZDQ\FK� ]DVDGDFK�
rozumoZDQLD��:�SU]\SDGNX�LQG\ZLGXDOQHJR�V\VWHPX�HVWHW\F]QHJR��UROĊ�DNVMR-
PDWyZ�PLDá\�SHáQLü�VąG\�RSDUWH�QD�GRĞZLDGF]HQLX�HVWHW\F]Q\P��]DĞ�UROĊ�]DVDG�
rozumowania ± indywidualny gust artystyczny (Chwistek, 1961c, s. 244). 
System indywidualny nie podlega matematycznej formalizacji, wobec czego nie 
PXVL� E\ü�ZROQ\� RG� EáĊGyZ� ORJLF]Q\FK� �&KZLVWHN�� ����F�� V�� ������ JG\Ī�Z\UD-
ĪRQ\�MHVW�Z�MĊ]\NX�SRWRF]Q\P��NWyU\�FHFKXMH�VLĊ�QLHRNUHĞORQRĞFLą��QLHMDVQRĞFLą� 
L� ZHZQĊWU]Qą� VSU]HF]QRĞFLą� �-DGDFNL�� ����� V�� �����']LĊNL� WHPX� V\VWHP�PRĪH� 
Z� VZRMHM� VWUXNWXU]H� SRPLHĞFLü� RVREOLZRĞü� F]\QQLND� LUUDFMRQDOQHJR�� MDNL� WRZD-
U]\V]\�SU]HĪ\FLRP�DUW\VW\F]Q\P� 

Krytyk sztuki, zbudowawszy indywidualny system estetyczny, uprawniony 
MHVW�GR�VIRUPXáRZDQLD�QD�MHJR�JUXQFLH�VZRLFK kryteriów indywidualnych, czyli 
ÄNDWHJRU\F]QHJR� LPSHUDW\ZX�� NWyU\� SR]ZROL�PX� X]QDü�SHZQH� REUD]\� ]D�DUF\-
G]LHáD��LQQH�]D�G]LHáD�ZLHONLHM�V]WXNL��LQQH�ZUHV]FLH�]D�G]LHáD�R�SHZQHM�ZDUWRĞFL�
DUW\VW\F]QHM��D�SR]RVWDáH�DOER�FDáNLHP�RGU]XFLü��DOER�RSDWU]\ü�]QDNLHm zapyta-
QLD´� �&KZLVWHN�� ����F�� V�� ���±244). W ten sposób krytyk dysponuje swoim 
ED]RZ\P� ]DVREHP� Z\REUDĨQL� OXE� ± ZHGOH� VáyZ� &KZLVWND� ± ÄILNF\MQ\P�PX-
]HXP�G]LHá�V]WXNL´������F��V��������5DP\�WDN�SRMĊWHJR�V\VWHPX�LQG\ZLGXDOQHJR�
VWDQRZLą�JUDQLFH�RELHNW\ZQRĞFL Z\SRZLDGDQ\FK�SU]H]�NU\W\ND�VąGyZ� 

.RQFHSFMĊ� V\VWHPyZ� LQG\ZLGXDOQ\FK�Z� HVWHW\FH�&KZLVWHN� XNXá� ]� LQWHQFMą�
SU]HFLZVWDZLHQLD�MHM�LQQ\P�PHWRGRP�EDGDQLD�V]WXNL��MDN�MH�QD]\ZDá�± metodom 
subiektywnym i obiektywnym.  
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Pierwsza grupa obejmuje metody psychologiczne i normatywno-krytyczne, 
GUXJD�PHWRGĊ�DQDOLW\F]Qą�L�JHQHW\F]Qą��:V]\VWNLH�WH�PHWRG\�VWDUDMą�VLĊ�]QDOHĨü�
RGSRZLHGĨ�QD�S\WDQLH��Äco to jest sztuka?´ ± D�ĪDGQD�]�QLFK� UH]XOWDWX� WHJR�QLH�
RVLąJD�� >«@� 3\WDQLD� WDNLH� Vą�ZSUDZG]LH� XĞZLĊFRQH� WUDG\FMą� DOH� QLH� SRVLDGDMą�
sensu (Chwistek, 1961c, s. 233±234).  

3R� W\FK� VáRZDFK�&KZLVWHN� SU]\VWĊSXMH� GR� NU\W\NL�ZLHOX� WHRULL� V]WXNL� G\VNXWR-
ZDQ\FK�Z�RNUHVLH�PLĊG]\ZRMQLD��SU]\ZRáXMąF�QD]ZLVND�)ULHGULFKD�1LHW]VFKHJR��
+\SSRO\WH¶D�7DLQH¶D��&KULVWLDQD�YRQ�(KUHQIHOVD��/ZD�7RáVWRMD��6WDQLVáDZD�,JQD-
cego Witkiewicza i Wolfa Dohrna (1961c, s. 234±2�����:V]\VWNLH�WH�WHRULH�E\á\��
]GDQLHP� &KZLVWND�� QLHEH]SLHF]QH� ]H� Z]JOĊGX� QD� VZyM� DSULRU\F]Q\� FKDUDNWHU��
=DPLDVW� RSLHUDü� VLĊ� QD� MHGQRVWNRZ\FK� IDNWDFK� REUD]RZ\FK�� Z\SRZLDGDá\� VLĊ� 
Z� VSRVyE� NDWHJRU\F]Q\� R� W\P�� MDN� SRZLQQD�Z\JOąGDü� V]WXND� L� MDNLFK� SU]HĪ\ü�
GRVWDUF]Dü�� 7HRULH� WH� PLDá\� ZLĊF� Z� RSW\FH� &KZLVWND� URĞFLü� VRELH� SUDZR� GR�
Z\SRZLDGDQLD� VąGyZ� DEVROXWQLH� RELHNW\ZQ\FK��Z\NOXF]DMąF\FK�ZLHOH� ]MDZLVN�
artystycznych, w tym przede wszysWNLP�W\FK�QDMQRZV]\FK��2EURĔFD�IRUPL]PX��
D� SRWHP� WDNĪH� DXWRUVNLFK� NRQFHSFML� VWUHIL]PX� L� PRW\ZL]PX�� E\á� SU]HNRQDQ\�� 
ĪH� PHWRGD� V\VWHPyZ� LQG\ZLGXDOQ\FK� SR]ZROL� ]áDJRG]Lü� NU\W\NĊ� V]WXNL�
QRZDWRUVNLHM��RGGDODMąF�]DU]XW\�Z\SRZLDGDQH�]�SR]\FML�RSDUW\FK�QD�NU\WHULach 
apriorycznych. 

W wielu Chwistkowych koncepcjach artystycznych i filozoficznych, w tym 
WDNĪH� MHJR� SRJOąGDFK� QD� NU\W\NĊ� V]WXNL�� PRĪQD� E\� GRSDWU]Hü� VLĊ� DQDORJLL� GR�
PHWRG� L� VSRVREyZ� UR]XPRZDQLD�� MDNLH�&KZLVWHN� MDNR�PDWHPDW\N� SUH]HQWRZDá� 
w swych pismach naXNRZ\FK��1DOHĪ\�VLĊ� MHGQDN�]JRG]Lü�]�-DQHP�:ROHĔVNLP��
ĪH� ZVND]DQLH� WDNLFK� DQDORJLL� VND]DQH� MHVW� QD� SHZLHQ� VWRSLHĔ� KLSRWHW\F]QRĞFL�
�:ROHĔVNL�� ������ V�� �±����� &KZLVWHN� ERZLHP� QLJG\� ZSURVW� QLH� VWZLHUG]Lá� 
Z�VZRLFK�WHNVWDFK��ĪH�GDQD�NRQFHSFMD�V]WXNL� OXE�PDODUVka kompozycja czerpie 
EH]SRĞUHGQLR� ]� NWyUHMĞ� WHRULL� QDXNRZHM�� 1LHPQLHM� ]DMPXMąF\� VLĊ� UyZQROHJOH�
V]WXNą�L�PDWHPDW\Ną�DUW\VWD�L�QDXNRZLHF�QLHMHGQRNURWQLH�Z\SRZLDGDá�VLĊ�Z�W\FK�
VDP\FK�SLVPDFK�QD�WHPDW\�]�REX�REV]DUyZ��E\�ZVSRPQLHü�FKRFLDĪE\�R�WHNVWDFK�
GRW\F]ąF\FK� WHRULL� ZLHORĞFL� U]HF]\ZLVWRĞFL�� 'OD� &KZLVWND� V]WXND� L� QDXND� E\á\�
DNW\ZQRĞFLDPL� NRPSOHPHQWDUQ\PL�� FR� Z� VSRVyE� GRVáRZQ\� L� PHWDIRU\F]Q\�
]DUD]HP� RGGDMą� MHJR� U\VXQNL�� XND]XMąFH� PDWHPDW\F]QH� QRWDWNL� RERN� V]NLFyZ�
kompozycyjnych (zob. reprodukcje w: Chwistek, 2018, s. 269, 284, 303, 304, 
316, 318, 332, 335, 336, 337). 

-HGQ\P� ]� IXQGDPHQWyZ� ĞZLDWRSRJOąGX�&KZLVWND� E\áD� ORJLND� IRUPDOQD��7R� 
]�QLHM�]DF]HUSQąá�ZLHOH�SRP\VáyZ�PHWRGRORJLF]Q\FK��NWyUH�Z�]PRG\ILNRZDQHM�
SRVWDFL� RSLV\ZDá� Z� WHNVWDFK� WHRUHW\F]Q\FK� R� V]WXFH� 1LHRFHQLRQ\� ZSá\Z� QD�
NV]WDáW� ]DJDGQLHQLD� ZLHORĞFL� U]HF]\ZLVWRĞFL�PLDáD� WHRULD� W\SyZ� ORJLF]Q\FK�� FR�
QDMZ\UDĨQLHM� XMDZQLD� OHNWXUD� 6HQVX� L� U]HF]\ZLVWRĞFL�� -XĪ� SLHUZV]H� ]GDQLH� WHM�
UR]SUDZ\� MHVW� EH]SRĞUHGQLP� RGZRáDQLHP� GR� Z\QLNyZ� %HUWUDQGD� 5XVVHOOD� 
i Alfreda Whiteheada, zawartych w ich dziele Principia Mathematica, jednym  
z epokowych dla historii matematyki XX wieku (Chwistek, 2004e, s. 321). 
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7HRULD�ZLHORĞFL�U]HF]\ZLVWRĞFL�± kluczowa dla odczytania Chwistkowej koncep-
FML�G]LHáD� V]WXNL�± PD� WDNĪH� VZyM�G]LHZLĊWQDVWRZLHF]Q\� URGRZyG�� -DN�ERZLHP�
SLVDá� MHM� DXWRU�� Ä>W@HRULD� WD� ]EXGRZDQD� MHVW� QD� W\FK� ]DVDGDFK�� MDNLH� Z\QLNDMą� 
]�LVWQLHQLD�JHRPHWULL�QLHHXNOLGHVRZ\FK´� (����H��V��������NWyU\FK�RGNU\FLH�E\áR�
GOD�&KZLVWND�QDMGRQLRĞOHMV]\P�RVLąJQLĊFLHP�Z�FDáRĞFLRZR�SRMĊWHM�KLVWRULL�QDXN�
ĞFLVá\FK� �Chwistek, ����D�� V�� ������ *HRPHWULH� QLHHXNOLGHVRZH� XWRURZDá\�
ERZLHP�Z�GáXĪV]HM� SHUVSHNW\ZLH� GURJĊ� GR� EDGDĔ� QDG� ORJLF]Q\PL� SRGVWDZDPL�
PDWHPDW\NL�� NWyU\P� SU]\ĞZLHFDá� SRP\Vá� VIRUPDOL]RZDQHJR� V\VWHPX�� RSDUWHJR�
na aksjomatach i reJXáDFK� GRZRG]HQLD�� (FKD�ZáDVQRĞFL� V\VWHPyZ� ORJLF]Q\FK�
SREU]PLHZDMą�Z�&KZLVWND� NRQFHSFML� G]LHáD� V]WXNL�� QD� NWyUHM� RSLHUDá� RQ� VZRMH�
ZáDVQH�NU\WHULD�ZDUWRĞFLRZDQLD�DUW\VW\F]QHJR� 

1250$7<:1$�.21&(3&-$�'=,(à$�6=78., 

3RMĊFLHP� HVWHW\NL� SRVáXJLZDá� VLĊ� &KZLVWHN� Z� ]QDF]HQLX� WHRULL� V]WXNL� �����F�� 
s. 233), wobec czego indywidualny system estetyczny prezentowany przez
NU\W\ND� WR� VZHJR� URG]DMX�Z\NáDGQLD� MHJR� WHRULL� V]WXNL�� 2� LOH� MHV]F]H�Z� ODWDFK�
GZXG]LHVW\FK� &KZLVWHN� VWDUDá� VLĊ� XQLZHUVDOL]RZDü� ]QDF]HQLH� WHRULL� ZLHORĞFL�
U]HF]\ZLVWRĞFL�� DNFHQWXMąF� MHM� Z\ĪV]RĞü� QDG� LQQ\PL� VSRVREDPL� LQWHUSUHWDFML�
sztuki, o tyle w Granicach nauki REMDĞQLD�Mą�]�ZLĊNV]\P�G\VWDQVHP��FR�Z�NRQ-
WHNĞFLH� UR]ZDĪDĔ� SUH]HQWRZDQ\FK�Z� Zagadnieniach kultury duchowej (1961c,  
s. 198±�����ZVND]XMH��ĪH�MHM�DXWRU�SRMPRZDá�WHRULĊ�ZLHORĞFL�U]HF]\ZLVWRĞFL�MDNR�
VNáDGRZą� VZRMHJR� V\VWHPX� LQG\ZLGXDOQHJR�� 7HRULD� V]WXNL� Z� XMĊFLX� &KZLVWND�
QLH� W\ONR� UR]V]HU]D� UR]XPLHQLH� RGELHUDQ\FK� SU]H]� ZLG]D� UHDOL]DFML�� DOH� WDNĪH�
pobudza wyobUDĨQLĊ�DUW\VW\�L�SU]\VSLHV]D�MHJR�HZROXFMĊ�WZyUF]ą��:�Z\ZLDG]LH�
XG]LHORQ\P�Ä*D]HFLH�/LWHUDFNLHM´�Z������URNX�&KZLVWHN�SRZLHG]LDá��Ä:LHOND��
RU\JLQDOQD� V]WXND� PRĪH� UR]ZLQąü� VLĊ� W\ONR� QD� JUXQFLH� QRZHM� WHRULL�� >«@�
>7@HRULD��VIRUPXáRZDQD�MDVQR�L�RJyOQLH��QLH�KDmuje nigdy talentu prawdziwego. 
Przeciwnie ± RSyU�� MDNL�SU]HFLZVWDZLD��Z\]ZDOD�LQG\ZLGXDOQRĞü��XZDOQLDMąF�Mą�
RG� ZSá\ZyZ� SRGĞZLDGRP\FK´� �����G�� V�� ������ :� W\P� VDP\P� Z\ZLDG]LH�
SU]\]QDá��ĪH�GLDJQR]RZDQ\�SU]H]�QLHJR�ZyZF]DV�ÄXSDGHN´�V]WXNL�]DJUDQLF]QHM�
wynika ]�ÄRVáDELHQLD�ZLDU\�Z�ĞFLVáH�]DVDG\´��:�MHJR�SU]HNRQDQLX�WHRULD�V]WXNL�
SRZLQQD�ZLĊF�Z\W\F]Dü�DUW\ĞFLH�SHZLHQ�RNUHĞORQ\�]�JUXEV]D�NLHUXQHN�UR]ZRMX��
Z\NOXF]DMąF\� SHáQą� GRZROQRĞü� L� SU]\SDGNRZRĞü� �����E�� V�� ����� '\VF\SOLQĊ�
SRV]XNLZDĔ��MDN�PRĪQD�Z\F]\WDü�]�MHJR WHNVWyZ��SRPDJD�]DFKRZDü�NLHURZDQLH�
VLĊ� UHJXáDPL� LQVSLURZDQ\PL� ZáDVQRĞFLDPL� ORJLF]Q\PL�� &KRü� MXĪ� SRG� NRQLHF� 
ODW� GZXG]LHVW\FK� &KZLVWHN� ]DF]ąá� Z\FRI\ZDü� VLĊ� ]� UHDOL]RZDQHM� Z� F]DVDFK�
IRUPLVW\F]Q\FK�PLVML� ÄXĞFLĞODQLD´�]DVDG�WZyUF]\FK��IDNWHP�SR]RVWDMH��ĪH�WHoria 
ZLHORĞFL� U]HF]\ZLVWRĞFL� L�GHWHUPLQRZDQD�QLą�ZL]MD� V]WXNL�Z�]QDF]Q\P�VWRSQLX�
RGGDMH� GXFKD� ZF]HĞQLHMV]HJR� ]DSDáX� ]GUDG]DMąFHJR� PDWHPDW\F]QH� ]DSĊG\� MHM�
DXWRUD��:\MDĞQLDMąF�VZRMH�LQWHQFMH��&KZLVWHN�SLVDá��Ä&KRG]LáR�PL�ZyZF]DV�R�WR��
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ĪHE\� SU]H]Z\FLĊĪ\ü� QDáyJ�PĊWQHJR� SLVDQLD� R� V]WXFH� L� XMĊFLH�Z� ĞFLVáH� IRUPXá\�
WHJR��FR�XMąü�VLĊ�GD´������F��V�����±169). 

-HGQ\P� ]� NU\WHULyZ� ĞFLVáRĞFL� WHRULL� MHVW� ZHGáXJ� &KZLVWND� ZDUXQHN� QLH-
sprzeczQRĞFL��7HRULD�ZDUWRĞFLRZD�SR]QDZF]R�QLH�PRĪH�]DWHP�]DZLHUDü�VWZLHU-
G]HĔ�Z]DMHPQLH� VLĊ�Z\NOXF]DMąF\FK� �&KZLVWHN������I�� V���±20). Jak wiadomo, 
&KZLVWHN� Z� QDMGRMU]DOV]HM� ZHUVML� VZHM� WHRULL� Z\UyĪQLá� F]WHU\� LQWHUSUHWRZDQH�
HSLVWHPRORJLF]QLH� �D� QLH� RQWRORJLF]QLH�� U]HF]\ZLVWRĞFL�� U]HF]\ZLVWRĞü� U]HF]\��
U]HF]\ZLVWRĞü� IL]\NDOQą�� U]HF]\ZLVWRĞü� ZUDĪHĔ� L� U]HF]\ZLVWRĞü� Z\REUDĪHĔ��
SRGDMąF� MHGQRF]HĞQLH� LFK� TXDVL-IRUPDOQą� DNVMRPDW\NĊ� �����E�� V�� ����� 3RQDGWR�
X]DVDGQLDá�� ĪH� XNáDG\� DNVMRPDWyZ� RSLVXMąFH� WU]\� SLHUZV]H� Z\PLHQLRQH�
U]HF]\ZLVWRĞFL�Vą�ZHZQĊWU]QLH�QLHVSU]HF]QH��SU]\�F]\P�QLHVSU]HF]QRĞü�]DáRĪHĔ�
funduMąF\FK�U]HF]\ZLVWRĞü�Z\REUDĪHĔ�RNUHĞOLá�MDNR�WUXGQą�GR�XVWDOHQLD��OHF]�QLH�
QLHPRĪOLZą� �&KZLVWHN�� ����I�� V�� �±���� ����E�� V�� ����� .DĪGD� ]� W\FK� U]HF]\-
ZLVWRĞFL� SRZLą]DQD� MHVW� ]� SHZQ\P� W\SHP� V]WXNL�� QLH]XSHáQLH� WRĪVDP\P� ]H�
]Z\F]DMRZR� SU]\MĊW\P� Z� KLVWRULL� V]WXNi nazewnictwem kierunków artystycz-
Q\FK�� :\OLF]RQ\P� SRZ\ĪHM� U]HF]\ZLVWRĞFLRP� RGSRZLDGDMą� Z\V]F]HJyOQLRQH�
SU]H]�&KZLVWND�W\S\�V]WXNL��Vą�WR�NROHMQR��SU\PLW\ZL]P��UHDOL]P��LPSUHVMRQL]P� 
L�QRZD�V]WXND��IXWXU\]P���']LHáR�V]WXNL�UHSUH]HQWXMąFH�NWyU\Ğ�]�W\FK�W\Sów jest 
ZLĊF�� MDN� FHOQLH� XMĊáD� WR� 7HUHVD� .RVW\UNR�� ÄIXQNFMą� SRVWDZ\� SR]QDZF]HM�
]DMPRZDQHM�SU]H]�WZyUFĊ�GDQHJR�G]LHáD´��������V��;9,,,���:�REUĊELH�WDN�SRMĊWHM�
WHRULL� V]WXNL� PRĪOLZH� MHVW�� MDN� WZLHUG]L� &KZLVWHN�� ZDUWRĞFLRZDQLH� G]LHá�
artystycznych. 

Zgodnie ze ZVND]DQLDPL�&KZLVWND��ZDUXQNLHP�ZVWĊSQ\P�GR�RFHQ\�ZDUWRĞFL�
DUW\VW\F]QHM�GDQHJR�G]LHáD�V]WXNL�MHVW�MHJR�SRUyZQDQLH�]�LQQ\PL�G]LHáDPL��DOH��FR�
LVWRWQH�� ]�G]LHáDPL� WHJR� VDPHJR� W\SX� V]WXNL� �����I�� V�������1LH�PD�ZLĊF� VHQVX�
SRUyZQ\ZDQLH� PLĊG]\� VREą�� SU]\NáDGRZR�� G]LHá� W\SX� SU\PLW\ZQHJR� L� UHD-
OLVW\F]QHJR�� 'RZROQH� GZD� W\S\� V]WXNL� XND]XMą� ERZLHP� LQQH� U]HF]\ZLVWRĞFL��
JURPDG]ąFH� UyĪQH� ]DNUHV\� GDQ\FK� SR]QDZF]\FK�� =DáRĪHQLH� R� QLHSRUyZQ\-
ZDOQRĞFL�G]LHá�UHSUH]HQWXMąF\FK�UyĪQH�W\S\�V]WXNL�SU]\SRPLQD�MHGQR�]�JáyZQ\FK�
]DáRĪHĔ� ORJLF]QHM� WHRULL� W\SyZ�� PyZLąFH� R� QLHSRUyZQ\ZDOQRĞFL� RELHNWyZ�
REMĊW\FK� UyĪQ\PL� W\SDPL� �0XUDZVNL�� ������ V�� ����� 7\S\� ORJLF]QH� Z� WHRULL�
5XVVHOOD� L� :KLWHKHDGD� Vą� ERZLHP� XSRU]ąGNRZDQH� QD� Z]yU� QLHVNRĔF]RQHM�
KLHUDUFKLL��Z�NWyUHM�NDĪG\�]�Z\ĪV]\FK� W\SyZ�RSLVXMH ZáDVQRĞFL�QLĪV]HJR� W\SX��
3RGREQą�]DVDGĊ�VWRVXMH�&KZLVWHN�Z�WHRULL�ZLHORĞFL�U]HF]\ZLVWRĞFL��6ąG�R�G]LHOH�
V]WXNL� Z\SRZLDGDQ\� MHVW� ERZLHP� Z� SHZQHM� U]HF]\ZLVWRĞFL� ]DZV]H� Z\ĪV]HJR�
W\SX� �&KZLVWHN� ZVSRPLQDá� Z� W\P� NRQWHNĞFLH� R� U]ĊGDFK�� SRU�� ����E�� V�� ���� 
QLĪ�U]HF]\ZLVWRĞü�G]LHáD��.DĪG\�REUD]�MHVW�ERZLHP�VNDUEQLFą�HOHPHQWyZ�SHZQHM�
U]HF]\ZLVWRĞFL�� -DN� SyĨQLHM� &KZLVWHN� SLVDá�� Z� REUD]LH� Ä>P@DP\� GR� F]\QLHQLD� 
]�Ī\FLHP��DOH�QLH�WDNLP�Ī\FLHP��NWyUH�JG]LHĞ�WDP�VLĊ�RGE\ZD��DOH�]�Ī\FLHP�W\FK�
ZáDĞQLH� RVyE� L� U]HF]\�� NWyUH� ]QDMGXMą� VLĊ� QD� REUD]LH´� �����F�� V�� ������ ,QQ\PL�
VáRZ\�� REUD]� MHVW� ]DNUHVHP� SHZQ\FK� LQG\ZLGXyZ�� NWyU\FK� ZáDVQRĞFL� XMDZQLD�
VąG�NU\W\F]Q\��&KZLVWHN�WZLHUG]Lá��ĪH�VąG\�WDNLH�UyZQLHĪ�PRĪQD�XSRU]ąGNRZDü�
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Z�WHRUHW\F]QLH�QLHVNRĔF]RQą�KLHUDUFKLĊ��Z\VWU]HJDMąF�VLĊ�W\P samym antynomii 
ORJLF]Q\FK� �����E�� V�� ���� ����F�� V�� ������ :� WHQ� VSRVyE� XGDáR� PX� VLĊ�� MDN�
ZLHU]\á��XĞFLĞOLü�]DJDGQLHQLH�UHIHUHQFML�VąGX�NU\W\F]QR-artystycznego. 

2SLHUDMąF� VLĊ� QD� WHRULL ZLHORĞFL� U]HF]\ZLVWRĞFL� &KZLVWHN� VIRUPXáRZDá� RG-
ZDĪne kryterium oceny G]LHáD�PDODUVNLHJR�� Ä>G@]LHáR� V]WXNL� PXVL� E\ü� ]JRGQH� 
z pewQą�U]HF]\ZLVWRĞFLą´�(1960m��V�������3RVWXODW�]JRGQRĞFL�REUD]X�]�NWyUąĞ�] rze-
F]\ZLVWRĞFL�QLH�E\á� MHGQDN�EH]Z]JOĊGQ\��2EUD]�PyJá�RG]ZLHUFLHGODü�HOHPHQW\�
ZLHOX� U]HF]\ZLVWRĞFL�� DOH� MHGQD� U]HF]\ZLVWRĞü� PXVLDáD� Z� QLP� GRPLQRZDü�
(Chwistek, 2004f, s. 19). Kryterium to jest warunkiem koniecznym, ale niewy-
starF]DMąF\P�GOD�]DNZDOLILNRZDQLD�REUD]X�MDNR�G]LHáD�V]WXNL��&KZLVWHN������E��
s. 97; 2004f, s. 19). Zgodnie z oczekiwaniami Chwistka, obraz mXVLDá�E\ü�NRQ-
VHNZHQWQLH�]EXGRZDQą�� ]DPNQLĊWą�Z�VRELH�FDáRĞFLą� �����E�� V������� MHJR� IRUPD�
SRZLQQD� E\ü� MHGQROLWD�� DOH� QLH� MHGQRVWDMQD� �����F�� V�� ������ :\PDJD� VLĊ� RG�
QLHJR�� DE\�E\á� VNRPSRQRZDQ\��F]\OL�QDPDORZDQ\�]JRGQLH�]�SHZQ\P�SUDZHP�
UR]áRĪHQLD� NV]WDáWyZ� L EDUZ� QD� SáDV]F]\ĨQLH� �&KZLVWHN�� ����m, s. 72). Owo 
SUDZR� QLH� PXVL� E\ü� SUHF\]\MQLH� VIRUPXáRZDQH�� PXVL� E\ü� MHGQDN� F]\WHOQH� 
Z�OHNWXU]H�ZL]XDOQHM�REUD]X� �&KZLVWHN������F�� V��������.V]WDáW\�QD�PDORZLGOH�
SRZLQQ\�E\ü�MHGQR]QDF]QLH�RNUHĞORQH��F]\OL�ZROQH�RG�RVF\lacji równomiernych, 
EĊGąF\FK� Z\QLNLHP� WUXGQRĞFL� Z� UR]SR]QDQLX� SRFKRG]ąFHM� ]� U]HF]\ZLVWRĞFL�
WUHĞFL�NV]WDáWX��&KZLVWHN������E��V�������2EUD]�SRZLQLHQ�SRQDGWR�PLHü�ZáDVQRĞü�
SDUDOHOQą� GR� ORJLF]QLH� SRMĊWHM� ]XSHáQRĞFL�� ERZLHP� Ä>W@ZyUF]RĞü� DUW\VW\F]QD�
posiada seQV�� JG\Ī� SURZDG]L� GR� SHZQ\FK� SXQNWyZ�� SR]D� NWyU\PL� GDOV]H�
SRSUDZNL� SVXMą� Z\QLN� >«@�� QLH�PD� VHQVX� V\VWHP� ]DVDG�� NWyU\� ]DZV]H�PRĪQD�
X]XSHáQLü� QRZ\PL�� GRZROQLH� GREUDQ\PL� ]DVDGDPL´� �&KZLVWHN�� ����H�� V�� ������
JG\Ī�ZyZF]DV�REUD]�WUDFLáE\�QD�NRQVHNZHQFML� 

Poza asSHNWHP� ]JRGQRĞFL� REUD]X� ]� SHZQą� U]HF]\ZLVWRĞFLą�� GR� NROHMQ\FK�
LVWRWQ\FK�FHFK�G]LHá�V]WXNL�PDODUVNLHM�&KZLVWHN�]DOLF]Dá�ZáDĞFLZRĞFL�PDWHULDOQH�
i formalne (1960m, s. 63). Zagadnienie materialne dotyczy powierzchni malar-
skiej, która jest elementem przestrzenQ\P�� SRGDWQ\P� QD� UyĪQRURGQH� HNVSHU\-
PHQW\� Z� ]DNUHVLH� SRGáRĪD� PDODUVNLHJR� L� VSRVREX� NáDG]HQLD� IDUE\� �&KZLVWHN��
����H��V��������)RUPD��QLHUR]HUZDOQLH�SRZLą]DQD�]�]DJDGQLHQLHP�U]HF]\ZLVWRĞFL�
�&KZLVWHN�� ����O�� V�� ����� REHMPXMH� SUREOHP\� NRPSR]\FML� �UHODFMH�PLĊGzy ele-
menWDPL� G]LHáD�� VSRVyE� UR]PLHV]F]HQLD� NV]WDáWyZ�� VWRVXQHN� LFK� ZLHONRĞFL� 
L� VWRSQLD� VNRPSOLNRZDQLD���NRORU\WX� �UR]PLHV]F]HQLH�EDUZ� L� ĞZLDWáD�� L� WHFKQLNL�
�Z\PLDU\�G]LHáD��JDWXQHN�PDWHULL�DUW\VW\F]Q\FK) (Chwistek, 1961b, s. 82). 

Znamienny dla teorii CKZLVWND�MHVW�VWRVXQHN�IRUP\�GR�WUHĞFL�Z�G]LHOH�V]WXNL��
3U]H]� WUHĞü� UR]XPLH�RQ�HOHPHQW\� U]HF]\ZLVWRĞFL�REHFQH�Z�REUD]LH��'\VWDQVXMH�
VLĊ�W\P�VDP\P�RG�WUHĞFL�Z�V]WXFH�SRMPRZDQHM�MDNR�DQHJGRWD�OXE�Z\ZRá\ZDQH�
SU]H]� G]LHáR� VWDQ\� SV\FKLF]QH� �&KZLVWHN�� ����E�� V�� �1). Forma w sztuce po-
ZLQQD�E\ü��]GDQLHP�&KZLVWND��HOHPHQWHP�R�ZLHOH�EDUG]LHM�RNUHĞORQ\P�QLĪ�WUHĞü��
NWyUD�]H�VZHM�QDWXU\�MHVW�Sá\QQD�L�SU]\EOLĪRQD������I��V��������3RG�W\P�Z]JOĊ-
GHP�VWRVXQHN� IRUP\�GR� WUHĞFL�Z�V]WXFH�SU]\SRPLQD� UHODFMĊ�� MDND� áąF]\� V\QWDN-
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tyNĊ�L�VHPDQW\NĊ�Z�VIRUPXáRZDQHM�SU]H]�&KZLVWND�WHRULL�Z\UDĪHĔ�± nazywanej 
SU]H]� QLHJR� VHPDQW\Ną� HOHPHQWDUQą� ± EĊGąFHM� SXQNWHP� Z\MĞFLD� GOD� MHJR�
autorskiego projektu metamatematyki racjonalnej (1963a, s. 53±55; por. Pasen-
NLHZLF]�� ������� :� XMĊFLX� &KZLVWND� ORJika i matematyka operuje formalnie 
]GHILQLRZDQ\PL�Z\UDĪHQLDPL��NWyUH�PRĪQD�RWU]\PDü�EH]�ZQLNDQLD�Z� LFK� WUHĞü�
�����D��V��������=QDNL�Z�&KZLVWNRZHM�WHRULL�Z\UDĪHĔ�PRĪQD�ERZLHP�LQWHUSUHWR-
ZDü� MDNR� VFKHPDW\� SU]HGPLRWyZ� QDOHĪąF\FK� GR� SHZQHM� G]LHG]LQ\� �����D�� 
s. 211). Szeroki zakres znaczenia jednoznacznie zapisanego znaku w semantyce
HOHPHQWDUQHM� SU]\SRPLQD� UR]PDLWRĞü� HOHPHQWyZ� U]HF]\ZLVWRĞFL��PRJąF\FK� VLĊ�
NU\ü� ]D� XNRQNUHWQLRQą� QD� SáyWQLH� IRUPą� PDODUVNą�� 7\P� VDP\P� WUHĞü� L� IRUPĊ� 
Z�V]WXFH�áąF]\�� MDN�PRĪQD�E\�Z\ZQLRVNRZDü�]�SLVP�&KZLVWND��UHODFMD�PDMąFD�
VZRMH� ĨUyGáR� Z� QRPLQDOLVW\F]Q\FK� VFKHPDWDFK� P\ĞOHQLD� ]DF]HUSQLĊW\FK� ]� OR-
JLNL��=�WHM�SHUVSHNW\Z\�Z\SRZLDGDMąF\�VLĊ�R�G]LHOH�NU\W\N�V]WXNL�]\VNXMH�QRZH�
]DOHFHQLH�� RGGDü� Z� Z\SRZLHG]L� UR]PDLWRĞü� PRĪOLZ\FK� RGQLHVLHĔ� GR rzeczy-
ZLVWRĞFL�SU]\�MHGQRF]HVQ\P�XĞFLĞOHQLX�LQIRUPDFML�R�IRUPLH�G]LHáD� 

3RZ\ĪHM�]DU\VRZDQH�UR]XPLHQLH�WUHĞFL� L�IRUP\�Z�V]WXFH�]DPNQĊáR�&KZLVW-
NRZL� GURJĊ� GR� X]QDQLD� PRĪOLZRĞFL� ]DLVWQLHQLD� PDODUVWZD� DEVWUDNF\MQHJR��
&KZLVWHN�XZDĪDá��ĪH�V]WXND�QLH�PRĪH�XZROQLü�VLĊ�RG�]ZLą]NX�]�U]HF]\ZLVWRĞFLą��
:�SU]HFLZQ\P�UD]LH�ÄZ\VXQĊáRE\�VLĊ� OXĨQH�]HVWDZLHQLH�SODP�L� OLQLL��ZáDĞFLZH�
RUQDPHQWRZL� L� Z\NOXF]DMąFH� PRĪOLZRĞü� SU]HGáXĪRQHM� NRQWHPSODFML´� �����m,  
V�� ����� =DJDGQLHQLH� IRUP\� QLH� PRĪH� ZLĊF� SURZDG]Lü� GR� ÄDEVWUDNF\MQHM�
koPELQDWRU\NL�EDUZ�L�NV]WDáWyZ´��&KZLVWHN������o, s. 78). Dla Chwistka uzna-
QLH� V]WXNL� DEVWUDNF\MQHM� E\áRE\� UyZQRZDĪQH� ]� SRWZLHUG]HQLHP� LVWQLHQLD� W]Z��
F]\VWHJR�ZLG]HQLD��F]\OL�ZLG]HQLD�SR]EDZLRQHJR�WUHĞFL��1LH�PD�ERZLHP�MDNLHMĞ�
DEVROXWQLH�RELHNW\ZQHM�ÄQDGU]HF]\ZLVWRĞFL´��]�SXQNWX�ZLG]HQLD�NWyUHM�PRĪQD�E\�
REMąü� NDĪGą� ]� U]HF]\ZLVWRĞFL� QLĪV]HJR� U]ĊGX�� =JRGQLH� ]� NRQFHSFMą� &KZLVWND��
ZLG]�]DZV]H�REFXMH�Z�MHGQHM�]�ZLHOX�U]HF]\ZLVWRĞFL��Ä0RĪHP\�R�QDU]XFDMąF\FK�
VLĊ� QDP� WUHĞFLDFK� QLH� PyZLü�� PRĪHP\� VWDUDü� VLĊ� R� QLFK� ]DSRPQLHü�� DOH� QLH�
PRĪHP\� LFK� QLH� ZLG]LHü´� �&KZLVWHN�� ����F�� V�� ������ 3RGąĪDMąF� W\P� WRNLHP�
DUJXPHQWDFML�� &KZLVWHN� ]DSU]HF]D�� E\� G]LHáD� WDNLFK� DUW\VWyZ� MDN� .D]LPLHU]�
0DOHZLF]�F]\�3LHW�0RQGULDQ�E\á\�G]LHáDPL�DEVWUDNF\MQ\PL��Ä=DáRĪHQLH��ĪH�W]Z��
NV]WDáW\�JHRPHWU\F]QH�Vą�NV]WDáWDPL�DEVWUDNF\MQ\PL��QLH�Z\WU]\PXMH�NU\W\NL��ER�
ZV]\VWNLH� NV]WDáW\� QDOHĪą� GR� JHRPHWULL´� �&KZLVWHN�� ����F�� V�� ������ &KZLVWHN�
LQWHUSUHWXMH�JHRPHWULĊ�QD�Z]yU�HJLSVNL��F]\OL�Z�VSRVyE�QDMSURVWV]\�]�PRĪOLZ\FK�
± MDNR� QDXNĊ� GRĞZLDGF]DOQą��ZROQą� RG� SLWDJRUHMVNLFK� QDOHFLDáRĞFL�PHWDIL]\F]-
nych (1963a, s. 170)�� =DSHZQH� Z� RGSRZLHG]L� QD� ÄXGXFKRZLRQH´� NRQFHSFMH�
sztuki wspomnianych malarzy (Piotrowski, 1986, s. 109±129), Chwistek w 1937 
URNX�� PDMąF� MXĪ� ]D� VREą� JáRĞQą� SROHPLNĊ� ]H� 6WU]HPLĔVNLP�� SU]HNRQ\ZDá�� 
ĪH�PDORZDQH�Z�LPLĊ�F]\VWHM�V]WXNL�± MDN�VLĊ�Z\UD]Lá�± ÄSURVWRNąW\´�Vą�QLF]\P�
LQQ\P� MDN� F]\QLHQLHP� ]H� V]WXNL� VIHU\� PHWDIL]\F]QHM� ������� V�� ���� 7DN� SRMĊW\�
kierunek ro]ZRMX�V]WXNL�QLH�PLHĞFLá�VLĊ�HPSLU\F]Q\P�ĞZLDWRSRJOąG]LH�&KZLVWND� 
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3RG�ZSá\ZHP�UHFHSFML�XQL]PX�Z�ODWDFK�WU]\G]LHVW\FK�&KZLVWHN�]UHZLGRZDá�
VZRMą� NRQFHSFMĊ� MHGQROLWRĞFL� NRPSR]\FML� PDODUVNLHM�� :� SLHUZV]HM� SRáRZLH�
SRSU]HGQLHM� GHNDG\�� IRUPXáXMąF� ]DVDG\� VWUHIL]PX�� WZLHUG]Lá�� ĪH� SRG]LDá� REUD]X�
QD� SU]HQLNDMąFH� VLĊ� VWUHI\� SR]ZROL� X]\VNDü� ZL]HUXQHN� MHGQROLW\�� XQLILNXMąF\�
UR]PDLWRĞü�NV]WDáWyZ�L�EDUZ�Z�F]\WHOQ\�VFKHPDW�NRPSR]\F\MQy (1960m, s. 73; 
1960h, s. 180)�� 2EUD]\� XQLVW\F]QH� 6WU]HPLĔVNLHJR� XĞZLDGRPLá\� &KZLVWNRZL�� 
ĪH� MHGQROLWRĞü� SRVWXORZDQD�Z� VWUHIL]PLH�PRĪH� GRSURZDG]Lü�� MDN� MHJR� ]GDQLHP�
VWDáR� VLĊ�Z�XQL]PLH��GR�SU]HLQWHOHNWXDOL]RZDQHM� VNUDMQRĞFL��QLHZ\ZRáXMąFHM� MXĪ�
Z�ZLG]X� SU]HĪ\FLD� DUW\VW\F]QHJR� �&KZLVWHN�� ����E�� V�������� 3RVWXODW� MHGQRĞFL�
NRPSR]\FML�X]QDá�&KZLVWHN�]D�VWDU\�SU]HVąG������D��V��������2GU]XFHQLH�]DVDG\�
MHGQROLWRĞFL� QLH� PXVL� MHGQDN� SURZDG]Lü� GR� FKDRVX� �&KZLVWHN�� ����D�� V�� ������
:\VWDUF]\��ĪH�]DFKRZD�VLĊ�VWUHILF]QH�SUDZR�VFKHPDW\]DFML��RSDUWH�QD�LQWXLF\MQHM�
L�Sá\QQHM�JHRPHWU\]DFML��D�QLH�Z\UR]XPRZDQHM�NDONXODFML��7HQ�ZąWHN�Z�UHIOHNVML�
QDG� SRZLQQRĞFLą� G]LHáD� V]WXNL� Z\UDĨQLH� XMDZQLD� RSDUWH� QD� UR]JUDQLF]HQLDFK�
PRGHUQLVW\F]QH�SRGHMĞFLH�&KZLVWND�GR�VSUDZ�V]WXNL��6]WXND�ERZLHP�NRĔF]\�VLĊ�
GOD�QLHJR�WDP��JG]LH�]DF]\QD�VLĊ�SHáQRSUDZQD�QDXND� 
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=� REV]DUHP� LQĪ\QLHULL� L� PDWHPDW\NL� &KZLVWHN� áąF]\á� NDWHJRULĊ� SU]HĪ\FLD� NRQ-
strukF\MQHJR�� EĊGąFHJR� Z� QDXFH� RGSRZLHGQLNLHP� SU]HĪ\FLD� DUW\VW\F]QHJR�
�����F�� V�� ������ 3U]HĪ\FLH� NRQVWUXNF\MQH� SRZLą]DQH� MHVW� ]� VDW\VIDNFMą�� MDNą�
odczuwa uczony rozwią]XMąF� PHWRG\F]QLH� SHZQH� SUREOHP\� WHRUHW\F]QH� OXE�
SUDNW\F]QH��2EUD]\�XQLVW\F]QH��EĊGąF�QLHPDO�LGHDOQLH�XSRU]ąGNRZDQH�L�EH]F]D-
VRZH�� Vą�ZHGáXJ�&KZLVWND�ZROQH�RG�F]\QQLND� LUUDFMRQDOQHJR�� ]QDPLRQXMąFHJR�
Z�MHJR�RFHQLH�ÄZLHONą�V]WXNĊ´�� 

Chwistek wielokrotnie kr\W\NRZDá�SRVWDZĊ�LQWHOHNWXDOQą�Z�V]WXFH��8ZDĪDá��
ĪH� SRPLHV]DQLH� HOHPHQWX� QDXNRZHJR� ]� DUW\VW\F]Q\P� MHVW� JURĨQH� ]DUyZQR� GOD�
sztuki, jak i nauki (1960i, s. 130). W sztuce pomieszanie to prowadzi bowiem 
m.in. do umocnienia naturalistycznego kryterium oceny twóUF]RĞFL��RGPDZLDMą-
FHJR� X]QDQLD� IRUPDOQ\FK� RVLąJQLĊü� DZDQJDUG\� �&KZLVWHN�� ����F�� V�� ���±28).  
:�QDXFH�]DĞ�HOHPHQW�DUW\VW\F]Q\�SURZDG]L�GR�QLHĞFLVáRĞFL��NLHUXMąF�W\P�VDP\P�
SURZDG]RQH�Z� MHM� REUĊELH� UR]ZDĪDQLD� QD�PDQRZFH� LUUDFMRQDOL]PX� �&KZLVWHN��
2004c, s. 13����-XĪ�Z�MHGQ\P�]H�VZRLFK�QDMZF]HĞQLHMV]\FK�V]NLFyZ��GDWRZDQ\P�
QD� RNRáR� ����� URN�� &KZLVWHN� SU]\]QDZDá�� ĪH� LVWRWD� V]WXNL� WNZL� Z� MHM� WUHĞFL�
]P\VáRZHM��D�ZV]HONLH�NRQFHSFMH�LQWHOHNWXDOQH�Vą�HOHPHQWDPL�ZWyUQ\Pi (2018d, 
s. 204). :�SRJOąG]LH� W\P�Z\WUZDá�GR� ODW� RVWDWQLFK��SU]HFLZVWDZLDMąF�SRVWDZLH�
LQWHOHNWXDOQHM�SRVWDZĊ�LQWXLF\MQą�Z�V]WXFH� 

&KZLVWHN�WZLHUG]Lá��ĪH�Ä>V@]WXND�PXVL�E\ü�Z\EXFKHP�LQVW\QNWX��]HUZDQLHP�
SĊW��D�W\P�VDP\P�REDOHQLHP�V]DEORQyZ��NDQRQyZ�L�NRGHNVyZ´������F��V��������
3RZLQQD� E\ü� REV]DUHP� ZROQRĞFL� WZyUF]HM� L� PLHĞFLü� Z� VRELH� ]DJDGNĊ� F]áR-
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ZLHF]HĔVWZD��3RVWXODW�WHQ�MHVW�PRĪOLZ\�GR�UHDOL]DFML��]GDQLHP�&KZLVWND��G]LĊNL�
SU]\MĊFLX� SU]H]� DUW\VWĊ� W]Z�� VFKHPDWX� ZURG]RQHJR� �SLHUZRWQHJR��� NWyUHJR�
Z]RU]HF� GRVWU]HF� PRĪQD� Z� V]WXFH� ÄOXG]L� SLHUZRWQ\FK�� G]LHFL� L� OXG]L� REáąND-
Q\FK´� �����k, s. ������ 6FKHPDW� SLHUZRWQ\� RGNU\ZD� DUW\VWD�Z� ÄU]HF]\ZLVWRĞFL�
GDQHM� QDP� ZH� ZáDVQ\P� RUJDQL]PLH´� �&KZLVWHN�� ����F�� V�� ������ Z� QDV]HM�
SRGĞZLDGRPRĞFL� �&KZLVWHN�� ����F�� V�� ������ ']LĊNL� ZáDĞFLZHM� PX� QDLZQRĞFL� 
L�ĞZLHĪRĞFL�VSRMU]HQLD�QD�ĞZLDW��DUW\VWD�MHVW�Z�VWDQLH�XFKURQLü�VLĊ�SU]HG�UDFMRQD-
OL]PHP� L� PHFKDQL]DFMą� ZVSyáF]HVQRĞFL� �&KZLVWHN�� ����k, s. 122). Obrazy 
QDPDORZDQH�]JRGQLH�]H�VFKHPDWHP�SLHUZRWQ\P�RG]ZLHUFLHGODMą�U]HF]\ZLVWRĞü�
Z\REUDĪHĔ� �&KZLVWHN�� ����F�� V�� ������ F]\OL� WĊ� U]HF]\ZLVWRĞü�� NWyUHM� UR]ZyM��
]GDQLHP�&KZLVWND��]DGHF\GXMH�R�NV]WDáFLH�V]WXNL�SU]\V]áRĞFi (2004f, s. 17). 

1D� GRZDUWRĞFLRZDQLX� VFKHPDWX�ZURG]RQHJR�� WZLHUG]Lá� &KZLVWHN�� SRZLQQD�
RSLHUDü� VLĊ� QRZRF]HVQD� HGXNDFMD� DUW\VW\F]QD�� $NDGHPLH� UHDOL]XMąFH� SURJUDP�
ufundowany na kulcLH� ZDUV]WDWX� L� XPLHMĊWQRĞFL� QDĞODGRZDQLD�Z\JOąGX� QDWXU\�
NV]WDáFą�� ZHGáXJ� &KZLVWND�� QLHVDPRG]LHOQH� MHGQRVWNL� WZyUF]H� �����i, s. 129). 
=DPLDVW�]DFKĊFDü�GR�HNVSHU\PHQWyZ�WZyUF]\FK��XWZLHUG]DMą�DGHSWD�Z�SU]HNR-
naQLX��ĪH�GRJPDW\F]QLH�ZSRMRQH�]DVDG\�wykonawstwa przedmiotów artystycz-
Q\FK�SURZDG]ą�GR�ÄZLHONLHM�V]WXNL´��&KZLVWHN�XZDĪDá��ĪH�ZLHOX�OXG]L�URG]L�VLĊ�
DUW\VWDPL�� DOH� SU]HVWDMH� QLPL� E\ü� ZUD]� ]� ZWáRF]HQLHP� Z� V\VWHP� V]NROQLFWZD�
(����J�� V�� ������ 'ODWHJR� SRGNUHĞODá�� ĪH� F]ĊVWR� QDGPLDU� ZLHG]\� V]NRG]L� JG\Ī�
ZLHG]D� QDGPLHUQLH� XF]\� SRNRU\�� NWyUD� QDMF]ĊĞFLHM� WáXPL� RGZDJĊ� WZyUF\� GR�
nowatorskich manifestacji artystycznych (1961c, s. 183). 

2SDUFLH�HGXNDFML�Z�V]NRáDFK�L�DNDGHPLDFK�QD�VFKHPDFLH�SLHUZRWQ\P�PLDáR�
GDZDü� V]WXFH� MHV]F]H� MHGQą�� UyZQLH� LVWRWQą� V]DQVĊ� Tworzone przez artystów 
dzieáD�� MDN� WZLHUG]Lá� &KZLVWHN�� E\á\E\� EDUG]LHM� ]UR]XPLDáH� GOD� SXEOLF]QRĞFL; 
s]WXND�Z� VZRLFK� SRF]ąWNDFK�PLDáD� E\ü� ERZLHP�SRZV]HFKQLH� GRVWĊSQD� L� MDVQD� 
Z�VZ\FK�]DPLDUDFK������E��V��������&KRFLDĪ�Z�REOLF]X�ZLHORZLHNRZHM�WUDG\FML�
historyczno-DUW\VW\F]QHM� QDZUyW� GR� SU\PLW\ZL]PX� MHVW� QLHPRĪOLZ\�� QDOHĪ\��
]GDQLHP�&KZLVWND��SRZUyFLü�GR�FKDUDNWHU\]XMąFHM� Mą�V]F]HURĞFL��Z\NOXczaMąFHM�
wszelkie mitotwórcze mistyfikacje pozy artystowskiej (1961c, s. 259). 

,GHDá� WDN� SRMĊWHM� V]WXNL� SU\PLW\ZQHM� XFLHOHĞQLDMą�� MDN� ZLHU]\á� &KZLVWHN��
G]LHáD� IRUPLVWyZ��Ä)RUPLĞFL�PDORZDOL� WDN�� MDN�F]XOL��%\OL� WR� OXG]LH�F]XMąF\�SR�
SURVWX�� SHáQL� IDQWD]ML� L� QDLZQRĞFL� ]DLVWH� G]LHFLĊFHM´� �&KZLVWHN�� ����k, s. 121). 
6SRĞUyG�G]LHá�IRUPLVW\F]Q\FK�&KZLVWHN�V]F]HJyOQLH�FHQLá�SUDFH�7\WXVD�&]\ĪHZ-
skiego (Zbójnik, Madonna), Zbigniewa Pronaszki (pomnik Adama Mickiewicza 
w Wilnie), Andrzeja Pronaszki (ĝZ�� )UDQFLV]HN) i Jana Hrynkowskiego (ĩRQ-
gler���&KZLVWHN������N��V�����������M��V�����������D��V��������:LG]LDá�Z�QLFK�QLH�
tylko szczerą� Z\SRZLHGĨ� DUW\VW\F]Qą�� DOH� WDNĪH� ]DOąĪHN� QRZHM� RGVáRQ\�
QDURGRZHJR� VW\OX�� PDMąFHJR� VZH� ĨUyGáR�� MDN� VąG]Lá�� Z� SROVNLP� PDODUVWZLH�
cechowym XVII wieku (Chwistek, 1960j, s. 121). Kontynuatorów formistycznej 
ZUDĪOLZRĞFL� GRSDWU\ZDá� VLĊ� Z� DUW\VWDFK� ,� *UXS\� .UDNRZVNLHM�� D� ]ZáDV]F]D� 
Z�6WDQLVáDZLH�2VRVWRZLF]X��6DV]\�%ORQGHU]H��/HRSROG]LH�/HZLFNLP�L�+HQU\NX�
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:LFLĔVNLP�� 3LVDá� R� G]LHáDFK� 2VRVWRZLF]D� L� %ORQGHUD�� ĪH� XMDZQLDMą� RQH� ZUR-
G]RQ\�VFKHPDW� U]HF]\ZLVWRĞFL�Z�QDMF]\VWV]HM� IRUPLH��2PDZLDMąF� MHGQą�]�Z\V-
taw Grupy KrakRZVNLHM�]������URNX��V]F]HJyáRZR�RSLVDá�REUD]�Niedziela Oso-
VWRZLF]D��GRSDWUXMąF�VLĊ�Z�QLP�ĞODGyZ�VWUHIL]PX��Ä-HVW�>WX@�SU\PLW\ZQ\�VSRNyM� 
L� SRZDJD�� NWyUD� Sá\QLH� ]� ]DJáĊELHQLD� VLĊ� Z� WDMHPQLFĊ� LVWQLHQLD´� ������� V�� ����
6]F]HURĞü� L� DXWHQW\F]QRĞü� SRV]XNLZDĔ� Páodych polskich twórców Chwistek 
SU]HFLZVWDZLDá� V]WXF]QHM� ± w swojej ocenie ± PDQLHU]H�� MDNą� PLDáR� UHSUH-
]HQWRZDü�ZLHOX�yZF]HĞQLH�G]LDáDMąF\FK�PRGHUQLVWyZ�L�DZDQJDUG]LVWyZ� 

2VRELVWD� NU\W\ND� NLONX� WHQGHQFML� V]WXNL� QRZRF]HVQHM� QLH� V]áD� X� &KZLVWND� 
w parze z dHSUHFMDFMą�LFK�]QDF]HQLD�GOD�KLVWRULL�V]WXNL��$UW\VWD�QLH�SU]HSDGDá�]D�
HNVSUHVMRQLVW\F]Qą�GHIRUPDFMą�L�WHPDW\F]Q\PL�SUHIHUHQFMDPL�PDODUVWZD�HNVSUH-
sjoQLVW\F]QHJR�� .U\W\NRZDá� QD� SU]\NáDG� &KDLPD� 6RXWLQH¶D� ]D� ÄVSRWĊJRZDQLH�
UHDOLVW\F]QHJR�ZUDĪHQLD´������i, V��������QLH�ZDKDá�VLĊ�MHGQDN�SU]\]QDü�HNVSUH-
sjonizmowi poczesnego miejsca w genealogii formizmu (1960k, s. 115). Podob-
QLH�GZXWRURZą�RFHQĊ�Z\UDĪDá�&KZLVWHN�Z�RGQLHVLHQLX�GR�3LFDVVD��EH]DSHODF\M-
QLH� SRWZLHUG]DMąF� ZDUWRĞü� MHJR� PDODUVWZD� Z� RNUHVLH� NXELVW\F]nym (1960k,  
V�������� DOH� MHGQRF]HĞQLH�Z\UDĪDMąF� VSU]HFLZ�ZREHF� WHQGHQFML�NODV\F\]XMąF\FK�
Z� MHJR� SUDFDFK� ]� SRF]ąWNX� ODW� GZXG]LHVW\FK� �����i�� V�� ������ :� NRQWHNĞFLH�
NXEL]PX� MHGQR]QDF]QLH� SR]\W\ZQLH� Z\SRZLDGDá� VLĊ� QD� WHPDW� SUDF� %UDTXH¶D� 
i Légera (1960i, s. 1�����&KRFLDĪ�QLH�FHQLá�HNVSHU\PHQWyZ�Z�G]LHG]LQLH�NRODĪX� 
L� DEVWUDNFML�� QLH� RGPDZLDá� LP� SUDZD� GR� LVWQLHQLD� �����F�� V�� ������ 1DMF]ĊĞFLHM�
ZDUWRĞFLRZDá� SR]\W\ZQLH� SRV]XNLZDQLD� IXWXU\VWyZ� ZáRVNLFK�� 'RFHQLDá� ]DSUR-
SRQRZDQH� SU]H]� QLFK� UR]ZLą]DQLD� GRW\F]ąFH� XND]\wania dynamiki czaso-
SU]HVWU]HQQHM�� VDP�]UHV]Wą�F]HUSLąF�]�QLFK�Z�VZRLP�PDODUVWZLe (1960m, s. 90; 
1960k, s. 115). 3RG]LZLDá�REHFQ\�Z�REUD]DFK�&HOQLND�5RXVVHDX�ÄGUHV]F]�QLHSR-
NRMX´�� JDQLá� NRQZHQFMRQDOL]P� SU]HGVWDZLHĔ� X� 3XYLVD� GH� &KDYDQQHVa (1960i,  
s. 141). :\UDĪDá� VLĊ� QLHSRFKOHEQLH� R� VHFHVML� L� V\PEROL]PLe (1960a, s. 94, 96),
D�REUD]\�-DFND�0DOF]HZVNLHJR�RGELHUDá�MDNR�ÄPGáH�L�EH]EDUZQH´������i, s. 146). 
&KRü� &KZLVWHN� Z\SRZLDGDá� DPELZDOHQWQH� RSLQLH� QD� WHPDWX� LPSUHVMRQL]PX��
MHJR�XOXELRQ\P�PDODU]HP�WHJR�NLHUXQNX�E\á�5HQRLU (1960i, s. 138). 

&KZLVWHN� QLH� E\á� RF]\ZLĞFLH� QLH]PLHQQ\� Z� VZ\FK� SRJOąGDFK� NU\W\F]QR- 
-DUW\VW\F]Q\FK�� 3RG�ZSá\ZHP� HZROXFML� twórczej i rozwoju teorii sztuki zmie-
QLDá\� VLĊ� MHJR� ZDUWRĞFLRZDQLD�� .U\W\ND� DUW\VW\F]QD� Z� XMĊFLX� &KZLVWND� MHVW�
ERZLHP� G]LDáDOQRĞFLą� VW\PXORZDQą� SU]HĪ\FLDPL� DUW\VW\F]Q\PL�� D� Z\WZDU]DQH�
G]LĊNL�QLP�LQG\ZLGXDOQH�ÄPX]HD�Z\REUDĨQL´�QLHXVWDQQLH�]PLHQLDMą�VZyM�NV]WDáW�
SRG�ZSá\ZHP�NROHMQ\FK� VSRWNDĔ�]�G]LHáDPL� V]WXNL�� 3RJOąG\�&KZLVWND�QD�NU\-
W\NĊ��PLPR�SRVWXORZDQHJR�SU]H]�NRQFHSFMĊ�LQG\ZLGXDOQ\FK�V\VWHPyZ�HVWHW\F]-
Q\FK� SOXUDOL]PX�� Vą� QLH]Z\NOH� Z\UD]LVWH�� 6WDQRZLą� NRQNUHW\]DFMĊ� ĞZLDWRSR-
JOąGX�ILOR]RILF]QHJR�LFK�DXWRUD��SR]RVWDMąF�Z�QLHUR]HUZDOQ\P�]ZLą]NX�]�WHRULą�
ZLHORĞFL� U]HF]\ZLVWRĞFL� L� UDFMRQDOL]PHP� NU\W\F]Q\P�� ,FK� ZLHORZ\PLDURZRĞü�� 
Z�W\P�WDNĪH�LFK�SRGVNyUQ\�]ZLą]HN�]�SURZDG]RQ\PL�SU]H]�&KZLVWND�EDGDQLDPL�
QDXNRZ\PL��VWDQRZL��MDN�VąG]Ċ��R�LFK�XQLNDOQRĞFL� 
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3RGVXPRZXMąF� SRZ\ĪV]H� UR]ZDĪDQLD� PRĪQD� VWZLHUG]Lü�� ĪH� NU\W\ND� V]WXNL� 
Z�XMĊFLX�&KZLVWND�MDZL�VLĊ�MDNR�KHWHURJHQLF]Q\�REV]DU�UHIOHNVML��ZVSyáNV]WDáWR-
ZDQ\�SU]H]�P\ĞOL��LGHH�L�PHWRG\�SRĞUHGQLR�OXE�ZSURVW�]DF]HUSQLĊWH�]�GZyFK�VIHU�
wiedzy ± naukowej i artystycznej ± RUD]�Z]ERJDFDQ\�SU]H]�RGSRZLDGDMąFH� LP�
kategorie poznawcze ± rozum i instynkt twórczy. Chwistkowy model krytyki 
DUW\VW\F]QHM� MHVW�ZLĊF�QLHMDNR�]DZLHV]RQ\�PLĊG]\�GZRPD�ELHJXQDPL�± czynni-
kiem racjonalnym a irracjonalnym, metodycznym a intuicyjn\P��G\VF\SOLQXMą-
F\P�D�HNVSUHV\MQ\P��&R�SUDZGD�REV]DU\�QDXNL�L�V]WXNL�E\á\�GOD�&KZLVWND�ĞFLĞOH�
UR]JUDQLF]RQH�� W\P�VDP\P�ĞZLDWRSRJOąGRZR�QLH�Z\NUDF]Dá�RQ�SR]D�UDP\�PR-
GHUQLVW\F]QHJR� VSRVREX� P\ĞOHQLD�� RSHUXMąFHJR� UHWRU\Ną� GXDOL]PyZ�� QLHPQLHM�
MHGQDN�FDáRĞFLRZR�SRMĊWD�NRQFHSFMD�NU\W\NL�V]WXNL�DXWRUD�WHRULL�ZLHORĞFL�U]Hczy-
ZLVWRĞFL� ]GDMH� VLĊ� QLHMDNR� SRGZDĪDü� MHJR� VWDQRZF]H� GHNODUDFMH� R� RGUĊEQRĞFL�
G]LDáDOQRĞFL�DUW\VW\F]QHM�L�QDXNRZHM��3U]\MPRZDQD�ERZLHP�SU]H]�QLHJR�NDWHJR-
ULD�GRĞZLDGF]HQLD�áąF]\�Z�VRELH�FHFK\�REiektywizmu i subiektywizmu, koncep-
cja indywidualnych systemów estetycznych zdradza inspiracje logiczne i psy-
choORJLF]QH�� QDWRPLDVW� SU]\MĊWH� SU]H]� PDODU]D� NU\WHULD� ZDUWRĞFLRZDQLD� Vą� 
w jednych miejscach poparte naukowym uzasadnieniem, w innych pobrzmiewa  
Z� QLFK� GXPD� DUW\VW\F]QHM� DUELWUDOQRĞFL��:� WHQ� VSRVyE�&KZLVWNRZD� NRQFHSFMD�
NU\W\NL� V]WXNL� VWDQRZL� QLHMDNR� ]DSRZLHGĨ� SyĨQLHMV]\FK� SU]HPLDQ� SROVNLHM� NU\-
W\NL� DUW\VW\F]QHM�� NWyUD�Z� QDVWĊSQ\FK� GHNDGDFK� GRNRQDáD� VLĊ� ]D� VSUDZą� WDNLFK�
LQG\ZLGXDOQRĞFL�MDN�0LHF]\VáDZ�3RUĊEVNL�F]\�-HU]\�/XGZLĔVNL� 
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BETWEEN REASON AND CREATIVE INSTINCT 
/(21�&+:,67(.¶6�$3352$&+�72�$57�CRITICISM 

Abstract 
Leon Chwistek was one of the most important thinkers in the inter-war Poland. As a philosopher, 
logician, artist and art theorist, he frequently commented on historical and contemporary aspects 
of artistic life, formulating his distinct ideas concerning art criticism. The aim of this article is to 
synthetically discuss these ideas and to outline the cultural and artistic context that shaped them. 
In order to achieve this goal, the author of the article refers to both the art theoretical output of 
Chwistek and his philosophy as well as scientific research. Having employed a descriptive 
method, the author presents the main questions of art criticism discussed by Chwistek in his 
various texts. The following aspects are examined: the role of art critics in society, experience as 
D�EDVLV�RI�FULWLFDO�RSLQLRQ��PHWKRGRORJ\�RI�DUW�FULWLF¶V�ZRUN��FULWHULD�IRU�HYDOXDWLRQ�RI�ZRrks of art 
and creative attitudes. In his writings Chwistek emphasized the importance of theory for artistic 
practice, but even more strongly he stressed the illuminating power of experience, which is able to 
undermine aesthetic dogmas and which should remDLQ�WKH�EDVLF�GHWHUPLQDQW�RI�FULWLF¶V�DFWLYLW\� 
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IMPULS KRYTYKI ARTYSTYCZNEJ LEONA CHWISTKA 

Abstrakt 
Tekst omawia ]ZLą]ek VIRUPXáRZDQHM�SU]H]�/HRQD�&KZLVWND�NRQFHSFML�SU]HĪ\FLD�DUW\VW\F]QHJR� 
]� FKDUDNWHUHP� RFHQ� GRW\F]ąF\FK� QDMQRZV]\FK� ]MDZLVN� Z� V]WXFH� SROVNLHM� IRUPXáRZDQ\FK� SU]H]�
niego w latach 30. XX w. 8ND]XMH�SRNUHZLHĔVWZR�WHM�NRQFHSFML�]�SRMĊFLHP�ÄFDáRĞFLRZHJR�VHQVX�
plast\F]QHJR�G]LHáD�V]WXNL´��RNUHĞODMąF\P�FKDUDNWHU�HNVSHU\PHQWyZ�DUW\VW\F]Q\FK�GRNRQ\ZDQ\FK�
Z� ĞURGRZLVNX� SU]HGZRMHQQHM� *UXS\� .UDNRZVNLHM�� 8IXQGRZDQD� QD� ]DáRĪHQLDFK� WHRULL� ZLHORĞFL�
U]HF]\ZLVWRĞFL�� NRQFHSFMD� SU]HĪ\FLD� DUW\VW\F]QHJR� SRGNUHĞOD� QLHUR]G]LHOQRĞü� GRĞZiadczenia od-
ELRUX�U]HF]\ZLVWRĞFL�Z\REUDĪHQLRZHM�G]LHáD�V]WXNL�]�LPSXOVHP�MHM�ZVSyáWZRU]HQLD��:�]DPLHU]H-
QLX�&KZLVWND� NRQFHSFMD� WD� GRVWDUF]Dü�PRJáD� XJUXQWRZDQLD� WHRUHW\F]QHJR� V]WXNL� ]DDQJDĪRZDQHM�
VSRáHF]QLH��6WDQRZLü�PLDáD� UyZQLHĪ� IXQGDPHQW�GOD�NUHĞORQHJR�przez Chwistka projektu nomina-
OLVW\F]QHM�HVWHW\NL�]RULHQWRZDQHJR�QD�Z\SUDFRZDQLH�LQWHUVXELHNW\ZQ\FK�]DVDG�RFHQ\�G]LHá�V]WXNL��
QD� SRGVWDZLH� SRGGDQ\FK� UHIOHNVML� WHRUHW\F]QHM� LQG\ZLGXDOQ\FK� GRĞZLDGF]HĔ� RGELRUX�� SU]H]�
ZVSyOQRWĊ� RVyE� ]DDQJDĪRZDQ\FK�Z� SXEOLF]Qą� G\VNXVMĊ� R� V]WXFH��:\SUDFRZDQH�Z� UDPDFK� WHJR�
SURMHNWX�NU\WHULD�RFHQ\�G]LHá�V]WXNL�PRJá\�]QDOHĨü�]DVWRVRZDQLH�Z�NU\W\FH�DUW\VW\F]QHM� 

6áRZD�NOXF]RZH:  
IRUPL]P��ZLHORĞü�U]HF]\ZLVWRĞFL��U]HF]\ZLVWRĞü�Z\REUDĪHĔ��*UXSD�.UDNRZVND 

Leon Chwistek SU]\MPRZDá� UROĊ� NU\W\ND� V]WXNL� VWRVXQNRZR� U]DGNR�� :� MHJR�
pismach publikowanych w latach 20. i 30. XX w. ]QDMGXMHP\�ZLHOH�RGQLHVLHĔ�
GR�ELHĪąF\FK�]MDZLVN�DUW\VW\F]Q\FK��MHGQDN�QLHZLHOH�]�QLFK�PD�FKDUDNWHU�V]F]H-
JyáRZ\FK� NRPHQWDU]\� GRW\F]ąF\FK� ]GDU]HĔ� DUW\VW\F]Q\FK� OXE� RNUHĞORQ\FK�
G]LHá��1DMF]ĊĞFLHM�PDMą�RQH�FKDUDNWHU�Z]PLDQHN�SRGNUHĞODMąF\FK�Z\VRNą�MDNRĞü�
RVLąJQLĊü� OXE� QRZDWRUVWZR� SRVWDZ� REVHUZRZDQ\FK� SU]H]� QLHJR� DUW\VWyZ�� 7H�
Z\SRZLHG]L� &KZLVWND�� NWyUH� PRĪQD� E\áRE\� VNRMDU]\ü� ]� SRMĊFLHP� NU\W\NL�
artystycznej, sWDQRZLą� NRQVHNZHQFMH� UR]VWU]\JQLĊü� WHRUHW\F]Q\FK� GRNRQ\ZD-
Q\FK� QD� Z\ĪV]\FK� SLĊWUDFK� UHIOHNVML� WHRUHW\F]QHM� ± w dziedzinach ontologii, 
ORJLNL�� VHPDQW\NL�� HVWHW\NL�� SV\FKRORJLL� WZyUF]RĞFL� F]\� UHIOHNVML� VSRáHF]nej. 

https://creativecommons.org/licenses/by-nc-nd/4.0/
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https://orcid.org/0000-0002-2982-9213


3DZHá�3ROLW 46 

:\VWĊSXMąFH� Z� VWRVXQNRZR� QLHOLF]QHM� JUXSLH WHNVWyZ�� SXEOLNRZDQ\FK� QD� áD-
mach czasopism kulturalnych1�� V\WXXMą� VLĊ�RQH�QD�SU]HFLĊFLX�FLąJyZ�DUJXmen-
WDFML� ]PLHU]DMąF\FK� GR� UR]VWU]\JQLĊFLD� RJyOQLHMV]\FK� SUREOHPyZ�� 6ą�Z\UDzem 
SRVWDZ\� ĞZLDWRSRJOąGRZHM�� NWyUą� &KZLVWHN� RNUHĞODá� PLDQHP� racjonalizmu 
krytycznego ± postawy z gruntu antymetafizycznej i pluralistycznej. 

1LH�PRĪQD�SRPLQąü�IDNWX��ĪH�RZH�VąG\�NU\W\F]QH�IRUPXáRZDQH�SU]H]�DUW\VWĊ 
QD�WHPDW�ZVSyáF]HVQ\FK�PX�]MDZLVN�DUW\VW\F]Q\FK�QLH�E\á\�Z\SRZLDdane z po-
zycji bezstronnego obserwatRUD��DOH�WZyUF\�GąĪąFHJR�GR�VIRUPXáRZDnia podstaw 
WHRUHW\F]Q\FK� QXUWyZ�� Z� NWyU\FK� XF]HVWQLF]\á�� &KZLVWHN-prawodawca ruchu 
IRUPLVW\F]QHJR�WR�DXWRU�ĞZLDGRP\�QLH�W\ONR�QDMQRZV]\FK�ZąWNyZ�UHIOHNVML�ILOR-
zoficznej ± empiriokrytycyzmu i logistyki ± DOH� UyZQLHĪ przemian sztuki 
QRZRF]HVQHM��NWyU\FK�PDQLIHVWDFMH�PyJá�REVHUZRZDü�SRGF]DV�SRE\WX�Z�3DU\ĪX�
w latach 1912±������ 3R� ODWDFK� NLONDNURWQLH� SU]\ZRá\ZDá� VLOQH�ZUDĪHnie, jakie 
Z\ZDUáD� QD� QLP� SUH]HQWDFMD� V]WXNL� QRZRF]HVQHM�� Z� W\P� NXEL]PX�� Z� UDPDFK�
Salon d¶Automne Z� ����� URNX�� RSLV\ZDá� Mą� HPIDW\F]QLH� Z� NDWHJRriach 
ÄSU]HF]XFLD�ZLHONLFK�PRĪOLZRĞFL´� QRZHM� V]WXNL� ������� V�� ������ ÄREáąNDĔczego 
Z\EXFKX��U\NX�Ī\ZLRáyZ�VSXV]F]RQ\FK�]�áDĔFXFKD´������H��V�������� 

Wypowiedzi Chwistka o sztuce, szczególnie te z lat 30. Z\UyĪQia ów ele-
PHQW�IDVF\QDFML��QHXWUDOL]RZDQ\�SRF]ąWNRZR�Z�WHNVWDFK�HNVSOLNXMąF\FK�]DáRĪH-
QLD�WHRULL�ZLHORĞFL�U]HF]\ZLVWRĞFL��SXEOLNRZDQ\FK�QD�SU]HáRPLH�GUXJLHM�L�WU]HFLHM�
GHNDG\�;;�ZLHNX��QDVWĊSQLH�GRFKRG]ąF\�Z�SHáQL�GR�JáRVX�Z�SXblikacjach z za-
kresu teorii kultury, estetyki i krytyki sztuki��:�SUDFDFK�]�SyĨQLHMszego okresu 
F]ĊVWRNURü� SRGNUHĞODá� RQ� QLHUR]G]LHOQRĞü� RGELRUX� V]WXNL� L� LPSXOVX� WZyUF]HJR��
E\á\�RQH�GOD�QLHJR�ĞFLĞOH�VSOHFLRQ\PL�VNáDGQLNDPL�GRĞZLDGF]HQLD��NWyUH�RNUHĞODá�
PLDQHP�SU]HĪ\FLD�DUW\VW\F]QHJR��=JRGQLH�]� Wą�NRQFHSFMą��UHFHSFMD�G]LHáD�SROH-
JDü�PD�QD�DNW\ZQ\P�SU]HĪ\ZDQLX�MHJR�Z\REUDĪHQLRZHM�U]HF]\ZLVWRĞFL��JUDQL-
F]ąF\P�]�MHM�ZVSyáWZRU]HQLHP�� 

)RUPXáXMąF�VąG\�QD�WHPDW�ZVSyáF]HVQ\FK�PX�]MDZLVN�DUW\VW\F]Q\FK, Chwi-
VWHN� SRVáXJLZDá� VLĊ� NU\WHULXP� LQWHQV\ZQRĞFL� JHQHURZDQ\FK� SU]H]� QLH� SU]HĪ\ü��
=PLHU]Dá�GR�XJUXQWRZDQLD�WHRUHW\F]QHJR�RZHJR�NU\WHULXP�Z�SURMHNFLH�QRPLQD-
listycznej estetyki zorientowanym na wypracowanie intersubiektywnych zasad 
RFHQ\� G]LHá� V]WXNL�� QD� SRGVWDZLH� SRGGDQ\FK� UHIOHNVML� WHRUHW\F]QHj indywidual-
Q\FK�GRĞZLDGF]HĔ�RGELRUX��SU]H]�ZVSyOQRWĊ�RVyE�]DDQJDĪRZDQ\FK�Z�SXEOLF]Qą�
G\VNXVMĊ�R�V]WXFH��:�QLQLHMV]\P�WHNĞFLH�]DPLHU]DP�XND]Dü�]ZLą]HN�UR]ZLMDQHM�
SU]H]�&KZLVWND�NRQFHSFML�SU]HĪ\FLD�DUW\VW\F]QHJR�]�FKDUDNWHUHP�RFHQ�GRW\F]ą-
cych najnowszych ]MDZLVN�Z�V]WXFH�SROVNLHM�IRUPXáRZDQ\FK�SU]H]�QLHJR�Z�OD-
WDFK� ���� %ĊG]LH� WR� RND]Mą� GR� XND]DQLD� ]ZLą]NX� WHM� NRQFHSFML� ]� SRMĊFLHP�
ÄFDáRĞFLRZHJR� VHQVX� SODVW\F]QHJR� G]LHáD� V]WXNL´� RNUHĞODMąFHJR� FKDUDNWHU�
eksperyPHQWyZ� DUW\VW\F]Q\FK� GRNRQ\ZDQ\FK� Z� ĞURGRZLVNX� Srzedwojennej 
Grupy Krakowskiej.  

1 'R�WHNVWyZ�&KZLVWND�RGSRZLDGDMąF\FK�ĞFLĞOHM�IRUPXOH�NU\W\NL�DUW\VW\F]QHM�QDOHĪ\�]DOLF]\ü SLĊü�
pozycji opublikowanych w prasie codziennej i kulturalnej (1932, 1933, 1936, 1937, 1938). 
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5R]ZDĪDMąF� PRĪOLZRĞü� HVWHW\NL� RSDUWHM� QD� NRQFHSFML� SU]HĪ\FLD� DUW\VW\F]-
QHJR��&KZLVWHN�RGZRáXMH�VLĊ�GR�ĨUyGáRZ\FK�GRĞZLDGF]HĔ�]HWNQLĊFLD�VLĊ�]H�V]WX-
Ną�UHQHVDQVRZą��Z�V]F]HJyOQRĞFL�]�REUD]DPL�7\FMDQD�L�7LQWRUHWWD��W Zagadnie-
niach kultury duchowej w Polsce (1930) SU]\ZRáXMH�Z\QLNDMąF\�]�REFRZDQLD�]�W\PL�
G]LHáDPL� 

V]Dá�]DFKZ\WX��-DNLHĞ�XSRMHQLH�JUDQLF]ąFH�]�REáĊGHP��SRF]XFLH�UR]NRV]\�SUDZLH�
IL]\F]QHM�� D� ]DUD]HP� WĊVNQRW\� QLHRJDUQLRQHM�� WĊVNQRW\� ]D� W\P�� ĪHE\� WDNL� ĞZLDW�
E\á��ĪHE\�WD�UR]NRV]�Ī\ZD��WU\VNDMąFD�]�W\FK�SáyFLHQ�QLH�XVWDZDáD�QLJG\��L�MHV]F]H�
MHGQR��ĪHE\P�MD�PyJá�Mą�WZRU]\ü�GR�ZROL��W\OH��LOH�W\ONR�]DSUDJQĊ�(1961, s. 179). 

6SHF\ILND�W\FK�GRĞZLDGF]HĔ�ZLNáD�]H�VREą�RNUHĞORQą�RSW\NĊ�HVWHW\F]Qą��RNUHĞOD-
MąFą�NLHUXQHk wyborów teoretycznych i artystycznych. Chwistek stwierG]Lá�� ĪH� 
Z�SU]HĪ\FLDFK�W\FK�QLH�E\áR 

1LF� ]� EH]LQWHUHVRZQHM� NRQWHPSODFML�.DQWD� DQL� ]H� VNRMDU]HĔ�XF]XFLRZ\FK� ]QD-
Q\FK�PL�SRG�ZSá\ZHP�V]WXNL�SROVNLHM��%\á�WR�FRĞ�UDF]HM�SRNUHZQHJR�]�HQWX]MD-
zmem, Z\ZRáDQ\P� R� ZLHOH� SU]HGWHP�� SU]H]� VRQDW\� L� V\PIRQLH� %HHWKRYHQD��
W\ONR�EDUG]LHM�]P\VáRZH��EDUG]LHM�NRQNUHWQH��SU]HVXQLĊWH�Z�NLHUXQNX�REĪHUDQLD�
VLĊ� MDNLPLĞ�VRF]\VW\PL�RZRFDPL��2G� WHJR�F]DVX� MHVWHP�SHZQ\��ĪH�ZLHP��FR� WR�
jest sztuka (1961, s. 179).  

3U]HĪ\FLH� DUW\VW\F]QH� WRĪVDPH� MHVW� GOD� &KZLVWND� ]� SU]HE\ZDQLHP� Z� U]HF]\-
ZLVWRĞFL�RNUHĞORQHJR�G]LHáD� V]WXNL��SU]HNRQDQLH� WR�Z\GDMH� VLĊ� VWDQRZLü� LVWRWQą�
PRW\ZDFMĊ� MHJR� NRQFHSFML�ZLHORĞFL� U]HF]\ZLVWRĞFL��:�P\ĞOHQLX�&KZLVWND� QLH-
VSU]HF]QRĞFL� DNVMRPDWyZ�RNUHĞODMąF\FK� VWDWXV� RQW\F]Q\� U]HF]\ZLVWRĞFL� GDQHJR�
W\SX� RGSRZLDGD� NRPSOHWQRĞü� GRĞZLDGF]HQLD� WHM� U]HF]\ZLVWRĞFL� Z� SU]HĪ\FLX�
DUW\VW\F]Q\P��:\MDĞQLD�RQ��ĪH�Z�V]WXFH�Z\REUDĪHQLRZHM��NWyUHM�SHáQą�HPDQDFMą�
E\á�GOD�QLHJR�IRUPL]P��Ä>F@KRG]L�R�VWZRU]HQLH�ZáDĞFLZHJR�milieu��SROHJDMąFHJR�
QD�Z]DMHPQ\P�XVWRVXQNRZDQLX� UyĪQ\FK� NV]WDáWyZ�EDUZQ\FK�� NWyUH� Vą�ZáDĞFL-
wymi elementami obrazu. Ale powstanie takiego milieu jest równoznaczne  
z rzuFHQLHP� SRGVWDZ� SRG� QRZą� U]HF]\ZLVWRĞü´� �����I�� V�� ������ .RQVWUXNFMD�
IRUP\� VWDMH� VLĊ� WHG\� WZRU]HQLHP� DXWRQRPLF]QHM� G]LHG]LQ\� REUD]X� VWDQRZLąFHM�
ÄĞZLDW�RGUĊEQ\��ĞZLDW�]DPNQLĊW\�Z�VRELH��D�ZV]HONLH�SUyE\�VWRsowania do niej 
NU\WHULyZ�]DF]HUSQLĊW\FK�]�Ī\FLD� OXE�]�QDXN�SU]\URGQLF]\FK�SURZDG]ą�QDW\FK-
PLDVW�GR�]QLHNV]WDáFHQLD�SU]HĪ\FLD�DUW\VW\F]QHJR�L U]XFDMą�QDV�QD�SDVWZĊ�QXGQHM�
L�EH]FHORZHM�LQIRUPDFML´��&KZLVWHN������H��V������� 

5R]ZDĪDMąF� VSHF\ILNĊ� U]HF]\ZLVWRĞFL� SU]\QDOHĪQHM� G]LHáX� V]WXNL�� &KZLVWHN�
XZDOQLD� MH� RG� UHODFML� RGZ]RURZDQLD� RNUHĞORQHJR� GHV\JQDWX��8ZDĪD�� ĪH�Z�Z\-
SDGNX�NDĪGHJR�G]LHáD�ÄVWRVXQek ten jest w zasadzie zawsze ten sam, a zmienia 
VLĊ�W\ONR�U]HF]\ZLVWRĞü��]�NWyUą�DUW\VWD�PD�GR�F]\QLHQLD´��1LH�XZDĪD��E\�ÄDUW\VWD�
SRGGDZDá� GHIRUPDFMRP� MDNąĞ� RELHNW\ZQą� U]HF]\ZLVWRĞü�� 5]HF]\ZLVWRĞü� MHVW�
WDND�� MDND� MHVW� QD� REUD]LH´� ������� V�� ������ àąF]\� U]HF]\ZLVWRĞü� G]LHáD� ]� MHJR�
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WUHĞFLą�� NWyUą� RNUHĞOD� Z� NDWHJRULDFK� ÄSHZQHM� DQDORJLL� ]H� ĞZLDWHP� U]HF]\ZL-
VW\P´�� .RQVWDWXMH�� LĪ� WUHĞü� MHVW� W\P�� ÄFR� Z� G]LHOH� V]WXNL� MHVW� ZVSyOQH� ]� U]H-
F]\ZLVWRĞFLą´�(1961, s. 245). 

&KZLVWHN�G\VWDQVXMH�VLĊ�ZREHF�SRMĊFLD�V]WXNL�EH]SUzedmiotowej; stwierdza, 
ĪH�ZH�ZV]\VWNLFK�ÄG]LHáDFK�V]WXNL�PDP\�GR�F]\QLHQLD�]�U]HF]\ZLVWRĞFLą´��1961, 
s. 245)��.ZDGUDW\� L� URPE\�ZLGRF]QH�Z� NRPSR]\FML� JHRPHWU\F]QHM� Vą� MHM� U]H-
F]\ZLVWRĞFLą� L� PDMą� GRNáDGQLH� WHQ� VDP� VWDWXV�� FR� SU]HGPLRW\� ]� FRG]LHQQHJR�
otoczenLD� ZLGRF]QH� Z� NRPSR]\FML� XND]XMąFHM� SU]HGPLRW\� F]\� SRVWDFLH�� 7HQ�
VSRVyE� UR]XPLHQLD� WUHĞFL� REUD]X� MHVW� ]DVDGQLF]ą� SU]HVáDQNą� MHJR� VWDQRZF]HM�
UHIXWDFML�QDWXUDOL]PX��V]F]HJyOQLH�MHJR�PRFQR�MXĪ�VSyĨQLRQHM�Z�GZXG]LHVWROHFLX�
PLĊG]\ZRMHQQ\P�ZHUVML�LPSUHVMRQLVW\F]QHM��IDZRU\]RZDQHM�SU]H]�ZVSyáF]HVQą�
&KZLVWNRZL� NRQVHUZDW\ZQą� NU\W\NĊ� V]WXNL�� 3U]HV]NDG]D�PX� SR]RUQ\� RELHNW\-
ZL]P��UHFHSW\ZQRĞü�L�]G\VWDQVRZDQLH�PDODUVWZD�QDWXUDOLVW\F]QHJR��MHJR�SRGSR-
U]ąGNRZDQLH�Z\PRJRP�SR]QDZF]\P��7ZLHUG]L��ĪH�ÄG]LHáR�V]WXNL�VNUDMQLH�QDtu-
UDOLVW\F]QHM�QLH� W\ONR�QLH�GDMH�]áXG]HQLD� U]HF]\ZLVWRĞFL�� DOH�Z\GDMH� VLĊ�RG�QLHM�
QLHUD]�EDUG]LHM�GDOHNLH�QLĪ� MDNLĞ�SU\PLW\Z� OXE� V]NLF� LPSUHVMRQLVW\F]Q\´� �1961,  
V�� ������ =H� V]F]HJyOQą� RVWURĞFLą� SLĊWQXMH�ZVSyáF]HVQ\�PX� V\VWHP� V]NROQLFWZD�
DUW\VW\F]QHJR��RSDUW\�R�G\UHNW\ZĊ�SRJáĊELDQLD�]QDMRPRĞFL�QDWXU\� 

1HXWUDOL]XMąF� IXQNFMĊ� PLPHW\F]Qą� G]LHáD�� &KZLVWHN� JáRVL� SRVWXODW� ĞFLVáHJR�
]LQWHJURZDQLD� IRUP\� L� WUHĞFL� REUD]X�� XVWDOHQLD� RGSRZLHGQLRĞFL� PLĊG]\� QLPL��
SRGNUHĞODMąF�]DUD]HP�SU\PDW�SLHUZV]HM��6WZLHUG]D��ĪH� 

DUW\VWD�QLH�PD�SUDZD�ĪąGDü�RG�ZLG]D�DEVWUDKRZDQLD�RG� WUHĞFL�REUD]X��DOH�PXVL�
XPLHü�XMąü�WUHĞü�Z�WHQ�VSRVyE��DĪHE\�QLH�SRFKáDQLDáD�RQD�XZDJL�ZLG]D�L�SR]ZR-
OLáD�PX�QD�VDPRU]XWQH�X]\VNDQLH�WHJR�VWRSQLD�DEVWUDNFML��MDNL�NRQLHF]Q\�MHVW�GR�
SU]HĪ\FLD artystycznego (1961 s. 245).  

Jeszcze jako uczestnik i teoretyk ruchu formistycznego przypisuje pracom for-
PLVWyZ� ÄU]HF]\ZLVWRĞü�ZáDVQą´� GRPDJDMąFą� VLĊ� QRZ\FK� VSRVREyZ�XMĊFLD�� 3R-
szukiwanie formy, zdaniem Chwistka��ÄQLH�PRĪH�RGE\ZDü�VLĊ�Z�GURG]H�]LPQHM�
kalNXODFML�� DOH� PXVL� E\ü� Z\QLNLHP� VSRQWDQLF]QHJR� DNWX� WZyUF]HJR´� �����I�� 
s. 112). 7UHĞü� MHVW QLHRGáąF]QD� RG� IRUP\� REUD]X�� Z� VZRMHM� WHRULL� L� SUDNW\FH�
PDODUVNLHM�SRVWXOXMH�RQ�]DVDGĊ�nierepresjonowania WUHĞFL�REUD]X��JZDUDQWXMąFHM�
skuteczne wydobywanie jego IRUP\��XPRĪOLZLHQLH�MHM�G]LDáDQLD��3LV]H, ĪH�IRUPD�� 

PXVL�JyURZDü�QDG�WUHĞFLą��DOH�QLH�PRĪH�MHM�FDáNRZLFLH�]JQLHĞü��ER�ZWHG\�WUHĞü�QD-
U]XFL�VLĊ�VDPD��Z\Sá\QLH�]�]DNDPDUNyZ�QDV]HM�ĞZLDGRPRĞFL�L�SRGVWDZL�VLĊ�Z�PLHM-
sce IRUP\�� SRFKáDQLDMąF� FDáą� QDV]ą� XZDJĊ�� FLąJQąF� ]D� VREą� ]MDZLVND�� NWyU\FK�
ĪDGQą�PLDUą�]�SU]HĪ\FLHP�DUW\VW\F]Q\P�SRJRG]Lü�QLH�PRĪQD (1961, s. 250), 

7HQ�VSRVyE�XVWDOHQLD�SURSRUFML� WUHĞFL� L�IRUP\�REUD]X�NRUHVSRQGXMH�]�NRQFHSFMą�
ÄVHQVX� SODVW\F]QHJR´�PRW\ZXMąFą� SRV]XNLZDQLD� DUW\VWyZ� ]� NUĊJX�*UXS\�.UD-
kowskiej z lat 30. ± SRV]XNLZDQLD�� NWyU\P� &KZLVWHN� SDWURQRZDá�� L� NWyUH�
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wzmianNRZDá�� QLHNLHG\� V]HU]HM� NRPHQWRZDá�� Z� SLVPDFK� WHRUHW\F]Q\FK� L� NU\-
tyczQ\FK�� 3RNUHZLHĔVWZD� WHJR� QLH� ]DNáyFD� ]RULHntowanie polityczne praktyk 
wspomnianych artystów; jedna z deklaracji programowych Grupy (1935) JáRVL��
ĪH� ÄNLHUXQHN� VSRáHF]Q\´� G]LHáD� PDODUVNLHJR� EąGĨ� U]HĨELDUVNLHJR� ÄQLH� ]RVWDMH�
RNUHĞORQ\�DQL� W\ONR�SU]H]�ªWHPDW©�� DQL� W\ONR�SU]H]� IRUPĊ�� OHF]�SU]H]�FDá\� VHQs 
SODVW\F]Q\�� NWyU\� R]QDF]D� FHORZH� ]XĪ\WNRZDQLH� ZV]HONLFK� PRĪOLZRĞFL� WZyU-
F]\FK´� �Stowarzyszenie Plastyków Grupa Krakowska, 1935, s. 3)�� $UW\ĞFL�
*UXS\�.UDNRZVNLHM�]PLHQLOL�QLHFR�SURSRUFMĊ�PLĊG]\�NRPSRQHQWHP�WUHĞFLRZ\P�
L� IRUPDOQ\P�G]LHáD�� X]QDMąF�� ĪH� ĪDGHQ ]� QLFK� QLH� MHVW� Z\UyĪQLRQ\� L� ĪH� Vą� RQH�
QLHUR]G]LHOQH��=PLHU]DMąF�Z� NLHUXQNX� ]JRGQ\P� ]� UR]VWU]\JQLĊFLDPL� WHRUHW\F]-
Q\PL� &KZLVWND�� V]WXND� DUW\VWyZ� *UXS\� .UDNRZVNLHM� SURJUDPRZR� QLH� E\áD�
ZROQD� RG� RGQLHVLHĔ� WHPDW\F]Q\FK�� WR� RWZLHUDáR� LP� GURJĊ� GR� SRGHMPRZDQLD�
tHPDW\NL�VSRáHF]QHM� 

'OD�*UXS\�.UDNRZVNLHM�XSUDZLDQLH�V]WXNL�]DDQJDĪRZDQHM��áąF]ącej nowator-
VNLH� DVSHNW\� IRUPDOQH� ]� DNWXDOQ\PL� RGQLHVLHQLDPL� WHPDW\F]Q\PL�� Z\PDJDáR�
maksymalnego wyczulenia na kierunek zmian sztuki nowoczesnej. Zoriento-
wana na stosowanie rDG\NDOQHM�ÄIRUP\�FDáHJR�VHQVX�SODVW\F]QHJR´��V]WXND�WHJR�
URG]DMX� SURJUDPRZR� QLH� MHVW� SRGSRU]ąGNRZDQD� ]DáRĪHQLRP� MHGQHM� GRNWU\Q\�
DUW\VW\F]QHM��QDWRPLDVW�ÄSU]HWUDZLD�FDá\�GRUREHN�SODVW\F]Q\�SR�NXEL]PLH�L� W\P�
VSRVREHP� QDGDMH� FLąJáRĞü� KLVWRU\F]Qą� VZRLP� ]DJDGQLHQLRP´� (Stowarzyszenie 
Plastyków Grupa Krakowska, 1935, s. 3).  

.LONDQDĞFLH� ODW�ZF]HĞQLHM�SRGREQ\� URG]DM� V\QWH]\�ZLG]LDá Chwistek w pra-
FDFK�IRUPLVWyZ��:������URNX��SRGNUHĞODá�]QDF]HQLH�ÄHNVSUHVMRQL]PX��NXEL]PX� 
L�IXWXU\]PX´�GOD�NV]WDáWRZDQLD�VLĊ�QRZHM�NRQFHSFML�REUD]X��3LVDá��ĪH�Ä>S@UąG\�WH�
RVLąJQĊá\� QLH]PLHUQLH� ZDĪQ\� UH]XOWDW� HNVSHU\PHQWDOQ\�� UR]V]HU]DMąF� Z� QLH-
E\ZDá\� VSRVyE� JUDQLFH� SU]HGVWDZLDQLD� ĞZLDWD� U]HF]\ZLVWHJR� L� Z� WHM� VSRVyE�
RWZLHUDMąF�QLH]PLHUQH�SROH�GOD�GąĪHĔ�F]\VWR�DUW\VW\F]Q\FK´ (2004a, s. 94±95). 
$QW\F\SXMąF�VSRVyE�P\ĞOHQLD�DUW\VWyZ�]�*UXS\�.UDNRZVNLHM��&KZLVWHN�]DU]XFD�
RSW\NĊ�OLQHDUQHJR�UR]ZRMX�V]WXNL�QRZRF]HVQHM��VXJHUXMąF� ĪH�ZąWNL�MHM�UR]ZRMX�
]ELHJDMą� VLĊ� L� GR]QDMą� ]DSĊWOHQLD�Z�HNVSHU\PHQWDFK� IRUPLVWyZ��.RQVWDWXMH�� ĪH�
IRUPL]P��NRU]\VWDMąF�]�GRĞZLDGF]HĔ�SRSU]HGQLNyZ��ÄSRVáXJXMH�VLĊ�UR]V]HU]RQą�
NRQFHSFMą�REUD]X�ĞZLDWD�U]HF]\ZLVWHJR´��&KZLVWHN������H��V������� 

Impulsem dla wsSDUFLD�SU]H]�&KZLVWND�SRVWDZ�DUW\VWyZ�PáRGV]HM�JHQHUDFML�
Z� ODWDFK� ���� E\áD� VIRUPXáRZDQD� SU]H]� QLHJR� GLDJQR]D�Z\JDV]HQLD� SXEOLF]QHM�
G\VNXVML� R� V]WXFH�� NWyUH� QDVWąSLáR� ZUD]� ]H� VWáXPLHQLHP� UXFKX� IRUPLVW\F]QHJR�
SU]H]� NRQVHUZDW\ZQą� NU\W\NĊ� Z� SLHUZV]HM� SRáRZLH� Oat 20. W Zagadnieniach 
kultury duchowej w Polsce QDSLVDá� RQ�� ĪH� GDZQL� SRJURPF\� IRUPLVW\F]QHJR�
SU]HZURWX� ÄZUyFLOL� GR� ]GDZNRZHM� SUDF\� ODW� XELHJá\FK´�� VNXSLDMąF� VLĊ� QD�
NRPHQWRZDQLX� ]MDZLVN� ZWyUQ\FK� DUW\VW\F]QLH�� 3RGWU]\PXMą� RQL� ÄDWPRVIHUĊ�
VSRNRMX� L� áDGX´�� NRQVHNZHQWQH� LJQRUXMąF� SUyE\� QRZDWRUVWZD� DUW\VW\F]QHJR�
�&KZLVWHN�� ������ V�� ������ 8WUZDODMą� NRQZHQFMĊ� QDWXUDOL]PX�� NWyUHJR� JáyZQą�
ZDGą� MHVW� WR�� ĪH� NV]WDáWXMH� RGELRUFĊ� SDV\ZQHJR�� ]G\VWDQVRZDQHJR� ZREHF�
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SRGHMPRZDQHM� SU]H]� G]LHáR� WHPDW\NL�� 7R� VSDGHN� PáRGRSROVNLHJR estetyzmu 
L�V\PEROL]PX��RG�NWyUHJR�&KZLVWHN�VWDQRZF]R�VLĊ�RGFLQD��.RQVWDWXMH��ĪH� 

VFKHPDW� QDWXUDOLVW\F]Q\� QLH�PD� SDWHQWX� QD� U]HF]\ZLVWRĞü� L� SRVLDGD�Z� JUXQFLH�
U]HF]\�WĊ�MHGQą�W\ONR�]DOHWĊ��ĪH�EDQDOL]XMH�U]HF]\ZLVWRĞü��F]\QL�Mą�QLH]DMPXMąFą� 
i skutkiem teJR� XZDOQLD�ZLG]D� ]DMĊWHJR� LQQ\PL� VSUDZDPL� RG� QLHSRNRMHQLD� VLĊ�
Ī\FLHP�REUD]X��2WyĪ�IRUPLĞFL�SRPLPR�FDáHM�GREURGXV]QRĞFL�QLHSRNRLOL�ZLG]yZ� 
L� VNXWNLHP� WHJR� Z\ZRá\ZDOL� ]DPLHV]DQLH� QD� IURQFLH� QDWXUDOLVW\F]QHM� GU]HPNL 
(2004e, s. 345±346). 

W swoich publikacjach z lat 30. Chwistek zapowiada wielki renesans sztuki 
]�GXFKD�IRUPL]PX��MHJR�]DSRZLHGĨ�GRVWU]HJD�Z�SURSR]\FMDFK�DUW\VWyZ�PáRGHJR�
pokolenia ± JáyZQLH�*UXS\�.UDNRZVNLHM� L� OZRZVNLHJR� Ä$UWHVX´�� Ä*UD� MHV]F]H�
QLH� MHVW� VNRĔF]RQD´� ± zapowiada w Zagadnieniach�� Ä6SRNój i cisza grobowa  
Vą� SR]RUQH�� 7DNL� VWDQ� QLH� PRĪH� WUZDü� ZLHF]QLH�� 2GURG]HQLH� SU]\MĞü� PXVL�� 
D�ĨUyGáHP�MHJR�PXVL�VLĊ�VWDü�SUDFD�NU\W\F]QD�L�GRĞZLDGF]DOQD��GRNRQDQD�SU]H]�
IRUPL]P´��&KZLVWHN��������V��������6ZRMą�SURJQR]Ċ RUD]�SyĨQLHMV]ą�SR]\W\ZQą�
HZDOXDFMĊ�GRNRQDĔ�PáRG\FK�DUW\VWyZ�RSLHUD�QD� UR]ZDĪDQLDFK�GRW\F]ąF\FK�QLH�
W\ONR�ORJLNL�UR]ZRMX�IRUP\�DUW\VW\F]QHM��DOH�UyZQLHĪ�QD�GRFLHNDQLDFK�]�]DNUHVX�
SV\FKRORJLL� WZyUF]RĞFL��:�NROHMQHM� F]ĊĞFL� WHNVWX�]DMPĊ�VLĊ�SRMĊFLHP�SU]HĪ\FLD�
DUW\VW\F]QHJR�VWDQRZLąFHJR�FHQWUDOQą�NDWHJRULĊ�UHIOHNVML�HVWHW\F]QHM�&KZLVWND�� 

:�SXEOLNDFMDFK� ]� ODW� ����&KZLVWHN� F]ĊVWR� SRGNUHĞOD� DVSHNW� HPRW\ZQ\� RG-
dziaá\ZDQLD�G]LHáD�V]WXNL��GHSUHFMRQXMąF�MHJR�IXQNFMĊ�PLPHW\F]Qą��3U]\QDOHĪQD�
G]LHáX� U]HF]\ZLVWRĞü� QLH� PRĪH�� MHJR� ]GDQLHP�� RJUDQLF]Dü� VLĊ� GR� SREXG]Dnia  
u odbiory postawy pasywnej kontemplacji OXE� VSURZDG]Dü� VLĊ� GR� GRVWDUF]Dnia 
LQIRUPDFML� R� FKDUDNWHU]H� SR]QDZF]\P��3RZLQQD� E\ü�Z\SRVDĪRQD�Z� ]QDmiona 
NUHDFML��E\ü�URG]DMHP�HPHUJHQFML�EĊGąFHM�HIHNWHP�VSRQWDQLF]QHJR�]HVSROHQLD�VLĊ�
WUHĞFL� L� IRUP\�� QLH� ]DNáyFRQHJR� G]LDáDQLHP� LQWHOHNWX�� -XĪ� Z�:LHORĞFL� U]HF]\-
ZLVWRĞFL�Z�V]WXFH �������&KZLVWHN�RNUHĞOD�WHQ�URG]DM�NUHDFML�MDNR�ÄU]HF]\ZLVWRĞü�
ZL]MRQHUyZ´��SRWHP�RNUHĞODQą�MDNR�U]HF]\ZLVWRĞü�Z\REUDĪHĔ�L�ZL]ML�± G]LHG]LQĊ�
NV]WDáWyZ�DQW\F\SRZDQ\FK�UDF]HM��QLĪ�UHMHVWURZDQ\FK��]�NWyUą�NRMDU]\�SUDNW\NL�
DUW\VW\F]QH�IRUPLVWyZ��Z�W\P�VZRMą�ZáDVQą����� 

&KZLVWHN� ]GDMH� VLĊ� Z\SRVDĪDü� G]LHáR� V]WXNL� Z� ]GROQRĞü� RE\FLD� VLĊ� EH]�
RNUHĞORQHJR� GHV\JQDWX�� U]HF]\ZLVWRĞü� G]LHáD� DNWXDOL]RZDáDE\� VLĊ� Z� VDP\P�
odniesieQLX� GR� GHV\JQDWX�� VSRVRELH� MHJR� XMĊFLD�� 1DSURZDG]D� QDV� QD� WDNą�
LQWHUSUHWDFMĊ�Z�VZRLP�SyĨQ\P�WHNĞFLH�3U]HĪ\FLD�DUW\VW\F]QH (1938)��SRUyZQXMąF�
W\WXáRZH� GRĞZLDGF]HQLD� GR� SU]HĪ\ü� HVWHW\F]Q\FK� RSLV\ZDQ\FK� SU]H]� 5RPDQD�
Ingardena2�� 2PDZLDMąF� ]DSURSRQRZDQH� SU]H]� ,QJDUGHQD� UR]UyĪQLHQLH� PLĊG]\�
ID]DPL�SU]HĪ\FLD�HVWHW\F]QHJR��ÄHPRFML�ZVWĊSQHM´��ÄSRGREDQLD�VLĊ´�L�Z\WZRU]H-
QLD�SU]HGPLRWX�HVWHW\F]QHJR��&KZLVWHN�VWZLHUG]D��ĪH� 

2 3ROHPL]XMąF�]�,QJDUGHQHP��&KZLVWHN�SRZRáXMH�VLĊ�Z WHNĞFLH�3U]HĪ\FLD�DUW\VW\F]QH QD�UR]SUDZĊ�
Ingardena 2�SR]QDZDQLX�G]LHáD�OLWHUDFNLHJR (1937). 
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>]@DVDGQLF]H� UyĪQLFH� PLĊG]\� REX� W\SDPL� SU]HĪ\ü� Z\VWĊSXMą� Z� ID]LH� GUXJLHM� 
L�WU]HFLHM���«��3U]HĪ\FLH�HVWHW\F]QH�]EOLĪD�QDV�GR�VZHJR�SU]HGPLRWX�L�SURZDG]L�
GR� ]DJáĊELHQLD� VLĊ� Z� QLP� MXĪ� WR� SU]H]� QDĞODGRZDQLH�� MXĪ� WR� SU]H]� SR]QDQLH��
3U]HĪ\FLH� DUW\VW\F]QH� SURZDG]L� GR� SU]HFLZVWDZLHQLD� VLĊ� SU]HGPLRWRZL�� GR�
]OLNZLGRZDQLD�JR�L�GR�SU]HFLZVWDZLHQLD�PX�WZyUF]RĞFL ZáDVQHM��DOER�WHĪ�ZL]ML��
NWyUD�]DVWĊSXMH�MH�Z�]XSHáQRĞFL (2004b, s. 325). 

8Z]JOĊGQLDMąF� ĞFLĞOH� VXELHNW\ZQ\�Z\PLDU� SU]HĪ\FLD� DUW\VW\F]QHJR�� &KZL-
VWHN� SU]HGVWDZLD� WUXGQRĞü� ]EXGRZDQLD� XIXQGRZDQHM� QD� QLP� WHRULL� HVWHW\F]QHM��
'RĞZLDGF]HQLH� WDNLH� MHVW� FDáNRZLFLH� QLHSRZWDU]DOQH�� QLHSRGOHJáH� XWUZDORQ\P�
QRUPRP�HVWHW\F]Q\P��LUUDFMRQDOQH��1LH�SRVLDGD�SU]HWR�VWDWXVX�VXEVWUDWX�SRMĊFLR-
Z\FK�XRJyOQLHĔ��:�Zagadnieniach kultury duchowej w Polsce VWZLHUG]D��ĪH 

WDN�GáXJR�QLF�R�PDODUVWZLH�QLH�ZLHP\��GRSyNL�QLH� ]REDF]\P\�MDNLHJRĞ�REUD]X��
NWyU\�QDPL�ZVWU]ąĞQLH�GR�JáĊEL��1D� F]\P�SROHJD� LVWRWD� WDNLHJR�ZVWU]ąVX�� VIRU-
PXáRZDü� QLHSRGREQD�� 1D� SHZQR� EĊG]LH� Z� QLP� 1LHW]VFKHDĔVNL� HOHPHQW� ZL]ML��
EĊG]LH� L� NDQWRZVNLH� EH]SRĞUHGQLH� SRMPRZDQLH�� EĊG]LH� PHWDIL]\F]Q\� QLHSRNyM�
WitkieZLF]D� L� XĞZLDGRPLHQLH� VRELH� GRVNRQDáRĞFL� IRUP\� (KUHQIHOVD� ± ale nad 
W\P�ZV]\VWNLP�JyURZDü�EĊG]LH�XF]XFLH�VSHF\ILF]QHM�UR]NRV]\��QLH�WDN�]XSHáQLH�
EH]LQWHUHVRZQHM��MDN�FKFH�.DQW��ER�F]ĊVWR�QDZHW�SRáąF]RQHM�]�SRĪąGDQLHP��W\ONR�
]XSHáQLH�LQQ\P�QLĪ�WR��NWyUH�PD�PLHMVFH�Z�Ī\FLX�FRG]LHQQ\P (1961, s. 238). 

3ROHPL]XMąF� ]� NRQFHSFMDPL�Z\PLHQLRQ\FK�P\ĞOLFLHOL�� &KZLVWHN� RGFLQD� VLĊ�
RG� ]DVWRVRZDQ\FK� SU]H]� QLFK� VSRVREyZ� XFKZ\FHQLD� QDWXU\� GRĞZLDGF]HQLD�
artystycznego oraz istoty sztuki (2004c, s. 224)��:áDVQH� SU]HĪ\FLD� DUW\Vtyczne 
RSLVXMH�]D�SRPRFą�RNUHĞOHĔ�]DF]HUSQLĊW\FK�]�MĊ]\ND�SRWRF]QHJR�± w kategoriach 
]DFKZ\WX�� XSRMHQLD�� QDPLĊWQRĞFL� F]\� WĊVNQRW\� ± SU]HĪ\ü�� NWyUH� QLH� PDMą� ÄQLF�
ZVSyOQHJR� ]� NDQWRZVNą� EH]LQWHUHVRZQą� NRQWHPSODFMą´�� (KUHQIHOVRZL�� 1LH-
tzschemu i Witkacemu zar]XFD�EáąG�Z�GHILQLRZDQLX�LVWRW\�V]WXNL�± ZVND]XMą�RQL�
MHM�Ägenus i species��DOH�QLH�GDMą�QDP�W]Z��differentia specifica´��������V������� 

.RQVWDWXMąF� QLHSRGDWQRĞü� SU]HĪ\ü� DUW\VW\F]Q\FK� QD� SUyE\� GHILQLRZDQD� 
L�NODV\ILNDFML��&KZLVWHN�IRUPXáXMH�SURJUDP�EDGDĔ�SU]HZLGXMąF\�NRQVWUXRZDQLH�
ÄLQG\ZLGXDOQ\FK�V\VWHPyZ�HVWHW\F]Q\FK´��Z�DQDORJLL�GR�Z\SUDFRZDQHJR�SU]H]�
VLHELH� SURJUDPX� NRQVWUXRZDQLD� ÄLQG\ZLGXDOQ\FK� V\VWHPyZ� ILOR]RILF]Q\FK´���
VáXĪąF\�MHGQRVWNRZ\P�SRGPLRWRP�Z�Z\SUDFRZDQLX�ZáDVQ\FK�NU\WHULyZ�RFHQ\�
G]LHá� V]WXNL�� 3URJUDP� WHQ� SU]HZLGXMH� VWRVRZDQLH� ÄPHWRG\� LQG\ZLGXDOQHM´�
opartej na introspekcji:  

1LHFK� ZV]\VF\� FL�� FR� FKFą� ]DMPRZDü� VLĊ� QDXNą� R� V]WXFH�� SU]HGVWDZLą� przede 
ZV]\VWNLP� PDWHULDá� GRĞZLDGF]DOQ\�� NWyU\P� UR]SRU]ąG]DMą�� WM�� QLHFK RSLV]ą� WH�
ZV]\VWNLH� SU]HĪ\FLD� DUW\VW\F]QH�� NWyUH� XZDĪDMą� ]D� QDMZ\ĪV]H�� QLHFK�Z\PLHQLą�
G]LHáD�X]QDZDQH�SU]H]� LQQ\FK�]D�ĨUyGáR�ZLHONLFK�UR]NRszy, a które na nich nie 
G]LDáDMą�]XSHáQLH��QLHFK�ZUHV]FLH�Z\PLHQLą�G]LHáD�X]QDQH�]D�ZLHONLH��NWyUH� LFK�
SR�SURVWX�QXG]ą��Chwistek, 1961, s. 239).  



3DZHá�3ROLW 52 

=JURPDG]HQLH� WDNLHJR� PDWHULDáX� VáXĪ\ü� PD� XĞZLDGRPLHQLX� VRELH� SU]H]�
SRGPLRW\� SU]HĪ\ü� DUW\VW\F]Q\FK� VSyMQRĞFL� VWRVRZDQ\FK� SU]H]� QLH� NU\WHULyZ�
RFHQ\� G]LHá� RUD]� VW\PXORZDü� NV]WDáWRZDQLH� VLĊ� ]GROQRĞFL� GRNRQ\ZDQLD� LFK�
analizy krytycznej. Ten odbiorca V]WXNL��NWyU\�ÄQDJURPDG]Lá�FDá\�]DSDV�GRĞZLDG-
F]HĔ� L� VWZLHUG]Lá�� ĪH� SHZQH� GRĞZLDGF]HQLD� SRZWDU]DMą� VLĊ� V\VWHPDW\F]QLH� �«��
SRVLDGD� �«�� indywidualny system estetyki´� EĊGąF\� SRGVWDZą� GR� Z\GDZDQLD�
RFHQ� L� NODV\ILNDFML� G]LHá� �Chwistek, 1961, s. 243). Tworzenie systemów tego 
rodzaju jest warunkiem stworzenia przestrzeni dyskusji publicznej, która 
GRW\F]\áDE\� LVWRW\� V]WXNL�� VSHF\ILNL� GRĞZLDGF]HQLD� DUW\VW\F]QHJR� L� ZDUWRĞFL�
G]LHá��Chwistek, 1961, s. 247). 

:DUWR�Z�W\P�PLHMVFX�]ZUyFLü�XZDJĊ�QD�DPELZDOHQWQ\�VWRVXQHN�artysty do 
SRJOąGyZ�HVWHW\F]Q\FK�)ULHGULFKD�1LHW]VFKHJR��&KZLVWHN������E��V�������RFHQLD�
1LHW]VFKHJR� NU\W\F]QLH� MDNR� SRVWDü� HPEOHPDW\F]Qą� GOD�PáRGRSROVNLHJR� LQG\-
widuDOL]PX��SRG�ZSá\ZHP�NWyUHM�ÄNU]HZLáD�VLĊ�SRJDUGD�GOD�V]DUHJR�F]áRZLHND��
D�DUW\ĞFL�XZDĪDOL�VLĊ�]D�MHGQRVWNL�Z\EUDQH��REUDFDMąFH�VLĊ�Z�VIHU]H�XF]Xü�RVREOL-
Z\FK�� LP� W\ONR�GRVWĊSQ\FK´��=�GUXJLHM� VWURQ\�� FHOHEURZDQ\�SU]H]�1LHW]VFKHJR�
Ī\ZLRá�SURFHVX�WZRU]HQLD�EOLVNL�MHVW�MHJR�ZáDVQHM�NRQFHSFML�V]WXNL�Z\SURZDG]R-
QHM� ]H� ĨUyGáRZ\FK� ± w jego przypadku ± dRĞZLDGF]HĔ� V]WXNL� UHQHVDQVRZHM�� 
:�VQXWHM�SU]H]�&KZLVWND�QDUUDFML�GRW\F]ąFHM�UR]ZRMX�QDWXUDOL]PX�QDSRW\NDP\�
na stwierdzenie, zgodnie z którym  

>V@SRVyE�Z� MDNL� RGQRV]RQR� VLĊ� GR� QDXNL�Z� UHQHVDQVLH�� QLH� E\á� MHV]F]H� QLHEH]-
SLHF]Q\�GOD�GLRQL]\MVNLHJR�V]DáX��VWDQRZLąFHJR�LVWRWĊ�V]WXNL��1LH�trzeba zapomi-
QDü�� ĪH� QDXND� /HRQDUGD�� WR� MHVW� MHV]F]H� W\SRZD� gaia scienza�� WD� VDPD� ZáDĞQLH�� 
R�NWyUHM�SLVDá�1LHW]VFKH��&KZLVWHN������F��V������� 

1DMZ\UDĨQLHM�DVSHNW�GLRQL]\MVNL�SURFHVX�WZRU]HQLD�QLH�PXVL�]�NRQLHF]QRĞFL�
NROLGRZDü�]�SRVWXORZDQ\P�SU]H]�&KZLVWND�HJDOLWDU\]PHP�QRZHM�V]WXNL��Z\GDMH�
VLĊ�on ]ZDOF]Dü�1LHW]VFKHJR� ]� SR]\FML� ILOR]RID-UDFMRQDOLVW\�� GRFHQLDMąF� MHGno-
F]HĞQLH�MHJR�UR]VWU]\JQLĊFLD estetyczne z perspektywy artysty3. Zgodnie z nimi 
SRGNUHĞOD� WZyUF]\� DVSHNW� SURFHVX� RGELRUX� V]WXNL�� XZDĪD�� ĪH� ÄHVWHW\NĊ� PRĪQD�
XSUDZLDü� OL� W\ONR� Z� ĞFLVá\P� ]ZLą]NX� ]� WZRU]HQLHP� OXE� SU]\QDMPQLHM� ]� SU]H-
Ī\ZDQLHP�WZRU]HQLD�VLĊ�QRZ\FK�IRUP�DUW\VW\F]Q\FK�QD�SRGVtawie konkretnych 
SU]\NáDGyZ�L�HNVSHU\PHQWyZ´��&KZLVWHN������G��V������� 

:�LQQ\P�PLHMVFX�QDSLVDá�Z�WRQLH�EOLVNLP�UHWRU\FH�1LHW]VFKHJR��ĪH�Ä>V@]WXND�
PXVL�E\ü�Z\EXFKHP�LQVW\QNWX��]HUZDQLHP�SĊW��D�W\P�VDP\P�REDOHQLHP�V]DEOR-
nów, kanonów, kodeksów. Nie trzeba MHGQDN� P\ĞOHü�� ĪH� WHQ� SURFHV� PD� VLĊ�
GRNRQ\ZDü�QLH]DOHĪQLH�RG�ZLHONLHM�NXOWXU\�GXFKRZHM´��&KZLVWHN��������V��������

3 :DUWR� ]DXZDĪ\ü�� ĪH� opisany w Narodzinach tragedii Ī\ZLRá dionizyjski, ZEUHZ� SLĊWQRZDQHM�
SU]H]� &KZLVWND� PáRGRSROVNLHM� UHFHSFML� SRJOąGyZ� 1LHW]VFKHJR�� PLDá charakter wspólnotowy  
i egalitarny: Ä7HUD]� wobec ewangelii harmonii ĞZLDWyZ� F]XMĊ VLĊ NDĪG\ z EOLĨQLP swym nie tylko 
zjednoczonym, pojednanym, stopionym, lecz MHGQRĞFLą´ (Nietzsche, 1907, s. 26). 
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2SDUWD� QD� LQVW\QNFLH� L� LQWXLFML� SUDNW\ND� DUW\VW\F]QD� QLH� PRĪH� REHMĞü� VLĊ� EH]�
RGQLHVLHĔ�GR�WUDG\FML�DUW\VW\F]QHM��DQL�W\P�EDUG]LHM�IXQNFMRQRZDü QLH]DOHĪQLH�RG�
UHIOHNVML� WHRUHW\F]QHM��&KZLVWHN� SLV]H� R�Z]DMHPQ\P�QDSLĊFLX�PLĊG]\� XWUZDOR-
Q\PL�NXOWXURZR�QRUPDPL�DUW\VW\F]Q\PL�L�SUDNW\Ną�DUW\VW\F]Qą��R�LFK�Z]DMHPQHM�
VW\PXODFML�� 1RZD� V]WXND� MHVW� ZHGáXJ� QLHJR� Z\PLHU]RQD� SU]HFLZ� RERZLą]XMą-
cemu kanonowi, a ]DUD]HP� SU]\F]\QLD� VLĊ� GR� XVWDQRZLHQLD� QRZHJR�� ]DVDG\�
WHJRĪ�PXV]ą� E\ü�Z� QLHM� F]\WHOQH��5HIOHNVMD� QDG� V]WXNą�PD� SU]\F]\QLDü� VLĊ� GR�
NV]WDáWRZDQLD� VLĊ� QRZ\FK� SRVWDZ�� G]LDáDü� SU]H]� ÄNU\W\F]Qą� DQDOL]Ċ� SRMĊü�
zakorzenionych i ustalenie pewnych teoretycznych zasaG�� ZHGáXJ� NWyU\FK� 
Z�V]WXFH�SRVWĊSRZDü�QDOHĪ\´��&KZLVWHN������K��V������� 

Postrzegane z perspektywy post-QLHW]VFKHDĔVNLHM� V]WXND� L� SRH]MD� MDZLą� VLĊ�
MDNR�ÄQDUNRW\N�SRWĊĪQ\��G]LDáDMąF\�QLHUD]�R�ZLHOH�VLOQLHM�QLĪ�RSLXP�OXE�NRNDLQD´�
(Chwistek, 2004d, s. 212). =ZLą]DQH� ]� QLPL� SU]HĪ\FLD� ]DXURF]HQLD�� ]DFKZ\WX�
F]\� HQWX]MD]PX� QLH� Vą� SU]\� W\P� ]DVWU]HĪRQH� GOD� JURQD� Z\EUDQ\FK� ± elity 
NRQHVHUyZ�GRĞZLDGF]DMąF\FK�G]LĊNL�V]WXFH��MDN�FKFLDáE\�WHJR�:LWNDF\��ZáDVQHM�
Z\MąWNRZRĞFL��0RJą�VWDü�VLĊ�XG]LDáHP�ZV]\VWNLFK��EH]�Z]JOĊGX na pochodzenie 
VSRáHF]QH��Z\NV]WDáFHQLH�L�ZLHN� 

:�ODWDFK�����&KZLVWHN�SU]HGNáDGD�SUREOHPDW\NĊ�SU]HĪ\ZDnia sztuki w ak-
WDFK� MHM� WZRU]HQLD� F]\� RGELRUX� QDG� GUąĪHQLH� MHM� ]DJDGQLHĔ� IRUPDOQ\FK�� JáRVL�
SURJUDP�]LQWHJURZDQLD�Ī\FLD�L�V]WXNL��QLHMDNR�Ī\FLD-w-sztuce��VWZLHUG]D��ĪH� 

>Q@LH� PRĪHP\� PyZLü� R� NV]WDáWDFK� L� R� EDUZDFK�� UyZQRZDG]H� L� R� ªQDSLĊFLDFK�
NLHUXQNRZ\FK©�� R� KDUPRQLDFK� L� R� NRQWUDVWDFK� Z� FKZLOL�� NLHG\� GXV]Ċ� QDV]ą�
RJDUQLD�QDUNRW\N�V]WXNL��NWyU\�SRFKáDQLD�FDáH�QDV]H�Ī\FLH�ZHZQĊWU]QH�L�Z\]ZDOD�
z nas ogrom bogDFWZD�XWDMRQ\FK�WĊVNQRW�L�SRĪąGDĔ (2004b, s. 327). 

 Postulowany przez niego pluralizm estetyczny zorientowany jest przy tym  
na demoNUDW\]DFMĊ� UHFHSFML� WUDG\FML� DUW\VW\F]QHM� L� V]WXNL� QDMQRZV]HM�� Ä&KFĊ� 
± QDSLVDá�± ĪHE\�V]WXND�E\áD�F]\PĞ�]UR]XPLDá\P�GOD�SURVWHJR�URERWQLND�L�F]\PĞ�
]DEDZQ\P��FR�E\�GDZDáR�PX�UR]U\ZNĊ�L�Z\SRF]\QHN´��&KZLVWHN��6WU]HPLĔVNL��
2004, s. 249). 

'\VSRQXMąF� WDNLPL� ]DáRĪHQLDPL��Z� ����� URNX�&KZLVWHN� VW\ND� VLĊ� ]� SLHUZ-
V]\PL�PDQLIHVWDFMDPL�*UXS\�.UDNRZVNLHM��8NV]WDáWRZDQHJR�MXĪ�DUW\VWĊ�L�P\ĞOL-
ciela, niedawno nominowanego na stanowisko profesora logiki matematycznej 
QD�8QLZHUV\WHFLH�-DQD�.D]LPLHU]D�ZH�/ZRZLH��SU]\FLąJDMą�LGHH�ÄV]WXNL�Ī\ZHM´�
JáRV]RQH�SU]H]�PáRG\FK�DUW\VWyZ��V]WXNL�SRZVWDMąFHM�QLHMDNR�Z�SURFHVLH�LQWHQ-
V\ZQHJR�GRĞZLDGF]DQLD�U]HF]\ZLVWRĞFL�± QLHPDO�MHM�DUW\VW\F]QHJR�ZVSyáWZRU]H-
nia ± ZH�ZV]\VWNLFK�MHM�DVSHNWDFK��SRWRF]Q\P��VSRáHF]Q\P�L�SROLW\F]Q\P��'OD�
&KZLVWND� LVWRWQD� MHVW� PDQLIHVWXMąFD� VLĊ� Z� LFK� SUDFDFK� ]GROQRĞü� VSRQWDQLF]QHM�
UHMHVWUDFML� ELHĪąF\FK� GRĞZLDGF]HĔ�� VW\PXlowanych ± MDN� VWZLHUG]Lá� 6WDQLVáDZ� 
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2VRVWRZLF]��������V��������Z�PRZLH�Z\JáRV]RQHM�podczas otwarcia wystawy 
LQLFMXMąFHM� G]LDáDOQRĞü� *UXS\4 ± SU]H]� Ä]MDZLVND�� NWyUH� QDV� RWDF]DMą� L� DWDNXMą�
QLHVNRĔF]RQRĞFLą�ZLHF]QLH�Ī\Z\FK�REUD]yZ´� 

(FKD�W\FK�VSRWNDĔ�Z\EU]PLHZDMą�MXĪ�ZH�ZF]HVQHM�ID]LH�G]LDáDOQRĞFL�*UXS\�
Krakowskiej, po raz pierwszy w recenzji wspomnianej wystawy, w której 
Chwistek (1932, s. 128; Osostowicz, 1978, s. 27±����]DFKZ\FDá�VLĊ�ÄSUDZG]LZą��
SURVWą�L�EUXWDOQą�V]WXNą��SU\PLW\ZHP�QDMV]F]HUV]HJR�JDWXQNX´�PDQLIHVWXMąF\P�
VLĊ� Z� SUH]HQWRZDQ\FK� SUDFDFK�� 0LDá\� RQH� ]QDPLRQRZDü� VLĊ� ÄQLHVDPRZLWą�
EXMQRĞFLą� WHPSHUDPHQWyZ� L� JUR]ą� ZLHONLHM�� QLHREOLF]DOQHM� Z� VZ\FK� VNXWNDFK�
WZyUF]RĞFL´��:�Z\GDQ\FK�GZD�ODWD�ZF]HĞQLHM�Zagadnieniach kultury duchowej 
w Polsce Chwistek wydaMH� VLĊ� DQW\F\SRZDü� RGNU\FLH� WZyUF]RĞFL� PáRG\FK�
.UDNRZLDQ�� NU\W\NXMąF� NXOW\ZRZDQ\� Z� 3ROVFH� NRQVHUZDW\ZQ\� PRGHO� V]WXNL�
SRVLáNXMąFHM�VLĊ�WUDG\FMDPL�NXOWXU\�OXGRZHM��� 

$UW\VWD�SUDZG]LZ\�QLH�PDOXMH�WHJR��FR�MHVW��0DOXMH�WR��FR�FKFH��ĪHE\�E\áR��7DN�
URELą� OXG\� SLHUZRWQH� L� G]LHFL�� �«�� 8� QDV� PDáR� MHVW� OXG]L� PDMąF\FK� RGZDJĊ�
SRZLHG]LHü�� F]HJR� FKFą� L� R� F]\P�PDU]ą�� ER� ERMą� VLĊ� ĞPLHV]QRĞFL�� �«��0DP\�
WDNLFK�OXG]L�L�G]LVLDM��PDP\�LFK�Z�.UDNRZLH��L�GODWHJR�QLH�SRZLQQLĞP\�SDWU]Hü� 
Z� SU]\V]áRĞü� SHV\PLVW\F]QLH�� 7U]HED� W\ONR� GRGDü� LP� RWXFK\�� NXOW\ZRZDü� LFK�
PDU]HQLH�� FLHV]\ü� VLĊ� QLP� L� E\ü� ]� QLHJR� GXPQ\P�� D� QLH� OHFLHü� QD� RĞOHS� ]D�
SROLWRZDQLD�JRGQ\PL�KDVáDPL�V]WXNL�URG]LPHM (1961, s. 188). 

Wszechstronne wsparcie udzielone przez Chwistka Grupie Krakowskie5 wy-
QLND� ]� MHJR� UR]VWU]\JQLĊü� WHRUHW\F]Q\FK� ± RSLHUD� VLĊ� QD� Z\SUDFRZDQHM� SU]H]�
QLHJR�Z� GUXJLHM� GHNDG]LH�;;�ZLHNX�� L� UR]ZLMDQHM�Z� ODWDFK� ���� WHRULL�ZLHORĞFL�
U]HF]\ZLVWRĞFL�� D� ĞFLĞOHM�� QD� SRMĊFLX� U]HF]\ZLVWRĞFL� Z\REUDĪHĔ�� QD� UR]ZLQLĊWHM� 
w latach 30. koncepcji pU]HĪ\FLD�DUW\VW\F]QHJR�RUD]�VNRUHORZDQHM�]�QLP�NRQFHS-
FML�VFKHPDWX�SLHUZRWQHJR��NWyU\P�]DMPĊ�VLĊ�Z�NROHMQHM�F]ĊĞFL�WHNVWX��=�RSLVDQHM�
SRZ\ĪHM�PHWRG\�LQG\ZLGXDOQHM�Z�HVWHW\FH��]DVWRVRZDQHM�GR�ZáDVQ\FK�GRĞZLDG-
F]HĔ� DUW\VW\F]Q\FK��&KZLVWHN�Z\SURZDG]D�ZáDVQH� NU\WHULD� RFHQ\� G]LHá� V]WXNL��
NWyUH�Z�VZRLFK� WHNVWDFK�NU\W\F]Q\FK�SU]\NáDGD�GR� WZyUF]RĞFL� DUW\VWyZ�*UXS\�
Krakowskiej. W stosunkowo nielicznym zbiorze tekstów publicystycznych, 
NWyUH�XND]Dá\�VLĊ�Z ODWDFK������IRUPXáXMH�Z\VRFH�HPRFMRQDOQH�VąG\�QD�WHPDW�WHM�
twóUF]RĞFL��QLHNLHG\�UR]ZLMDMąF�MH�Z�LQWHUSUHWDFMH�SRV]F]HJyOQ\FK�G]LHá��-DZQLH�
VXELHNW\ZQ\� FKDUDNWHU� W\FK� NRPHQWDU]\� RGUyĪQLD� MH� RG� MHJR� wypowiedzi,  

GRW\F]ąF\FK QD� SU]\NáDG� WZyUF]RĞFL� 7\WXVD� &]\ĪHZVNLHJR�� ]� okresu zaanga-

4 Wystawa, otwarta 13.11.1932 r. Z�NUDNRZVNLHM�VLHG]LELH�=ZLą]NX�3ROVNLFK�$UW\VWyZ�3ODVW\ków, 
SUH]HQWRZDáD�WZyUF]RĞü�)UDQFLV]ND�-DĨZLHFNLHJR��/HRSROGD�/HZLFNLHJR�L�6WDQLVáDZD�2VRstowicza 
± WU]HFK�]DZLHV]RQ\FK�VWXGHQWyZ�$NDGHPL�6]WXN�3LĊNQ\FK�Z�.UDNRZLH (Sobieraj, 1979, s. 53±54).  
5 3RU�� NDOHQGDULXP� G]LDáDOQRĞFL� JUXS\� (Sobieraj, 1979). 1D� WHPDW�ZVSyáSUDF\� L� ]ZLą]NyZ� LGHR-
Z\FK�&KZLVWND�]�*UXSą�.UDNRZVNą�SLVDáD� UyZQLHĪ� ,UHQD� -DNLPRZLF]� �2VRVWRZLF]�������� L�%DU-
bara Ilkosz (2019). 
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ĪRZDQLD Chwistka w ruchu formistycznym ± WH�PDMą�FKDUDNWHU�UDF]HM�QHXWUDOQ\�
emocjonalnie i analityczny (Chwistek, 2004f).   

0yZLąF� RJyOQLH��&KZLVWHN� SRVWU]HJD�Z�DUW\VWDFK�*UXS\�.UDNRZVNLHM� NRQ-
W\QXDWRUyZ� IRUPL]PX�� G]LĊNL� NWyU\P� GRNRQD� VLĊ� UHQHVDQV� V]WXNL� SROVNLHM��
Pomny QHJDW\ZQ\FK�GRĞZLDGF]HĔ�WHJR�QXUWX��NWyU\�ÄQLH�PLDá��«��QDMZDĪQLHM-
V]HM� SRGVWDZ\� UR]ZRMX�� MDNą� MHVW� GáXJRWUZDáD��Z\WĊĪRQD� L� NRQVHNZHQWQD� SUDFD�
QLH� SRV]F]HJyOQ\FK� MHGQRVWHN�� DOH� ]ZDUWHM� U]HV]\� FDáHJR� SRNROHQLD� DUW\VWyZ´�
(1961, s. 181), postuluje, by renesanV� WHQ� VWDá� VLĊ�HIHNWHP�]ELRURZHJR�Z\VLáNX�
ĞURGRZLVND�DUW\VW\F]QHJR��6ZRMą�G]LDáDOQRĞü�MDNR�NU\W\ND�V]WXNL�NRMDU]\�]�PLVMą�
]RUJDQL]RZDQLD� ÄIURQWX� DUW\VWyZ� REOLF]RQHJR� QD� SRZROQą� L� ĞZLDGRPą� FHOX�
HGXNDFMĊ� HOLW\� DUW\VW\F]QHM�� ]GROQHM� GR� SU]HĪ\ZDQLD� RWFKáDQL� WDjemniczych 
ZLHONLHM� V]WXNL´ (1933, s. 6). /LF]\� QD� DNW\ZL]DFMĊ� SRVWĊSRZ\FK� ĞURGRZLVN�
WZyUF]\FK� Z� 3ROVFH�� GR� NWyU\FK� ]DOLF]D� UyZQLHĪ� WZyUFyZ� ]� JUXS\� Ä$UWHV´��
Ä3RVWDQRZLáHP� ± wyznaje ± QLH� GRSXĞFLü� ]D� ĪDGQą� FHQĊ� GR� WHJR�� ĪHE\�
SRZLHG]LDQR�NLHG\Ğ�R�3ROVFH�QDV]\FK�F]DVyZ��ĪH�E\áD� MDN�]DZV]H�RD]ą� UHDNFML�
NXOWXUDOQHM�L�]DĞFLDQNLHP�DUW\VW\F]Q\P´��1933, s. 6). 

7UXGQR� MHVW� ĞFLĞOH� SU]HSURZDG]Lü� JUDQLFĊ� PLĊG]\� UR]ZDĪDQLDPL� WHRUHW\F]-
Q\PL�&KZLVWND�D�MHJR�NRPHQWDU]DPL�QD�WHPDW�V]WXNL�QDMQRZV]HM�NRMDU]ąF\PL�VLĊ�
]�IRUPXáą�NU\W\NL�DUW\VW\F]QHM��7H�GUXJLH�Z\UyĪQLDMą W\P��ĪH�XMĊFLH�WHRUHW\F]QH�
]HVSDOD�VLĊ�Z�QLFK�]�VXELHNW\ZL]PHP�IRUPXáRZDQ\FK�RFHQ��:\GDMH�VLĊ��Z�MHJR�
]DPLHU]HQLX�Z\SRZLHG]L� WH�PLDá\� SHáQLü� IXQNFMĊ� SHUIRUPDW\ZQą� ± Z\SRVDĪDü�
V]WXNĊ�Z�UROĊ�F]\QQLND�VW\PXOXMąFHJR�SU]HNV]WDáFHQLH�Ī\FLD�VSRáHF]QHJR� 

2PDZLDMąF�Z� VZRLFK� SLVPDFK� ]� ODW� ���� UR]ZyM� V]WXNL� QRZRF]HVQHM��&KZL-
VWHN�ZVND]XMH� QD� ]D]QDF]DMąFą� VLĊ�Z� QLHM� WHQGHQFMĊ� GR� XSUDV]F]DQLD� NV]WDáWyZ� 
± XMPRZDQLD�ZLHORĞFL� L� ]áRĪRQRĞFL� GDQ\FK�ZUDĪHQLRZ\FK�Z� V\QWHW\F]QH� VWUX-
NWXU\�OLQHDUQH��7HQ�QDVWĊSXMąF\�SR�ID]LH�LPSUHVMRQL]PX�]ZURW�Z�VWURQĊ�DEVWUDN-
FML�NRMDU]\�]�SRMĊFLHP�VFKHPDWX�REUD]RZDQLD��QD]\ZDQHJR�SU]H]HĔ�ÄVFKHPDWHP�
SLHUZRWQ\P´�� NWyU\� ÄQDU]XFLá� VLĊ� DUW\VWRP� �«��Z� GUXJLHM� SRáRZLH ;,;�ZLHNX�
�*DXJXLQ�´�� 3RZRGHP� WHJR�E\á� ÄSU]HV\W�Z\ZRáDQ\�NDQRQHP naturalistycznym 
L ]ZLą]DQ\P ] QLP ]LPQ\P� HVWHW\]XMąF\P VWRVXQNLHP GR G]LHáD V]WX-
NL´��&KZLVWHN���������=�SyĨQLHMV]\PL�LQQRZDFMDPL�IRUPDOQ\PL�NXELVWyZ�&KZL-

&KZLVWHN� RNUHĞOD�� GRĞü� QLHRF]HNLZDQLH�� REUD]RZDQ\�Z�G]LHáDFK� V]WXNL� no-
ZRF]HVQHM� VFKHPDW� SLHUZRWQ\� MDNR� ÄZURG]RQ\´�� FR� NRQWUDVWXMH� ]� DQW\PHWDIL-
]\F]Qą� RULHQWDFMą� MHJR� ILOR]RILL�� :� LVWRFLH�� NRQFHSFMD� VFKHPDWX� SLHUZRWQHJR�
IXQNFMRQXMH�Z�MHJR�UHIOHNVML�HVWHW\F]QHM�MDNR�URG]DM�KLSRWH]\�]DáRĪRQHM�QD�SRG-
stawie opisanych naukowo IDNWyZ�ĞZLDGF]ąF\FK�R�ZáDĞFLZHM�SU]HGVWDZLFLHlom 
JDWXQNX�OXG]NLHJR�ÄLQVW\QNWRZQHM´�]GROQRĞFL�Z\NRQ\ZDQLD�U\VXQNyZ�ÄZHGáXJ�

GRW\F]ąF\FK QD� SU]\NáDG� WZyUF]RĞFL� 7\WXVD� &]\ĪHZVNLHJR�� ]� okresu zaanga-

|VWHN� NRMDU]\á� ÄEXGRZDQLH� REUD]X� ]� IRUP� SU\PLW\ZQ\FK� L� JUXE\FK´�� E\OL� RQi 
tymi, NWyU]\�ÄRGNU\OL�U]HF]\ZLVWRĞü�Z\REUDĪHĔ�Z\ĪV]HJR�W\SX��WĊ�VDPą��]�NWyUą�
VSRW\NDP\�VLĊ�X�OXGyZ�QDMEDUG]LHM�SU\PLW\ZQ\FK�L�X�PDá\FK�G]LHFL�Z�MHM�W\SDFK�
QDMQLĪV]\FK´ (2004e, s. 344). 



3DZHá�3ROLW 56 
ĞFLVáHJR� NDQRQX�� ]QDQHJR� RG� GDZQD� HWQRORJRP´� �2004e, s. 347). Syntetyczny 
charakter tego typu SU]HGVWDZLHĔ�NRMDU]\�MH�]H�V]WXNą�QRZRF]HVQą��Z�LQVSLURZD-
Q\FK� UR]ZLą]DQLDPL� NXELVW\F]Q\PL� SUDNW\NDFK� IRUPLVWyZ� ÄJyURZDá� schemat 
ZURG]RQ\��Z\]ZRORQ\�]�QDWXUDOLVW\F]QHJR�NRQZHQDQVX´��2004e, s. 348). Manife-
VWXMH�VLĊ�RQ�UyZQLHĪ�Ä]�ZLHONą�VLáą�Z�V]WXFH�6WUHQJD�L�+DKQD��/HZLFNLHJR��%ORQ-
dera, OsostRZLF]D�L�X�ZLHOX�F]áRQNyZ�*UXS\�.UDNRZVNLHM´��&KZLVWHN�������6. 
Eksperymenty artystyczne zarejestrowane przez Chwistka w 1938 roku, zgodnie 
]�W\WXáHP�MHGQHJR�]�MHJR�WHNVWyZ�NU\W\F]Q\FK��GDMą�PX�SRZRG\�GR�RSW\PL]PX� 

:�SUDFRZQLDFK�PáRG\FK� DUW\VWyZ� JUXS\� NUDNRZVNLHM� G]LHMą� VLĊ� RG� ODW� G]LZQH�
U]HF]\��2VRVWRZLF]��/HZLFNL��%ORQGHU��:LFLĔVNL��:�OHFLH�ZLG]LDáHP�Z�=DNRSD-
QHP�U\VXQNL�L�U]HĨE\�:LFLĔVNLHJR��:UyFLáHP�ZáDĞQLH�]�3DU\ĪD��]�RGZLHF]QHJR�
ĨUyGáD� QDV]\FK� DUW\VW\F]Q\FK� QDWFKQLHĔ�� 6WDQąáHP� ZREHF� ]MDZLVND� ]JRáD� QLH-
RF]HNLZDQHJR��:áDVQD�IRUPD�L�ZáDVQ\�VW\O��Z\UZDQ\�]�áRQD�VXUUHDOL]PX��MDNLPĞ�
niesamowitym, niezmiernie prostym i naturalnym chwytem. Od jednego zama-
FKX� RGSDGáR� SU]HUDILQRZDQLH� L� SHUZHUVMD�� =RVWDá\� SURVWH�� VSUDFRZDQH� UĊFH�
polskiego robotnika (1938, s. 7). 

:� SXEOLF\VW\FH� DUW\VW\F]QHM� &KZLVWND� GRPLQXMH� WRQ� SHUVZD]\MQ\�� ]ZLĊ]áRĞü��
F]\�QDZHW�ODSLGDUQRĞü��MHJR�UHODFML�]H�VSRWNDĔ�]H�V]WXNą�QDMQRZV]ą�LG]LH�Z�SDU]H�
z subiektywizmem ocen: 

%ORQGHU� MHVW� RERN� 2VRVWRZLF]D� L� /HZLFNLHJR� WDNLP� ZáDĞQLH�malarzem, jakich 
FKFLDáE\P� ZLG]LHü� Z� 3ROVFH� QD� SLHUZV]\P� PLHMVFX�� *G\E\ĞP\� W\FK� OXG]L�
SRWUDILOL� ]UR]XPLHü� L� RFHQLü� �«�� QD� SHZQR� SRZVWDáDE\� X� QDV� VNU\VWDOL]RZDQD�
ZL]MD� V]WXNL�� RSDUWD� QD� ]E\W� ZF]HĞQLH� ]áDPDQHM� WUDG\FML� IRUPL]PX� L� QDV]HJR�
PDáRPLDVWHF]NRZHJR�JHQLDOQHJR�ÄFKDPVNLHJR´�PDODUVWZD�(1938, s. 7). 

6ZRMą�G]LDáDOQRĞFLą�NU\W\F]Qą�&KZLVWHN� VWDUD� VLĊ�SRGWU]\PDü�FLąJáRĞü� WUDG\FML�
IRUPLVW\F]QHM��NRMDU]ąF�Mą�]�SUDNW\NDPL�DUW\VWyZ�*UXS\�.UDNRZVNLHM��VáXĪ\�PX�
GR� WHJR� SRMĊFLH� VFKHPDWX� SLHUZRWQHJR�� :� ODWDFK� ���� GRNRQXMH� ]QDF]ąF\FK�
SU]HVXQLĊü� DNFHQWyZ� Z� VZRMHM� Z\NáDGQL� IRUPL]PX�� RGZRáXMąF� VLĊ� GR� Z\SUD-
FRZDQHM� SU]H]� VLHELH� Z� ODWDFK� ���� IRUPXá\�PDODUVWZD� VWUHILF]QHJR�� 3RV]XNXMH�
WDNLHJR� VSRVREX� UHDOL]DFML� ]DVDG� VWUHIL]PX�� DE\� ÄQLH� QDU]XFDá� VLĊ� >RQ@� MDNR�
wymuszony i nacLąJQLĊW\� V]DEORQ�� DOH� ĪHE\� G]LDáDá� EH]SRĞUHGQLR� L� SRGĞZLDGR-
PLH´� ������� V�� ���±������ (ZROXFMĊ� VWUHIL]PX� ZLąĪH� ]� SRMĊFLHP� PRW\ZX��
EĊGąFHJR�PDODUVNLP�RGSRZLHGQLNLHP�SRMĊFLD�VFKHPDWX�SLHUZRWQHJR��PRW\Z�WR�
Z\UyĪQLRQ\�HOHPHQW�NRPSR]\FML�PDODUVNLHM�� VWUHV]F]DMąF\�SUDZGĊ�RNUHĞORQHJR�
GRĞZLDGF]HQLD�U]HF]\ZLVWRĞFL��Z\UDĪDMąF\�MHJR�LQWHQV\ZQRĞü7.  

6  Poza artystami zrzeszonymL� Z� *UXSLH� .UDNRZVNLHM� L� JUXSLH� Ä$UWHV´�� &KZLVWHN� SR]\W\ZQLH�
RFHQLD�Z�VZRLFK�WHNVWDFK�SXEOLF\VW\F]Q\FK�WDNLFK�WZyUFyZ�MDN�-y]HI�&]DSVNL��5DIDá�0DOF]HZVNL��
=RILD�6WU\MHĔVND��7HUHVD�7\V]NLHZLF]� 
7 1D� WHPDW�SRMĊFLD�PRW\ZX�Z�UHIOHNVML� WHRUHW\F]QHM�]RE��3ROLW��2021, s. 28±����D� WDNĪH�&KUREDN 
2004, s. 226; 2018, s. 44. 
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Fot. 1. Leon Chwistek, Karuzela, 1936, olej na desce, 99 x 120 FP��0X]HXP�6]WXNL�Z�àRG]L.  
Fot. CC0. 

 
3RGREQLH�MDN�Z�WZyUF]RĞFL�DUW\VWyZ�*UXS\�.UDNRZVNLHM��Z�teorii i praktyce 

PDODUVNLHM�&KZLVWND�GRFKRG]L�Z�ODWDFK�����GR�UHZLQG\NDFML�WUHĞFL�REUD]X��VWUHI\�
MHJR� NRPSR]\FML�� ]DPLDVW� RJUDQLF]Dü� VLĊ� GR�Z\OLF]HQLD�NV]WDáWyZ�JHRPHWU\F]-
Q\FK� GDQHJR� W\SX�� ]DF]\QDMą� ZLą]Dü� ]H� VREą� RGQLHVLHQLD� GR� U]HF]\ZLVWRĞFL�
potocznej, F]ĊVWRNURü� GR� Ī\FLD� XOLF\�� QD� SU]\NáDG� Z� MHJR� REUD]DFK� ]� ODW� ����
XND]XMąF\FK� VFHQ\� ]� Ī\FLD� /ZRZD�� Z� NWyU\P� PLHV]NDá�� WM�� Karuzela (1936)  
i Przemarsz artylerii przez miasto �������� 7H� SyĨQH� SUDFH� &KZLVWND� �fot. 1) 
QDGDO� RGSRZLDGDMą� SRVWXODWRP� V]WXNL�Z\REUDĪHQLRZHM�� ]JRGQLH� ]� NWyU\PL�Z\-
NUHĞORQH� QD� REUD]LH� VFKHPDW\F]QH� NV]WDáW\� PDMą� E\ü� X]XSHáQLDQLH� Z� SURFHVLH�
RGELRUX�PDWHULDáHP� E\á\FK� GDQ\FK�ZUDĪHQLRZ\FK�� 5R]ZLą]DQLD� WH� Z\GDMH� VLĊ�
X]DVDGQLDü� Z\UyĪQLRQ\� SU]H]� niego mechanizm koMDU]HQLD�� SLV]H� RQ�� ĪH�
Ä>G@]LĊNL� Z\REUDĪHQLRP� GRNRQXMHP\� �«�� X]XSHáQLHĔ� ZUDĪHĔ� Z]URNRZ\FK��
NWyUH�VSUDZLDMą��ĪH�QLHUD]�GUREQD�F]ĊĞü�SU]HGPLRWX�]DVWĊSXMH�QDP�MHJR�FDáRĞü´ 
(2004g, s. 312). Koresponduje to z postulatem schemaW\]DFML�RĪ\ZLDMąFHM�REUD]��
RGPLHQQHM� RG� JHRPHWU\]DFML�� ZLąĪH� VLĊ� WR� ]� ÄRSHURZDQLHP� NV]WDáWHP� Ī\Z\P�
MDNR�HOHPHQWHP�QLHUR]HUZDOQ\P´��2004g, s. 316). 
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5HDOL]DFMD� ]DáRĪHĔ� PRW\ZL]PX�� RNUHĞODQHJR� SU]H]� &KZLVWND� UyZQLHĪ� MDNR�
DQW\XQL]P��PD�VZRMą�FHQĊ��MHVW�QLą�SRU]XFHQLH�MHGQROLWRĞFL�NRPSR]\FML��R�NWyUą�
FKRG]LáR� MHV]F]H� ZH� ZF]HVQHM� ID]LH� VWUHIL]PX�� :� SROHPLFH� ]� :áDG\VáDZHP�
6WU]HPLĔVNLP� &KZLVWHN� GHNODUXMH�� Ärozwijam strefizm w antyunizm, tzn. nie 
W\ONR�QLH�VWDUDP�VLĊ�PDVNRZDü�VWUHI��DOH�VLOQLH�SRGNUHĞODP�WDN��ĪH�REUD]�UR]SDGD�
VLĊ�QD�SR]yU�QD�NLOND�F]ĊĞFL´��&KZLVWHN��6WU]HPLĔVNL��������V��������3U]\�W\P� 

>R@GU]XFHQLH�MHGQRĞFL�NRPSR]\FML�QLH�MHVW�LGHQW\F]QH�]�FKDRVHP��7DP��JG]LH�Vą�
SUDZD�VFKHPDW\]DFML��SUDZD�VWUHI\��W]Z��GRPLQDQWD�EDUZ\�L�GRPLQDQWD�NV]WDáWX��
QLH� PRĪH� E\ü� PRZ\� R� FKDRVLH�� &KRG]L� R� SU]HFLHĪ� R� WR�� ĪHE\� REUD]� ]DZLHUDá�
ZLĊFHM�� QLĪ� MHVW� Z� U]HF]\ZLVWRĞFL�� ĪHE\� QLH� GDZDá� WHJR� FR� MHVW�� W\ONR� WR�� FR�
FKFHP\��ĪHE\�E\áR��ChwLVWHN��6WU]HPLĔVNL������� s. 259). 

&KZLVWHN�XZDĪD�MHGQROLWRĞü�NRPSR]\FML�]D�SU]HVąG��MHM�LGHDOQD�MHGQRĞü�RVLągana 
MHVW� NRV]WHP� Ī\FLD� REUD]X�� .RMDU]\� Mą� ]� LQG\ZLGXDOL]PHP� L� DU\VWRNUDtyzmem 
dawnej sztuki; w przytaczanej polemice ze 6WU]HPLĔVNLP�VWZLHUG]D��ĪH�Ä>F@]\VWD�
V]WXND�L�F]\VWD�IRUPD�MHVW�EXUĪXD]\MQ\P�SU]HVąGHP��7\ONR�Ī\ZD�V]WXND�L�Ī\ZD�
IRUPD�MHVW�ZLHOND��&KRG]L�R�WR��ĪHE\�IRUPD�E\áD�VLOQLHMV]D�RG�P\ĞOL��RG�Ī\FLD´�
(Chwistek, StrzHPLĔVNL�� ������ V�� ������ )RUPD� WHJR� URG]DMX� URG]L� VLĊ�� ]GDQLHP�
&KZLVWND��Z� WUDNFLH� LQWHQV\ZQHJR�SU]HĪ\ZDQLD��Z�NWyU\P�GR]QDQLH� U]HF]\ZL-
VWRĞFL�MHVW�QLHUR]G]LHOQLH�VSOHFLRQH�]�WZyUF]ą�UHDNFMą��3RZVWDMąFD�Z�W\P�SURFH-
VLH� V]WXND� E\áDE\�Z� VWDQLH� ]PLHQLDü� U]HF]\ZLVWRĞü�� D� WZRU]HQLH� MHM� QLH� E\áRE\�
zarezerwowane dla wybranych. Z tej perspektywy badania laboratoryjne postu-
ORZDQH� SU]H]� 6WU]HPLĔVNLHJR� Z\GDMą� VLĊ� &KZLVWNRZL� PDUWZH� L� UHVWU\NF\MQH�� 
Z�QLH�SXEOLNRZDQ\P�]D�Ī\FLD�NRPHQWDU]X�GR�VZRMHM�G\VNXVML�]H�6WU]HPLĔVNim 
VWZLHUG]D��ĪH�WHQ�FKFH 

RGHEUDü�V]HURNLP�PDVRP�V]WXNĊ��QLH�ZLHU]ąF�Z�WR��ĪH�PRJá\E\ Mą�]UR]XPLHü��DOH�
QLH�P\ĞOL� UH]HUZRZDü� MHM� GOD� NODV\�Z\EUDQ\FK��&KFH� Mą� SR� SURVWX� XQLFHVWZLü��
�«�� ,G]LH� WX� �«�� R� SRGSRU]ąGNRZDQLH� SLĊNQD� LGHL� GREUD�� WR� VDPR�� R� NWyU\P�
maU]\á� 3ODWRQ�� -HVW� WURVND� R� RGURG]HQLH� OXG]NRĞFL� VSURZDG]RQHM� QD� EH]GURĪD�
SU]H]�QDGPLHUQ\�UR]URVW�NXOWX�Ī\FLD (Chwistek, 2018, s. 222). 

2PDZLDMąF�PHWRGĊ�PDODUVWZD�VSRG�]QDNX�VWUHIL]PX�&KZLVWHN�X]QDMH�VNURP-
QLH��ĪH�MHVW�RQD�ÄMHGQą�]�ZLHOX�]DVDG�NRPSRQRZDQLD´�L�ĪH�]EDGDQLH�PRĪOLZRĞFL�
]ZLą]DQ\FK� ]� MHM� VWRVRZDQLHP� ÄZ\PDJD� F]DVX� L�ZLHONLHJR� ]ELRURZHJR�Z\VLá-
NX´��:\UDĪD� SU]HNRQDQLH�� ÄĪH� MHVW� WR� GURJD�� QD� NWyUHM�PRJOLE\ĞP\�GRWU]Hü� GR�
RGURG]HQLD� V]WXNL� L� RGURG]HQLD� EDGDĔ� QDG� MHM� SRGVWDZDPL´� �&KZLVWHN�� ������ 
s. 253). W jednym z tekstów publicystycznych, Elementy twórcze sztuki dziecka
��������ZVND]XMH�W\SRZ\�GOD�VWUHIL]PX�]DELHJ�ÄSRZWDU]DQLD�IRUP�]EOLĪRQ\FK�GR�
VLHELH´�MDNR�MHGQR�]�RJQLZ�ZLąĪąF\FK�V]WXNĊ�DUW\VWyZ�*UXS\�.UDNRZVNLHM�]�SUR-
gramem strefizmu; jako jHM� SU]\NáDG�Z\PLHQLD� �L� UHSURGXNXMH� MDNR� LOXVWUDFMĊ��
DNZDIRUWĊ� /HRSROGD� /HZLFNLHJR� Fabryka �������� 'RGDMH�� ĪH� Ä>W@HQGHQFMD� 
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GR�WZRU]HQLD�VWUHI��«��Z\VWĊSXMH�]�RJURPQą�VLáą�]DUyZQR�X�G]LHFL�L�G\OHWDQWyZ��
MDN� L� X� UDVRZ\FK� DUW\VWyZ´� �&KZLVWHN�� ������� -DNR� LQQą� PHWRGĊ� EXGRZDQLD�
kompo]\FML�� W\SRZą� GOD� WZyUF]RĞFL� G]LHFL�� SU]\WDF]D� Z� RPDZLDQ\P� WHNĞFLH�
ÄZSURZDG]HQLH�SHUVSHNW\Z\�RGQLHVLRQHM�GR�ZLG]D�XPLHV]F]RQHJR�QD�REUD]LH´��
WáXPDF]ąFH�UyZQLHĪ�G\VSURSRUFMH�NV]WDáWyZ�Z�MHJR�ZáDVQ\FK�REUD]DFK�]�RNUHVX�
lwowskiego. W\PLHQLRQH�PHWRG\� Vą� GOD� QLHJR� V\PSWRPDW\F]QH� GOD� QLHXSU]H-
G]RQHJR�L�VSRQWDQLF]QHJR�SRGHMĞFLD�GR�U]HF]\ZLVWRĞFL��G]LĊNL�NWyUHPX�PRĪOLZH�
E\áRE\� RGURG]HQLH� IRUPL]PX�� =� SHUVSHNW\Z\� ZáDVQ\FK� SUDNW\N� PDODUVNLFK� 
i zjawisk artystycznych z lat 30. Chwistek postrzega formizm jako nurt  
Z�V]WXFH��NWyU\�]URG]Lá�VLĊ�]�ÄSRáąF]HQLD�WHQGHQFML�DEVWUDNF\MQ\FK�]�LQVW\QNWHP�
SLHUZRWQ\P´�� 

$QRQVXMąF� Z� ����� URNX� ÄVXNFHV� V]WXNL� Z\REUDĪHQLRZHM´� Z� WZyUF]RĞFL�
DUW\VWyZ�*UXS\�.UDNRZVNLHM��Z� WHNĞFLH�QDSLVDQ\P�]�RND]ML�ZVSyOQHM�Z\VWDZ\�
Osostowicza i Lewickiego Z�VDOL�/ZRZVNLHJR�=ZLą]NX�=DZRGRZHJR�$UW\VWyZ�
Plastyków (fot. 2.), Chwistek GLDJQR]XMH� GRRNUHĞODQLH� VLĊ� Z� LFK� WZyUF]RĞFL�
QRZHM�IRUPXá\�PDODUVWZD�RSDUWHM na pierwotnym schemacie obrazowania: 

1LHNWyU]\� ]� QLFK� �/HZLFNL�� SRQLHNąG� L� :LFLĔVNL�� ZDOF]ą� MHV]F]H� ]� SU]HUDIL-
nowanym narzucaniem przez kubizm i konstruktywizm [przerafinowaniem 
narzucanym przez kubizm(?) ± przyp. red.]. Ale u Osostowicza i u Blondera 
Z\VWĊSXMH�Z�QDMF]\VWV]HM� IRUPLH�ZURG]RQ\�VFKHPDW�U]HF]\ZLVWRĞFL�]EXGRZDQ\�
]�W\FK�ZáDĞQLH�SLHUZLDVWNyZ��MDNLH�Z\VWĊSXMą�Z�V]WXFH�dziecka (1937, s. 9). 

%XGXMH� VZRMą� DUJXPHQWDFMĊ� RVDG]DMąF� SRkazywane na wystawie prace  
Z� RNUHĞORQ\P� NRQWHNĞFLH� F\ZLOL]DF\MQ\P� ± EDQDOL]DFML� L� VFKHPDW\]DFML� Ī\FLD�
VSRáHF]QHJR�ZDUXQNRZDQHM�PHFKDQL]PDPL�HNRQRPLF]Q\PL��3U]\ZRáXMąF�]DJL-
QLRQą� NRPSR]\FMĊ� 2VRVWRZLF]D� Niedziela �IRW�� ���� QDOHĪąFą� GR� JUXS\� MHJR�
obrazów oleMQ\FK� REUD]XMąF\FK� Ī\FLH� .U]HPLHĔFD� �3ROLW�� ����, s. 33±34), 
VWZLHUG]D��ĪH�Z�QLHM� 

]DJDGQLHQLH�SU\PLW\ZX�]RVWDáR�UR]ZLą]DQH�QLHPDO�EH]�Z\VLáNX�SU]H]�RGZRáDQLD�
VLĊ� GR� ZáDVQHJR� LQVW\QNWX� WZyUF]HJR� L� RGU]XFHQLH� SUHWHQVML� GR� SRSLVyZ�
WHFKQLF]Q\FK��1LH�PD� WDP�PRZ\�R�SRV]XNLZDQLX�SU]HVXEWHOQLHĔ�EDUZQ\FK��DOH�
]D�WR�MHVW�NRORU\W�ĞZLHĪ\�L�UDGRVQ\� SRU\ZDMąF\�SURVWRWą�L�SRZDJą��1LH�PRĪQD�JR�
QD]ZDü� ĞFLĞOH� VWUHILF]Q\P�� DOH� MHVW� WDP� VWUHIL]PX� QD� W\OH�� ĪH� QLH� PD� PRZ\� 
R� SU]\SDGNRZRĞFL� SRFKRG]ąFHM� ]� ]HZQąWU]�� %DUZ\� 2VRVWRZLF]D� URG]ą� VLĊ� QD�
SáyWQLH�L�QLP�Ī\Mą�L�QD�QLP�SURZDG]ą�]H�VREą�ZDONĊ�R�SUDZR�GR�LVWnienia. To jest 
LVWRWQD� SU]\F]\QD� LFK� VLá\� RĪ\ZF]HM�� =� QLFK� ZáDĞQLH� URG]L� VLĊ� ZL]MD� PDáHJR�
PLDVWHF]ND� L� OXG]L� QDSUDZGĊ�QLHXGDQ\FK� L�PDUQ\FK�� NWyU]\� MHG\QLH�GODWHJR�� ĪH�
Vą�� ĪH� VWDQRZLą� HOHPHQW� VNáDGRZ\� MDNLHJRĞ� WDMHPQLF]HJR� L� QLHGRFLHF]RQHJR�
SU]HREUDĪHQLD� VLĊ� PDWHULL�� EXG]ą� Z� QDV� WZyUF]\� QLHSRNyM� L� XZDOQLDMą� QDV� RG�
EROHVQHJR�NRQZHQDQVX�FRG]LHQQRĞFL��&KZLVWHN������, s. 9). 
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Fot. 3. �SRQLĪHM� 
6WDQLVáDZ�2VRVWRZLF], Niedziela, 
1936 (?), olej na SáyWQie, obraz 
zaginiony. 
ħUyGáR�UHSURGXNFML� 6\JQDá\, 
1.03.1937, s. 7. 

Fot. 2. (z lewej)  
Leopold Lewicki, Nosiwoda,  
lata 30. XX w., akwaforta, papier. 
ħUyGáR�UHSURGXNFML� 6\JQDá\, 
1.03.1937, s. 7. 
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Obraz Niedziela 2VRVWRZLF]D�WR�MHG\QH�ERGDM�G]LHáR�]�NUĊJyZ�PáRGHM�V]WXNL�
ODW� ����� NWyUH� &KZLVWHN� VNRPHQWRZDá� REV]HUQLHM�� 3U]\ZRáDá� MH� MDNR� SU]\NáDG�
WZyUF]HM� WUDQVIRUPDFML� ]DVDG� VWUHIL]PX� ]PLHU]DMąFHM� GR�Z\SUDFRZDQLD�PRGHOX�
WZyUF]RĞFL�DQJDĪXMąFHM�ZLG]yZ�Z�VSRVyE�PDNV\PDOnie skuteczny ± VW\PXOXMą-
FHM� ]DMPRZDQLH� SU]H]� QLFK� RNUHĞORQ\FK� SRVWDZ�� =JRGQLH� ]� MHJR� Z\NáDGQLą��
]DVWRVRZDQH� SU]H]� 2VRVWRZLF]D� ĞURGNL� (streficzne zasady kompozycji artysta 
X]XSHáQLD� Z� REUD]DFK� ]� .U]HPLHĔFD� ERJDW\P� ]DNUHVHP� HIHNWyZ� IDNWXURZ\FK�
(Polit, 2021, s. 33±����VáXĪą�VZRLVWHPX�VSRWĊJRZDQLX�PDáRPLDVWHF]NRZHM�UHDO-
QRĞFL��Z\HNVSRQRZDQLX�PHFKDQLF]QHM�PRQRWRQLL�MHM�IXQNFMRQRZDQLD�RUD]�SREX-
G]Dü�PRJą�X�RGELRUF\�SUDJQLHQLH�Z\]ZROHQLD�VLĊ�RG�QLHM��&KZLVWHN�SLV]H��ĪH 

>Q@LH� PD� Z� W\P� ĞODGX� XSLĊNV]DQLD� DQL� LGHDOL]RZDQLD� ZáDĞFLZHJR� V]WXFH�
WUDG\F\MQHM�� DQL� WHĪ� HNVSUHVMRQLVW\F]QHJR� SRGNUHĞOHQLD� HOHPHQWyZ� QLHSRNRMą-
F\FK�� �«�� >2GELRUFD�� NWyU\@� SRWUDIL� GDü� VLĊ� SRUZDü� WDNLHM� V]WXFH�� X]\VND�
]GROQRĞü�SU]H]Z\FLĊĪDQLD�QXG\�Sá\QąFHM�]�SU]HG]LDáyZ�NROHMRZ\FK�L�SRF]HNDOĔ�
XU]ĊGyZ��:\WZRU]\�Z�VRELH�SV\FKRORJLĊ�ZSURVW�SU]HFLZQą�WHM��MDND�QDU]XFD�VLĊ�
]ZROHQQLNRP� EULGĪD� L� SU]HGVWDZLHĔ� NLQRZ\FK�� =DPLDVW� ELHUQRĞFL� L� EH]ZáDGX��
NWyU\� U]XFD� QDV� QD� SDVWZĊ� EH]QDG]LHMQHM� UR]SDF]\�� ]URG]L� VLĊ� Z� QLP� WZyUF]\�
VWRVXQHN� GR� Ī\FLD�� NWyU\� SRWUDIL� Z\GRE\ü� ]� FKZLO� QDMEDUG]LHM� V]DU\FK� F]DU�
XSDMDMąF\�L�RGUDG]DMąF\ (1937, s. 9). 

,QWHUSUHWDFMD� &KZLVWND� NRMDU]\� V]WXNĊ� VSRG� ]QDNX� RGQRZLRQHJR� VWUHIL]PX��
SRVáXJXMąFHM� VLĊ� ÄZURG]RQ\PL´� VFKHPDWDPL� REUD]RZDQLD�� ]� URG]DMHP� KRPHR-
patii ± SRVáXJXMąF�VLĊ�HOHPHQWDPL�FRG]LHQQRĞFL��PD�RQD�G]LDáDü�MDNR�RGWUXWND�QD�
UXW\QĊ�FRG]LHQQRĞFL��:�MHJR�RSLQLL�Z]PRFQLHQLH�UHDOQRĞFL�]D�SRPRFą�ĞURGNyZ�
PDODUVNLFK�SRZRGRZDü�PD� WHQ� URG]DM� VW\PXODFML�ZLG]D��NWyU\�SURZRNRZDü�JR�
EĊG]LH� GR� DNW\ZQHJR� XF]HVWQLFWZD� Z� SURFHVDFK� FRG]LHQQRĞFL�� 6Láą� U]HF]\��
V]WXND� WHJR� URG]DMX� Z\SRVDĪRQD� MHVW� Z� SHZLHQ� Z\PLDU� SROLW\F]Q\�� SURSRQR-
ZDQD�SU]H]�QLą�WHUDSLD�VSRáHF]QD�VW\PXORZDü�PD�RGELRUFyZ�GR�ZVSyáWZRU]HQLD�
L�WUDQVIRUPDFML�ĞURGRZLVND�LFK�Ī\FLD�� 
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Abstract 
This text discusses the way in which the conception of artistic experience worked out by Leon 
Chwistek corresponds with his assessments of the most recent artistic phenomena in Polish art 
formulated by him in the 1930s. It reveals the affinity of this conception with the notion of the 
ÄFRPSOHWH� SODVWLF� VHQVH´� GHVFULELQJ� WKH� VSHFLDO� FKDUDFWHU� RI� WKH� DUWLVWLF� H[SHULPHQWV� FRQGXFWHd 
within the milieu of the pre-war Grupa Krakowska [Cracow Group]. Founded upon the premises 
RI�&KZLVWHN¶V� WKHRU\� RI�PXOWLSOH� UHDOLWLHV�� WKH� FRQFHSWLRQ� RI� DUWLVWLF� H[SHULHQFH� XQGHUVFRUHV� WKH�
concomitance of the reception of imaginary reality of an artwork and the impulse to co-create this 
reality. According to Chwistek, this conception could provide a theoretical grounding for socially 
engaged art. It was also supposed to serve as a foundation for the project of nominalist aesthetics 
delineated by Chwistek, the project aimed at working out the intersubjective principles of the 
assessment of artworks, based on individual acts of reception, by the community of receivers 
engaged in a public discussion of art. The criteria for assessment of artworks worked out within 
the framework of this project could be applied in art criticism. 

Keywords: Formism, multiplicity of realities, imaginary reality, Grupa Krakowska [Cracow 
Group] 
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Abstrakt 
$UW\NXá�SRĞZLĊFRQ\�MHVW�NVLąĪFH�3DZáD�3ROLWD�QD�WHPDW�ILOR]RILL�L�PDODUVWZD�:LWNDFHJR��EDGDMąFHM�
RED� WH� REV]DU\� MHJR� WZyUF]RĞFL�Z� ĞZLHWOH� UR]ZLMDQHM� SU]H]HĔ� NRQFHSFML� ÄMHGQRĞFL� RVRERZRĞFL´. 
=JáĊELDMąF� WHRULĊ� :LWNDFHJR�� ]DZDUWą� WDNĪH� Z� MHJR� XWZRUDFK� OLWHUDFNLFK�� 3ROLW� NRQIURQWXMH� Mą� 
]� ILOR]RILF]Q\PL� ĨUyGáDPL� MHJR� P\ĞOL�� D� WDNĪH� ]� IHQRPHQRORJLą� FLHOHVQRĞFL� 0HUOHDX-Ponty¶ego 
RUD]�UHIOHNVMą�'HOHX]H¶D�L�'HUULG\�GRW\F]ąFą�PDODUVWZD�± jego cielesnego, haptycznego wymiaru. 
3RMĊFLH� ÄMHGQRĞFL� RVRERZRĞFL´� VWDQRZL� ]GDQLHP� 3ROLWD� SXQNW� ]ZRUQLNRZ\� P\ĞOL� :LWNDFHJR��
QDGDMąF\� VSyMQRĞü� MHJR� UHIOHNVML� HVWHW\F]QHM�� PLPR� MHM� F]DVRZ\FK� ]PLDQ�� 3RMĊFLH� WR�� SRGGDQH�
RGSRZLHGQLHM� LQWHUSUHWDFML�� SRZLą]DQH� ]� WHRULą� QLHĞZLDGRPHJR� WáD� SU]HĪ\ü�� QLHRGáąF]QHJR� RG�
SV\FKRIL]\F]QHM� WRĪVDPRĞFL� ÄMD´�� VWDMH� VLĊ� WHĪ� NOXF]HP� GR� RGF]\WDQLD� MHJR�PDODUVWZD�� $XWRUND�
]ZUDFD� XZDJĊ� QD� RU\JLQDOQRĞü� XMĊFLD� ]DSURSRQRZDQHJR� Z� NVLąĪFH� 3ROLWD�� ZSLVXMąFHJR� VLĊ� ZH�
ZVSyáF]HVQą�UHIOHNVMĊ�QDG�]ZLą]NDPL�V]WXNL�L�ILOR]RILL��PDODUVWZD�L�VáRZD��2PDZLDQą�SU]H]�3ROLWD�
prakW\NĊ� SLVDUVNą� :LWNDFHJR� ]HVWDZLD� ]� LQQ\PL� SU]\NáDGDPL� DUW\VWyZ�� Z� NWyU\FK� WZyUF]RĞFL�
WHNVW\�L�G]LHáD�ZL]XDOQH�QDZ]DMHP�VLĊ�RĞZLHWODMą��WZRU]ąF�ZHZQĊWU]Q\�VSORW�� 

Keywords: 
malarstwo XX w., filozofia XX w., Maurice Merleau-Ponty, Gilles Deleuze, 6WDQLVáDZ� ,JQDF\�
Witkiewicz 

7U]HED� SU]\]QDü�� ĪH� 6WDQLVáDZ� ,JQDF\�:LWNLHZLF]� SR]RVWDMH� SRVWDFLą� LQWU\JX-
MąFą�� D� MHJR� ZLHORZ\PLDURZD� WZyUF]RĞü� ]RVWDáD� RSLVDQD�� ZQLNOLZLH� przeana-
lizowana i jest nadal obecna zarówno w polskiej literaturze przedmiotu, jak  
L� Z� NXOWXU]H� SRSXODUQHM�� =� UDFML� REILWRĞFL� LVWQLHMąF\FK� DQDOL]� L� LQWHUSUHWDFML�� 
D�WDNĪH�FHFKXMąFHM�Mą�ZLHORG]LHG]LQRZRĞFL��VSXĞFL]QD�:LWNDFHJR�QLH�MHVW�áDWZ\P�
tematem opracowania L�Z\GDMH�VLĊ��ĪH�]� WHJR�ZáDĞQLH�Z]JOĊGX�PRĪQD�X]QDü�Mą� 

 7HNVW�MHVW�DUW\NXáHP�UHFHQ]\MQ\P�SRĞZLĊFRQ\P�NVLąĪFH�3DZáD�3ROLWD�3RMĊFLH�MHGQRĞFL�RVRERZRĞFL�
Z� WZyUF]RĞFL� ILOR]RILF]QHM L�PDODUVNLHM� 6WDQLVáDZD� ,JQDFHJR�Witkiewicza, Towarzystwo Autorów
 i Wydawców Prac Naukowych Universitas, Kraków 2019, ss. 258. 
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]D� EDGDZF]H�Z\]ZDQLH��:�PRMHM� RFHQLH� NVLąĪND� 3DZáD� 3ROLWD� VSURVWDáD� WHPX�
Z\]ZDQLX� L� VWDQRZL� GRVNRQDáH� ZSURZDG]HQLH� GR� ILOR]RILL� :LWNDFHJR�� XMĊWHM� 
Z� SRZLą]DQLX� ]� MHJR� RU\JLQDOQą� WZyUF]RĞFLą� PDODUVNą� Punktem centralnym  
L� ]DUD]HP� ZąWNLHP� SU]HZRGQLP� UHFHQ]RZDQHM� NVLąĪNL� MHVW� W\WXáRZD� MHGQRĞü�
RVRERZRĞFL� ± FLąJáRĞü� L� WRĪVDPRĞü� VWUXPLHQLD� SU]HĪ\ü�� $XWRU� Z\ZDĪRQ\P��
SU]HP\ĞODQ\P� VW\OHP� RSLVXMH� ILOR]RILĊ�:LWNDFHJR�� SRND]XMąF�� ĪH� Z\UDVWD� RQD� 
]�]DáRĪHĔ�HPSLULokrytycyzmu Richarda Aveneariusa i Ernsta Macha oraz z bio-
ORJLF]QLH�XNLHUXQNRZDQHM�ILOR]RILL�SU]\URG\��)LOR]RILD�WD�]DZLHUD�Z�VRELH�WDNĪH�
ZąWNL� ]DF]HUSQLĊWH�]�PHWDIL]\NL�$UWXUD�6FKRSHQKDXHUD� L�NRQFHSFML�+DQVD�&RU-
neliusa ± QHRNDQW\VW\�L�SV\FKRORJD��:DĪQ\�VWDMH�VLĊ�WX�ZLĊF�UyZQLHĪ�SV\FKROR-
JL]P� L� NU\W\F]QLH� XMĊWD� IHQRPHQRORJLD�� 3ROLW� SRGNUHĞOD� UR]ELHĪQRĞFL� PLĊdzy 
ZF]HVQą�L�SyĨQą�WHRULą�:LWNDFHJR�D�MHJR�SUDNW\Ną�DUW\VW\F]Qą��2GZRáXMH�VLĊ�WHĪ�
GR�SDUDHVWHW\NL�'DYLGD�&RUUROOD���������SUyEXMąF�SRGąĪDü�MHJR�ĞODGHm i analizo-
ZDü�WHRULĊ�SU]\�XĪ\FLX�ĞURGNyZ�EOLVNLFK�W\P��NWyUH�VWRVRZDQH�Vą�Z�G]LHG]LQLH�
WZyUF]RĞFL� DUW\VW\F]QHM�� -DN� VDP� WR� XMPXMH�� SUDJQLH� Z� WHQ� VSRVyE� ]EXGRZDü�
DQDORJLĊ�PLĊG]\�OLQHDUQ\P�SRU]ąGNLHP�SRMĊü�D�SRU]ąGNLHP�SU]HVWU]HQQ\P�SUDF�
PDODUVNLFK�� D� ZLĊF FKFH� ]QDOHĨü� SRZLą]DQLH� RQWRORJLL� L� V]WXNL�� F]DVRZR-prze-
VWU]HQQHM�IRUP\�LVWQLHQLD�L�F]\VWHM�IRUP\�G]LHáD�V]WXNL��3ROLW��2019, s. 11). Chce 
ZLĊF�]EXGRZDü�DQDORJLĊ�PLĊG]\�VáRZHP�D�REUD]HP��GRNRQXMąF�WHJR�]UHV]Wą�]D�
SRPRFą�VáyZ��'ODWHJR�Z�W\WXOH�WHM�UHFHQ]ML�ÄVáRZD´�]QDMGXMą�VLĊ�QD�SLHUZV]\P�
PLHMVFX�� D� GRSLHUR� SR� QLFK� QDVWĊSXMą� ÄREUD]\´�� FKRü� ]D� SRPRFą� VáyZ�� MDN�
ZLDGRPR�WZRU]\�VLĊ�WHĪ�REUD]\1. 

:LWNDF\� ]QDNRPLFLH� SRVáXJXMH� VLĊ� VáRZDPL�� EĊGąF� SLVDU]HP�� DOH� WDNĪH�
ILOR]RIHP��]DUD]HP�MHVW� WHĪ�ĞZLHWQ\P�PDODU]HP�L U\VRZQLNLHP��6áRZD�L�REUD]\�
áąF]ą� VLĊ�Z� MHJR� WZyUF]RĞFL�QD�UR]PDLWH� VSRVRE\� L�ZáDĞQLH� WR�SRZLą]DQLH� VWDMH�
VLĊ�PRLP� ]GDQLHP�JáyZQ\P� WHPDWHP� UR]ZDĪDĔ�3ROLWD�� 3RZLą]DQLH� WR� VWDQRZL�
SU]HGPLRW� SU]HP\ĞOHĔ� ILOR]RILF]Q\FK� L� E\áR� XMPRZDQH� QD� UR]PDLWH� VSRVRE\2, 
jeGQDN� MD� FKFLDáDE\P� RGZRáDü� VLĊ� najpierw GR� Z\GDQHM� URN� SU]HG� SXEOLNDFMą�
RPDZLDQHM� WX� NVLąĪNL� SUDF\�6DOO\�%RQQ� ]DW\WXáRZDQHM�Les mots et les oeuvres 
�������� NWyUD� SUH]HQWXMH� WZyUF]RĞü� WU]HFK� Z\EUDQ\FK� DUW\VWyZ�� GRVNRQDOH�
áąF]ąF\FK�MHM�]GDQLHP�W\WXáRZH�VáRZD L�G]LHáD��RGQDMGXMąF�VLĊ�GREU]H�Z�REX�W\FK�
ĞZLDWDFK��D�]DUD]HP�XZDĪDMąF�MH�]D�QLHRG]RZQLH�]H�VREą�VSOąWDQH��%RQQ�RSLV\-
ZDáD� MHGQDN� WZyUF]RĞü� DUW\VWyZ� DNW\ZQ\FK� Z� GUXJLHM� SRáRZLH� ;;� ZLHNX��
Roberta Morrisa, Daniela Burena i Michelangelo Pistoletto, którzy nLHZąWSOLZLH�
Z\NUDF]DOL� Z� VZRLFK� G]LDáDQLDFK� DUW\VW\F]Q\FK� SR]D� REV]DU� PDODUVWZD�� FKRü�
SR]RVWDZDOL� ]�QLP�]ZLą]DQL�� ]ZáDV]F]D�%XUHQ� L�3LVWROHWWR��&R�ZLĊFHM��QLH� WZR-
rzyOL� RQL� ILOR]RILL�� D� LFK� WZyUF]RĞü� SLVDUVND� E\áD� RJUDQLF]RQD� GR� SROD� V]WXNL��
SRGF]DV� JG\� DPELFMą� :LWNDFHJR� E\áR� VWZRU]HQLH� ZáDVQHM� RQWRORJLL�� 3DWU]ąF� 
nD�G]LHáR�:LWNDFHJR�]�WHM�SHUVSHNW\Z\��PRĪQD�E\�E\áR�SRUyZQDü�JR�UDF]HM�GR�

1 &LHNDZLH�RSLVXMH�WHQ�]DELHJ�6HZHU\QD�:\VáRXFK�������� 
2 -HGQ\P�]�SU]\NáDGyZ�MHVW�FKRüE\�NVLąĪND�*RWWIULHGD�%RHKPHJR���������Z�NWyUHM�DXWRU�]DU\VRwuje 

UyĪQLFH�PLĊG]\�VHQVHP�ZL]XDOQ\P��F]\OL�LNRQLF]Q\P�D�MĊ]\NRZ\P� 



6áRZD�L�REUD]\... 67 

Wolfganga Paalena, surrealistyc]QHJR�PDODU]D��NWyU\��WDN�MDN�:LWNDF\��SRSHáQLá�
VDPREyMVWZR�� DOH� MXĪ� SR� ZRMQLH�� Z� ����� URNX� Z�0HNV\NX�� 3DDOHQ� SR]RVWDMH�
WDNĪH�SRVWDFLą�LQWU\JXMąFą��R�EDUZQ\P�Ī\FLRU\VLH��2GFKRG]L�RVWDWHF]nie od sur-
realizmu i w 1942 roku zostaje redaktorem pisma DYN wydawanego w Nowym 
<RUNX��Z�NWyU\P�RJáDV]D�ZáDVQą� ILOR]RILF]Qą�NRQFHSFMĊ�� -HJR� WHRULD�PRĪQRĞFL�
F]\�WHĪ�PRĪOLZRĞFL��QLHZąWSOLZLH�PQLHM�Z\UDILQRZDQD�L�UR]EXGRZDQD�QLĪ�NRQ-
FHSFMD�:LWNDFHJR�� áąF]\� VLĊ� ]� WHRULą� NZDQWRZą�� NU\W\Ną� PDWHULDOL]PX� GLDOHN-
tyczQHJR�� WHRULą Gestalt L� UyĪQ\PL� WHRULDPL� WRWHPL]PX�� NWyU\P�E\á� ]DIDVF\QR-
ZDQ\�� 6áRZD� E\á\� PX� ZLĊF� WDN� VDPR� EOLVNLH�� MDN� ĞZLDW� PDODUVWZD�� NWyUH� GR�
NRĔFD�Ī\FLD�XSUDZLDá�L�NWyUH�QLHXVWDQQLH�]PLHQLD�Z�MHJR�Z\GDQLX�VZRMH�REOLF]H��
RVF\OXMąF�PLĊG]\�DEVWUDNFMą�D�ILJXUDW\ZQRĞFLą��IDVF\QXMąF�ZLG]yZ�SR�G]LĞ�G]LHĔ�
(Winter, 2002). 

1LHPQLHM�MHGQDN��SXQNWHP�RGQLHVLHQLD�GOD�VáyZ�L�REUD]yZ�:LWNDFHJR��]DSUH-
]HQWRZDQ\FK�SU]H]�3ROLWD��SR]RVWDQLH�GOD�PQLH�NVLąĪND�%RQQ��7U]HFK�Z\EUDQ\FK�
SU]H]�QLą�DUW\VWyZ�ZLHOH�ZSUDZG]LH�UyĪQLáR��QLH� W\ONR�RG�:LWNDFHJR��DOH� WDNĪH�
RG� VLHELH� QDZ]DMHP��:� WZyUF]RĞFL� %XUHQD� UHODFMD� PLĊG]\� WHNVWHP� L� G]LHáHP�
SODVW\F]Q\P�SROHJD�QD�VWUDWHJLL�UR]MDĞQLDQLD�L�SRV]HU]DQLD�SROD�]QDF]HĔ��D�WHNVW�
WRZDU]\V]\� G]LDáDQLRP�� WáXPDF]ąF� SRV]F]HJyOQH� JHVW\� DUW\VW\F]QH�� DOH� WDNĪH�
RGVáDQLDMąF� LFK� NU\W\F]QH� NRQWHNVW\�� 8� 0RUULVD� WD� UHODFMD� RGV\áD� UDF]HM� GR�
VWUDWHJLL� SRV]HU]HQLD� SROD� VSRMU]HQLD�� D� WHNVW� SRGąĪD� ]D� SURFHVHP� WZyUF]\P�� 
8�3LVWROHWWR�ZUHV]FLH��WHNVW�EXGXMH�VWUDWHJLĊ�SURZDG]ąFą�GR�UHIOHNVML��DOH�WHĪ�GR�
ujawnienia rozpadu i destrXNFML� ZDĪQ\FK� Z� MHJR� G]LDáDQLDFK� DUW\VW\F]Q\FK��
SR]ZDODMąF�RG]ZLHUFLHGOLü�SURFHV�WZRU]HQLD�G]LHáD�SODVW\F]QHJR�L�VWDMąF�VLĊ� WHĪ�
tekstem literackim (Bonn, 2018, s. 12). U Witkacego znajdujemy wszystkie te 
VWUDWHJLH�� D� MHJR� G]LDáDQLD� SLVDUVNLH� L� PDODUVNLH� XMDZQLDMą� QLH]Z\Ná\� ]ZLą]HN�
PLĊG]\� VáRZHP�D�REUD]HP��PLĊG]\� VáRZHP�D�G]LHáHP��XZ\SXNODMąF� WHĪ�RU\JL-
QDOQRĞü� WZyUFyZ�SRVáXJXMąF\FK� VLĊ�]DUyZQR� MHGQ\P�� MDN� L�GUXJLP��XMDZQLDMąF�
LFK�Z\MąWNRZRĞü��SRND]XMąF� UH]RQDQV�� MDNL�Z\ZRáXMH�SRZLą]DQLH�]H� VREą� VáyZ� 
i obrazyZ��JG\�Vą�Z\QLNLHP�G]LDáDQLD�L�WZyUF]RĞFL�MHGQHJR�DUW\VW\��SR]ZDODMąF�
QD�QLHRF]\ZLVWH�L�SR]RVWDMąFH�Z�VWDQLH�IOXNWXDFML�QDFKRG]HQLH�QD�VLHELH�VHQVyZ�
JHQHURZDQ\FK�SU]H]�SROH�ZL]XDOQH�L�MĊ]\NRZH� 

2F]\ZLĞFLH� WHQ� UH]RQDQV� Z� WZyUF]RĞFL� :LWNDFHJR� E\á� WDNĪH� WHPDtem 
UR]ZDĪDĔ�EDGDF]\��ĩDNLHZLF]���������NWyU]\��]�MHGQHM�VWURQ\��DQDOL]RZDOL�W\WXá\�
SUDF�:LWNDFHJR�RUD]�LFK�HZHQWXDOQH�]ZLą]NL�]�VXUUHDOL]PHP��]�GUXJLHM��]DOLF]DOL�
RSDWU]RQH� QDSLVDPL� U\VXQNL� DUW\VW\� GR� RGUĊEQHJR� JDWXQNX�� GOD� NWyUHJR� MHGHQ� 
z badaczy proponXMH�QDZHW�QD]ZĊ�ÄU\VXQHN-WHNVW´�DOER�ÄJDWXQHN�OLWHUDFNR-gra-
ILF]Q\´��RGQDMGXMąF�GOD�QLFK�DQDORJLĊ�Z�NDOLJUDPDFK�*XLOODXPH¶D�$SROOLQDLUH¶D�
RUD]�Z� U\VXQNDFK�6áDZRPLUD�0URĪND� �6RNyá�� ������� 3ROLW� SLV]H� WHĪ� R� MĊ]\NR-
Z\P� DVSHNFLH� U\VXQNyZ� :LWNDFHJR�� JG]LH� VNáDGniki werbalne wzmaJDMą�
ZHZQĊWU]Qą� G\QDPLNĊ� NV]WDáWyZ� �3ROLW�� ������ V�� ������ 1LH� FKRG]L� PX� MHGnak 
Z\áąF]QLH�R�EH]SRĞUHGQLH�XPLHV]F]DQLH� VáyZ�Z�REUD]DFK�� DOH� UDF]HM�R�XZ\SX-
NODQH� WX� SU]H]H� PQLH�� SRNUHZLHĔVWZR� VáyZ� L� REUD]yZ� XMĊW\FK� MDNR� PDWHULD�
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twórcza, odQLHVLRQD� WDNĪH� GR� ILOR]RILL�� R� LFK� VSORW�� R� UHODFMĊ�� NWyUD� MH� áąF]\��
SR]RVWDMąF� QLH]JáĊELRQD�� WDN� MDN� QLH]JáĊELRQD� MHVW� WDMHPQLFD� QDV]HJR� ]P\VáR-
ZHJR� SRZLą]DQLD� ]H� ĞZLDWHP�� ]PLHV]DQHJR�� MDN� FKFLDá� WHJR� 0HUOHDX-Ponty 
REHFQ\�Z�NVLąĪFH�3ROLWD��]�QDU]XFDMąF\P�VLĊ�RG�UD]X��FKRü�PLJRWOLZ\P��VHQVHP� 

3ROLW�GREU]H� ]QD�SROVNą� OLWHUDWXUĊ�SU]HGPLRWX�� DOH�Z�VZRLFK� LQWHUSUHWDcjach 
VWDUD�VLĊ�]QDOHĨü�ZáDVQą�GURJĊ�SURZDG]ąFą�GR�ILOR]RILL� L�PDODUVWZD�:LWNDFHJR�� 
D� W\P� VDP\P� SRZUyFLü� GR� V]F]HJyOQLH� LVWRWQHM� NZHVWLL� ZLHORZąWNRZRĞFL� WHM�
WZyUF]RĞFL��RVF\OXMąFHM��FR�SRGNUHĞODáDP��QD�SU]HFLĊFLX�ILOR]RILL��V]WXN�SODVW\F]-
Q\FK�L�OLWHUDWXU\��:áDĞQLH�WR�]DZLHV]HQLH�ÄSRPLĊG]\´�VWDQRZL�WUXGQRĞü��ERZLHP�
EDGDF]� PXVL� ]QDOHĨü� PRPHQW�� Z� NWyU\P� RGHUZLH� VLĊ� RG� SRWRF]\VWHJR� VW\OX�
Witkacego i znajdzie meta-poziom, z którego dokona analizy tekstu stricte 
ILOR]RILF]QHJR�� VWDUDMąF� VLĊ�QLH� VWUDFLü�]�RF]X� WDNĪH� VZRLVWHJR� VW\OX�RPDZLDQHM�
WZyUF]RĞFL��0\ĞOĊ��ĪH�3ROLWRZL�WR�]DGDQLH�XGDMH�VLĊ�F]ĊĞFLRZR��DOH�MHJR�Z\ZyG�
pozostaje klarowny. Autor wplata w swyM� WHNVW�F\WDW\��SU]\SRPLQDMąF�F]\WHOQL-
kowi barwny, a zarazem przesycony konsekZHQWQą� ORJLNą�Z\ZyG�:LWNDFHJR��
QLHNLHG\�]�WUXGHP�VLĊ�RG�QLHJR�RGU\ZDMąF��7ZRU]\�Z�WHQ�VSRVyE�VZRLVW\�SHM]DĪ�
MHJR� ILOR]RILL�� ]áRĪRQ\� ]� WHRULL� RQWRORJLF]QHM� L� HVWHW\NL��:� SHM]DĪ ten wpisana 
]RVWDMH� WDNĪH� DQDOL]D� WHNVWyZ� OLWHUDFNLFK� L� G]LHá� SODVW\F]Q\FK�� NWyUD� VWDQRZL� 
]�NROHL�]QDNRPLW\�SU]\NáDG�VROLGQHJR�RSLVX�L�LQWHUSUHWDFML��-DN�ZLDGRPR�MHGQDN��
SHM]DĪ� SRUXV]D� VLĊ� ZUD]� ]� MHJR� RGELRUFą�� NWyU\� MHGQRF]HĞQLH� JR�ZVSyáWZRU]\�� 
i tak jHVW�ZáDĞQLH�]�F]\WHOQLF]Ną�OXE�F]\WHOQLNLHP�RPDZLDQHM�NVLąĪNL��NWyU\�PRĪH�
VNRQFHQWURZDü�VLĊ�QD�NWyU\PĞ�]�RPDZLDQ\FK�IUDJPHQWyZ��Z\ELHUDMąF�]�SU]HG-
VWDZLRQHM�FDáRĞFL� UR]G]LDá\�� áąF]ąFH� VLĊ�]H� VREą� L�X]XSHáQLDMąFH�Z]DMHPQLH�� DOH�
NWyUH�PRĪQD�WUDNWRZDü�MDNR�Vamodzielne analizy. 

6758.785$�.6,Ąĩ., 

6SUyEXMP\� ZLĊF�� SR]RVWDMąF� MHGQDN� QD� SHZQ\P� SR]LRPLH� RJyOQRĞFL�� ]UHNRQ-
VWUXRZDü�WUHĞü�UHFHQ]RZDQHJR�WHNVWX��1LH�EĊGĊ�WX�WHĪ�DQDOL]RZDü�F]\�SUH]HQWR-
ZDü�Z\NáDGQL� SRV]F]HJyOQ\FK� NDWHJRULL� ILOR]RILF]Q\FK�Witkacego, a skoncen-
WUXMĊ�VLĊ�QD�]DSUH]HQWRZDQLX�PLHMVFD��MDNLH�]DMPXMą�Z�]UHNRQVWUXRwanym przez 
aXWRUD��ZVSRPQLDQ\P�Z\ĪHM�SHM]DĪX��3LHUZV]\�]�F]WHUHFK�UR]G]LDáyZ�]DW\WXáR-
wany 'RĞZLDGF]HQLH� HVWHW\F]QH� D� SUREOHP� GXDOL]PX� ]HVWDZLD� NRQFHSFMĊ� MDĨQL� 
z wczesnych pism Witkacego z lat 1904±1914 ]� ILOR]RILą� 6FKRSHQKDXHUD� 
L�Z\NáDGQLĊ�MHJR�PDODUVWZD�SRUyZQXMH�]� WH]DPL�WHRUHW\NyZ�IUDQFXVNLHJR�V\P-
EROL]PX��8Z\SXNORQH�WX�]RVWDMH�GRĞZLDGF]HQLH�MHGQRĞFL�ZáDVQHM�MDĨQL�VSOHFLRQH�
]� RNUHVDPL� UR]SURV]HQLD�Z� GR]QDQLDFK� ĞZLata zewQĊWU]QHJR��7DN� MDN� X� 6FKR-
SHQKDXHUD�� V]WXND� PD� ]GROQRĞü� SU]\ZUDFDQLD� MHGQRĞFL� MDĨQL�� D� ZLĊF� ]DMPXMH�
SR]\FMĊ� XSU]\ZLOHMRZDQą�� 3R]D� wczesnymi pracami O dualizmie i Marzenia 
improduktywa. Dywagacja metafizyczna Polit DQDOL]XMH� ZQLNOLZLH� SRZLHĞü� 
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622 upadki Bunga, czyli demoniczna kobieta i postacie jej czterech JáyZQ\FK�
bohateUyZ��EDURQD�%UXPPHOD��%XQJR��7\PEHXV]D�L�NVLĊFLD�1HYHUPRUH�  

3U]HFLZLHĔVWZR�PLĊG]\�Ī\FLHP�D�V]WXNą�SURZDG]L�QD�W\P�HWDSLH�WZyUF]RĞFL�
Witkacego do odnalezienia podstawy UyĪQRURGQRĞFL� ]MDZLVN��NWyUD�RND]XMH� VLĊ�
MHGQDN�QLFRĞFLą��VZRLVWą�RWFKáDQLą��WáHP��]�NWyUHJR�ZV]\VWNR�VLĊ�Z\áDQLD��ĩ\FLH�
SRWU]HEXMH� V]WXNL�� ERZLHP� W\ONR� RQD� MHVW� Z� VWDQLH� XMDZQLü� WĊ� RWFKáDĔ�� QLH�
SR]ZDODMąF�MHGQDN�Z�QLHM�XWRQąü��1LFRĞü�SRZLą]DQD�ZLĊF�]RVWDMH�]�WZyUF]RĞFLą�
DUW\VW\F]Qą�� =� MHGQHM� VWURQ\�� SDWURQHP� WDNLHM� SRVWDZ\� MHVW� ZVSRPQLDQ\� MXĪ�
6FKRSHQKDXHU� L� MHJR� NRQFHSFMD� ÄZROL� QLFRĞFL´�� D� ]� GUXJLHM�� 1LHW]VFKH��:DĪQą�
F]ĊĞFLą� WHJR� UR]G]LDáX� VWDMH� VLĊ� WDNĪH� SRUyZQDQLH� RSLVDQHM� Z� SRZLHĞFL�
WZyUF]RĞFL� %XQJD� ]� U\VXQNDPL� ZĊJOHP�� D� WDNĪH� REUD]DPL� PDU\QLVW\F]Q\PL�
VDPHJR� :LWNDFHJR� ]EOLĪDMąF\PL� VLĊ� Z� W\P� F]DVLH� GR� V\QWHW\]PX� *DXJXLQD��
Ä,QLFMRZDQD�Z� W\FK� SUDFDFK� ± SRGVXPXMH� RSLV\� SHM]DĪ\� ]LPRZ\FK�:LWNDFHJR�
Polit (2019, s. 51) ± RVF\ODFMD�PLĊG]\�JáĊELą�D�SáDVNRĞFLą�NRPSozycji pozostaje 
w analogii do dialektyki rozpraszania i integracji podmiotu twórczego niejako 
ÄZU]XFRQHJR´�Z�]PLHQQą�JUĊ�SU]\SDGNyZ�ORVX´� 

W drugim rozdziale 3U]HĪ\FLH�MHGQRĞFL�RVRERZRĞFL�Z�NRQVWUXNF\MQ\FK�SU]H-
strzeniach ontologii i sztuki Polit Z\NáDGD� ]QDF]HQLH� SRMĊFLD� MHGQRĞFL� RVRER-
ZRĞFL� ]DZDUWH� Z� SLVPDFK� RQWRORJLF]Q\FK� L� HVWHW\F]Q\FK� RNUHVX� PLĊG]\wo-
MHQQHJR�L�SRUyZQXMH�MH�]�NRQFHSFMą�&RUQHOLXVD��]DVWDQDZLDMąF�VLĊ�QDG�QLXDQVDPL�
]QDF]HQLRZ\PL�PLĊG]\�WUDNWRZDQ\PL�WHĪ�MDNR�V\QRQLP\�Z\UDĪHniami MHGQRĞFL�
RVRERZRĞFL�� XF]XFLD� PHWDIL]\F]QHJR� L� QLHSRNRMX� PHWDIL]\F]QHJR�� DOH� WDNĪH�
XMPXMąF� MHGQRĞü� RVRERZRĞFL� MDNR� SRZLą]DQH� ]� SUDNW\Ną� DUW\VW\F]Qą� GR]QDQLH�
ĨUyGáRZH��3ROLW�SRND]XMH��Z� MDNL� VSRVyE�:LWNDF\�SU]HFKRG]L�RG�SRFKRG]ąFHJR� 
]� P\ĞOL� 6FKRSHQKDXHUD� LGHDOL]PX� 3ODWRĔVNLHJR� GR� UHDOL]PX� Z\ZRG]ąFHJR� 
VLĊ�]�SURJUDPX�NU\W\NL�GRĞZLDGF]HQLD�SURSRQRZDQHM�SU]H]�SV\FKRORJL]P�VZRMHM�
HSRNL�� 2PyZLRQH� WX� ]RVWDMH�� PLĊG]\� LQQ\PL�� JáyZQH� G]LHáR� ILOR]RILF]QH�
Witkacego 3RMĊFLD� L� WZLHUG]HQLD� LPSOLNRZDQH� SU]H]� SRMĊFLH� ,VWQienia oraz 
SRZLHĞü� -HG\QH� Z\MĞFLH� 6FKRSHQKDXHURZVND� NRQFHSFMD� FLDáD� ZáDVQHJR� MDNR�
splotu woli i intelektu proZDG]L�:LWNDFHJR�GR�SU]\SLVDQLD�ZDĪQHM� UROL�SRMĊFLX�
istnienia poszczególQHJR� XMĊWHJR� MDNR� ÄSV\FKRFLHOHVQ\� RVREQLN´� �3ROLW�� ������ 
s. 61), który pRZLą]DQ\� MHVW� ]DZV]H� ]� GZRLVWą�� F]\OL� F]DVRSU]HVWU]HQQą� IRUPą�
LVWQLHQLD�� 2VWDWHF]QLH�� QDZLą]XMąF� GR� WHRULL� WUDQVcendentalnego ja Corneliusa, 
:LWNDF\�XMPXMH�MHGQRĞü�RVRERZRĞFL�MDNR�FLąJáRĞü�WUZDQLD�LVWQLHQLD�SRV]F]HJyO-
QHJR��NWyUH�RNUHĞORQH�]RVWDMH�Z�NDWHJRULDFK�QDVWĊSVWZD�SU]HĪ\ü��REMĊWHJR�MDNR-
ĞFLą� IRUPDOQą� FDáRĞFL� WUZDQLD�� SURFHV� WHQ� SROHJD� QD� ]UyZQRZDĪHQLX� UHODFML�
PLĊG]\� WUZDQLHP�D� UR]FLąJáRĞFLą� LVWQLHQLD�SRV]F]HJyOQHJR� �3ROLW�������� V�������
%H]SRĞUHGQL� L� ĨUyGáRZ\� FKDUDNWHU� MHGQRĞFL� RVRERZRĞFL� RUD]� EH]LQWHUHVRZQRĞü�
SRVWDZ\�DUW\VW\F]QHM�REHFQH�Z�WHNVWDFK�:LWNDFHJR�]RVWDMą� WHĪ�VNRQIURQWRZDQH�
przez Polita z konFHSFMą�+HQUL�%HUJVRQD�RUD]�]�SRVWDZą�8PEHUWR�%RFFLRQLHJR�
ZREHF�V]WXNL��3U]HSURZDG]RQH�DQDOL]\�SURZDG]ą�GR�ZQLRVNX��ĪH�GRMU]DáD�HVWH-
tyka Witkacego SU]HGVWDZLD�VLĊ� 



Monika Murawska 70 
MDNR� UR]ZLQLĊFLH� WH]� MHJR� HVWHW\NL�PáRG]LHĔF]HM� SU]\� MHGQRczesnej modyfikacji 
QLHNWyU\FK� SRMĊü�� ]ZLą]DQHM� ]� UR]ZRMHP� MHJR� ]DLQWHUHVRZDĔ� RQWRORJLF]Q\FK��
6WDQRZL� RQD� VSyMQą� WHRULĊ�� NWyUD� PRJáDE\� RE\ü� VLĊ� EH]� WHRretycznego 
ugruntowania w oQWRORJLL��0DODUVWZR�:LWNLHZLF]D�PRJáRE\�VLĊ�]�NROHL�RE\ü�EH]�
WHRUHW\F]QHJR�XJUXQWRZDQLD�Z�ĪDGQ\P�]�W\FK�V\VWHPyZ (Polit, 2019, s. 89). 

Niemniej wszystkie te trzy wymiary: ontologia, estetyka i praktyka artystyczna 
RND]XMą� VLĊ� RVWDWHF]QLH� ]H� VREą� SRZLą]DQH�� FKRü� WU]HED� WHĪ� ]D� autorem 
SRGNUHĞOLü�UyĪQLFĊ��]JRGQLH�]�NWyUą��]�MHGQHM�VWURQ\��RQWRORJLD�RJyOQD�:LWNDFHJR�
Z\Sá\ZD�]�SRJOąGyZ��QDWXUDOQHJR��SV\FKRORJLVW\F]QHJR�L�IL]\NDOQHJR��]DMPXMąF�
VLĊ� RSLVHP� LVWQLHQLD� Z� FDáRĞFL�� Z\RGUĊEQLDMąF� MHJR� F]ĊĞFL� VNáDGRZH� L� EDGDMąF�
]DOHĪQRĞFL� PLĊG]\� QLPL�� ]� GUXJLHM� ]DĞ� VWURQ\�� G]LHáR� V]WXNL� G]LDáD� Z� VSRVyE�
EH]SRĞUHGQL�� SR]DSRMĊFLRZ\�� Z\UDĪDMąF� MHGQRĞü� RVRERZRĞFL�� JG]LH� LVWQLHQLD�
SRV]F]HJyOQH�SU]HFLZVWDZLDMą�VLĊ�FDáRĞFL�LVWQLHQLD�� 

:� WU]HFLP� UR]G]LDOH�� ]DW\WXáRZDQ\P� :� VWURQĊ� Lkonografii ontologicznej, 
Polit RPDZLD� ]DVDG\� NRQVWUXRZDQLD� NRPSR]\FML� PDODUVNLHM�� RSLVXMąF� MH� MDNR�
ÄLNRQRJUDILĊ� RQWRORJLF]Qą´� SRZLą]DQą� ]� GRW\NRZ\P�Z\PLDUHP� REUD]X�� NWyU\�
RGF]XZD� VLĊ� V\QHVWH]\MQLH��2QWRORJLD� REUD]yZ�:LWNDFHJR� MHVW� WX� XWRĪVDPLRQD� 
]� G\QDPLF]Qą� ZLHORĞFLą� IRUP�� MDN� XMPXMH� WR� 3ROLW�� PDQLIHVWXMąFą� VLĊ� Z� LFK�
QDPQDĪDQLX�PRFą�NDSU\ĞQHJR��SHáQHJR�XVNRNyZ� L�QDJá\FK�]ZURWyZ�SU]HELHJX�
linii.  Taka retoryka linii, jak nazywa ten zabieg aXWRU��Z\]QDF]D�NDĪGRUD]RZR�
LQQH�� DOH� ]JRGQH� ]� RQWRORJLą� :LWNDFHJR�� SDUDPHWU\� ZHZQĊWU]QHM� F]DVRSU]H-
VWU]HQL� REUD]X�� RNUHĞORQHM� SU]H]� Z\SHáQLDMąFH� Mą� NV]WDáW\�� 1D]QDF]D� Mą� WDNĪH�
VZRLVWą� WRSRORJLą� GRW\NX�� ZLąĪąFą� ZHZQĊWU]QH� IDáGRZDQLH� VLĊ� NRPSR]\FML�
PDODUVNLHM�]�QLHVNRĔF]RQą�SRG]LHOQRĞFLą�LVWQLHQLD��WRĪVDPą�]�MHJR�]PLHQQRĞFLą��
Owa retoryka linii prowadzi aXWRUD� GR� -DFTXHVD�'HUULG\�� NWyU\� F]\QL� SU]HFLHĪ�
OLQLĊ� ZDĪQą� ERKDWHUNą� VZRLFK� UR]ZDĪDĔ� Z� Prawdzie w malarstwie (2003). 
0RĪQD� WX� WDNĪH� SU]\SRPQLHü�� ĪH� R� OLQLL� SLV]H� -HDQ-Francois Lyotard (2016), 
SRHW\FNR�DQDOL]XMąF�MHM�Sá\QQH�SU]HNV]WDáFDQLH�Z�ILJXUĊ��F]\�WHĪ�VáRZR� 

3ROLW��������V�������VWZLHUG]D�RVWDWHF]QLH��ĪH�:LWNDF\�XSUDZLD�IHQRPHQROR-
JLĊ� IRUP\� PDODUVNLHM�� WZRU]ąF� RJyOQH� SUDZD� EXGRZ\� NRPSR]\FML� L� XND]XMąF�
VSRVyE�SRMDZLDQLD�VLĊ�G]LHáD�PDODUVNLHJR�MDNR�F]\VWHM�NRQVWUXNFML��0RĪQD�W\ONR�
]DXZDĪ\ü� UD]� MHV]F]H�� ĪH� VDP�:LWNDF\� RGĪHJQ\ZDá� VLĊ� RG� IHQRPHQRORJLL�� FR�
]UHV]Wą� aXWRU� SRGNUHĞOD�� DOH� ]DUD]HP� SRKXVVHUORZVNLH� L� SRKHLGHJJHURZVNLH�
ZHUVMH�IHQRPHQRORJLL��MDN�QD�SU]\NáDG�ZDĪQD�GOD�DQDOL]�3ROLWD�L�]DSUH]HQWRZDQD�
w ostatnim rR]G]LDOH�NVLąĪNL��NRQFHSFMD�0DXULFH¶D�0HUOHDX-3RQW\¶HJR��RND]XMą�
VLĊ� MHGQDN� QD� W\OH� ÄKHUHW\FNLH´� ZREHF� ]DáRĪHĔ� MHM� NRU\IHXV]\�� ĪH� RNUHĞOHQLH�
:LWNDFHJR� PLDQHP� IHQRPHQRORJD� F]\VWHM� IRUP\� PDODUVNLHM� Z\GDMH� VLĊ�
uzasadnione.  

Praktyka malarska Witkacego zestawiRQD�]RVWDMH�Z�W\P�UR]G]LDOH�]�SUDNW\Ną�
DUW\VW\F]Qą�%RFFLRQLHJR��SRQLHZDĪ�NRQWHPSODF\MQ\�L�QLHPDO�EH]FLHOHVQ\�PRGHO�
RGELRUX� G]LHáD� X�:LWNDFHJR� ]� WHJR� HWDSX� WZyUF]RĞFL�� RND]XMH� VLĊ� RSR]\F\MQ\�
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ZREHF� PRGHOX� SHUFHSFML� ]DDQJDĪRZDQHM� SRVWXORZDQHM� SU]H]� %RFFLRQLHJo. 
=UHV]Wą� SRVWDZD�:LWNDFHJR� ]RVWDMH� VNRQIURQWRZDQD� WDNĪH� ]� SRVWDZą� 3LFDVVD��
NWyU\�� ]JRGQLH� ]� Z\NáDGQLą� NXEL]PX� SURSRQRZDQą� SU]H]� $OEHUWD� *OHL]HVD� 
L�-HDQD�0HW]LQJHUD�Z�LFK�Vá\QQHM�NVLąĪFH�R�NXEL]PLH�]������URNX��UHSUH]HQWRZDá�
Z�PDODUVWZLH�SRGHMĞFLH�UDFMRQDOLVW\F]QH�L�ZVSLHUDá�NRQVWUXNFMĊ�REUD]X�JáyZQLH�
na jednolitej dystrybucji fragmentarycznych widoków przedmiotów.  

3ROLW�SRGNUHĞOD�QLHPQLHM��ĪH�RVWDWHF]QLH�FLDáR�VWDMH�VLĊ�ZDĪQH�Z�NRQFHSFMDFK�
:LWNDFHJR�� FR� ZLGDü� Z� MHJR� GHF\]ML� SU]HWáXPDF]HQLD� FLHOHVQHJR� Z\miaru 
SHUFHSFML� QD� XNáDG� ]QDNyZ� PDODUVNLFK�� ,VWRWQH� VWDMH� VLĊ� WX� WDNĪH� SRMĊFLH�
SRGĞZLDGRPHJR�WáD�SU]HĪ\ü�SRMDZLDMąF\FK�VLĊ�Z�FHQWUXP�XZDJL�GRĞZLDGF]DMą-
FHJR�LQG\ZLGXXP��.RPSR]\FMD�PDODUVND�XMĊWD�]RVWDMH�MDNR�GLDJUDP�SU]HFLQDQLD�
VLĊ� SU]HVWU]HQL� U]HF]\ZLVW\FK� LVWQLHĔ� SRV]F]HJyOQ\FK�� 3áDVNRĞü� REUD]X�� NWyUą�
SRFLąJD� ]D� VREą� ZHZQĊWU]QD� MHGQRĞü� NRPSR]\FML� SRZLą]DQD� ]� KDUPRQLą�
NRORUyZ�� VWDQRZL� NU\WHULXP� F]\VWHM� IRUP\� G]LHáD� PDODUVNLHJR�� :DUXQNLHP�
RVLąJQLĊFLD� HIHNWX� SáDVNRĞFL� VWDMH� VLĊ� QHXWUDOL]DFMD� SR]RUQHM� JáĊEL� Rptycznej 
REUD]X�RVLąJDQD�G]LĊNL�]DVWąSLHQLX�LOX]\MQHJR�SRU]ąGNX�IRUP�GZXZ\PLDURZ\FK�
XNáDGHP� IRUP� V\OZHWRZ\FK�� =� NROHL� MHGQRĞü� Z\QLND� ]� V\WXRZDQLD� W\FK� IRUP� 
Z� RNUHĞORQHM� NRQILJXUDFML� ZREHF� VLHELH� L� ZREHF� JUDQLF� REUD]X��:DĪQą� F]ĊĞü�
WHJR� UR]G]LDáX� VWDQRZLą� DQDOL]\� NRQNUHWQ\FK� G]LHá� U\VXQNRZ\FK� L� PDODUVNLFK�
:LWNDFHJR�� Z� NWyU\FK� LVWRWQą� UROĊ� RGJU\ZD� ZVSRPQLDQD� MXĪ� SU]H]H� PQLH��
opisana poetycko praca linii. 

:,7.$&<�$�0<ĝ/�:63Ïà&=(61$ 

&]ZDUW\�L�RVWDWQL�UR]G]LDá�NVLąĪNL�]DW\WXáRZDQ\�]RVWDá�&]\VWD�IRUPD�QD�SU]HáĊ-
czach dwudziestowiecznej filozofii sztuki��$XWRU�RPDZLD�Z�QLP�NU\W\NĊ�LQWHQFMR-
QDOQRĞFL� Z� XMĊFLX� :LWNDFHJR� L� ]QDF]HQLH� FLHOHVQRĞFL� Z� SURFHVLH� WZRU]HQLD� 
L� RGELRUX� G]LHáD� V]WXNL� QD� JUXQFLH� MHJR� NRQFHSFML�� =RVWDMH� ZLĊF� SU]H]� QLHJR�
wydobyty wprost cielesny Z\PLDU�MHGQRĞFL�RVRERZRĞFL��.RQFHSFMD�:LWNDFHJR�
]RVWDMH� WHĪ� VNRQIURQWRZDQD� ]� ZDĪQ\PL� GOD� ;;� ZLHNX� WHRULDPL� REUD]X�� 
D�PLDQRZLFLH�]�NRQFHSFMDPL�'HUULG\��'HOHX]H¶D�L�0HUOHDX-3RQW\¶HJR��3R]ZDOD�
WR�LQDF]HM�VSRMU]Hü�QD�:LWNDFHJR�L�XMąü�MHJR�WHRULĊ�L�SUDNW\NĊ�DUW\VW\F]Qą�SU]H]�
SU\]PDW�QDU]ĊG]L�SRMĊFLRZ\FK�Z\SUDFRZDQ\FK�SU]H]�W\FK�WU]HFK�ILOR]RIyZ��GOD�
NWyU\FK�V]WXND�VWDQRZLáD�SU]HFLHĪ�QLH]Z\NOH�LVWRWQ\�HOHPHQW�UR]ZDĪDĔ��:\NR-
U]\VWDQLH�W\FK�QDU]ĊG]L�SR]ZDOD�RGĞZLHĪ\ü�WDNĪH�QDV]H�VSRMU]HQLH�L�XV\WXRZDü�
Witkacego w NRQWHNĞFLH�SyO�EDGDZF]\FK�Z\SUDFRZDQ\FK�MXĪ�Z�GUXJLHM�SRáRZLH�
;;�ZLHNX��:áDĞQLH� GODWHJR� XZDĪDP� WHQ� UR]G]LDá� ]D� QDMFLHNDZV]\��'RVNRQDOH�
XMDZQLD�RQ�ZVSRPLQDQ\�WX�SU]H]H�PQLH�ZLHORNURWQLH�UH]RQDQV�PLĊG]\�VáRZHP� 
D� REUD]HP� Z� FDáHM� WZyUF]RĞFL� :LWNDFHJR�� RGVáDQLDMąF� SR� UD]� NROHMQ\� RU\JL-
QDOQRĞü�MHJR�WZyUF]RĞFL�� 
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Polit ]DXZDĪD��ĪH�]DUyZQR�:LWNDF\�� MDN�L�0HUOHDX-3RQW\�SU]\SLVXMą�PDODU-
VWZX� IXQNFMĊ� PHWDIL]\F]Qą�� :LWNDF\� áąF]\� PDODUVWZR� Ä]� Z\UDĪDQLHP� VWDQX�
MHGQRĞFL� WZyUF\´� �3ROLW�� ������ V�� ������ SRGF]DV� JG\� GOD� 0HUleau-3RQW\¶HJR�
XMDZQLD� RQR� VDP� %\W�� WNDQNĊ� U]HF]\ZLVWRĞFL� Z� SURFHVLH� MHM� VWDZDQLD� VLĊ� QD�
QDV]\FK� RF]DFK�� 'OD� IUDQFXVNLHJR� IHQRPHQRORJD� MHVWHĞP\� MDNR� FLDáR� F]ĊĞFLą�
WHJR�%\WX� XMĊWHJR� WHĪ� MDNR� FLHOHVQRĞü�� MDNR� FLHOHVQD� WNDQND� ĞZLDWD� ± la chair. 
Polit przyjmujH�� ĪH� 0HUOHDX-Ponty uprzywilejowuje aspekt optyczny obrazu, 
podczas gdy Witkacy faworyzuje dotyk, a fazy ruchu poszczególnych 
LQG\ZLGXyZ�GR]QDZDQH� Vą�Z� MDNRĞFLDFK� GRW\NRZ\FK��:LWNDF\� SRGNUHĞOD� UROĊ�
OLQHDUQHM� VWUXNWXU\� NRPSR]\FML� REUD]X�� HNVSRQXMąF� MHJR� SáDVNRĞü� L� NRQVWUXXMąF�
]D� SRPRFą� OLQLL�� MDN� XMPXMH� WR� 3ROLW� ������� V�� ������ SU]HVWU]HĔ� GRW\NRZą��
1LHPQLHM�MHGQDN��PRĪQD�WDNĪH�LQWHUSUHWRZDü�IHQRPHQRORJLĊ�0HUOHDX-3RQW\¶HJR�
QLHFR� LQDF]HM�� X]QDMąF� ZLG]LDOQRĞü�� NWyUD� VWDMH� VLĊ� ZDĪQ\P� HOHPHQWHP� MHJR�
SyĨQLHMV]\FK�WHNVWyZ��]D�VZRLVW\�RGSRZLHGQLN�V\QHVWH]\MQHM�MHGQRĞFL�]P\VáyZ��
2VWDWHF]QLH�WR�FLDáR�MDNR�WDNLH�GR]QDMH�L� WZRU]\��D�ZLG]LDOQH�L�ZLG]ąFH�VSODWDMą�
VLĊ� ]� GRW\NDQ\P� L� GRW\NDMąF\P� Merleau-3RQW\� ������� V�� ����� SRGNUHĞODü� EĊ-
G]LH�� LĪ� ÄZLG]HQLH� MHVW� GRW\NDQLHP�]D�SRPRFą�Z]URNX´�� D W\P��FR� áąF]\� WH�GR-
]QDQLD�� XVWDQDZLDMąF� LFK� VWUHIĊ� NRQWDNWX�� MHVW� ÄJąV]F]� WNDQNL� FLHOHVQHM´�
(la chair). 8]QDQLH� ZLĊF� 0HUOHDX-3RQW\¶HJR� Z\áąF]QLH� ]D� ILOR]RID� SHUFHSFML�
Z]URNRZHM�QLH�GR�NRĔFD�RGGDMH�PX�Z�PRMHM�RSLQLL�VSUDZLHGOLZRĞü� 

$XWRU� SU]\SRPLQD� WHĪ�� ĪH� Z� NRQFHSFML�:LWNDFHJR� ZDĪQ\� RND]XMH� VLĊ� DWR-
PL]P� SV\FKLF]Q\�� D� MHJR� NRQFHSFMD�� MDN� ZVSRPQLDáDP�� VWDMH� VLĊ� SROHPLF]QD�
ZREHF� IHQRPHQRORJLL�� FR� ZLGRF]QH� MHVW� PLĊG]\� LQQ\PL� Z� NRUHVSRQGHQFML� 
]� 5RPDQHP� ,QJDUGHQHP�� 2GF]XZDQH� RG� ĞURGND� FLDáR� QLH� MHVW� ZLĊF� FLDáHP�
ZáDVQ\P�Z�XMĊFLX�0HUOHDX-3RQW\¶HJR��-DN�XMPXje to Polit (2019, s. 187), Wit-
NDF\�]DNáDGD�DEVROXWQą�DGHNZDWQRĞü�SUH]HQWDFML�FLDáD� LVWQLHQLD�SRV]F]HJyOnego 
Z� MDNRĞFLDFK� GRW\NRZ\FK� ]HZQĊWU]Q\FK� RNUHĞODMąF\FK� IRUPĊ� LVWQLHQLD�
SRV]F]HJyOQHJR�� D� WDNĪH� Z� MDNRĞFLDFK� GRW\NRZ\FK� ZHZQĊWU]Q\FK� ± F]Xü�
organów ciDáD� L� QDSLĊü� PLĊĞQL�� 3RGPLRW� FKDUDNWHU\]XMH� SHáQD� MDZQRĞü�� NWyUą�
]DSHZQLD�ZáDĞQLH�GRW\N��=�WHM�SHUVSHNW\Z\�RND]XMH�VLĊ�SUDZGRSRGREQLH�EOLĪV]H�
FLDáX�Z�NRQFHSFML�6DUWUH¶D��JG]LH�FLDáR�MHVW�QDU]ĊG]LHP�� 

Polit QLH� RGQRVL� VLĊ� ZSUDZG]LH� GR� WHM� NRQFHSFML�� DOH� ZDUWR� ZVSRPQLHü�� 
ĪH� GOD� 6DUWUH¶D� �2007, s. 287) FLDáR� RND]XMH� VLĊ� ÄE\WHP� SV\FKLF]Q\P´�� D ZLĊF�
RVWDWHF]QLH� ]OHZD� VLĊ� SRQLHNąG� ]H� ĞZLDGRPRĞFLą�Z� W\P� VHQVLH�� ĪH� RND]XMH� VLĊ�
RQD�ZREHF�QLHJR�QDGU]ĊGQD��7R�ĞZLDGRPRĞü�MDNR�QLFRĞü�MHVW�NRQVW\WXW\ZQD�GOD�
podmiotu. W %\FLH� L� QLFRĞFL 6DUWUH� VWZLHUG]D�� ĪH� SRZLą]DQLH� FLDáD� ]H� ĞZLDGR-
PRĞFLą� MDNR� DEVROXWQą� ZHZQĊWU]QRĞFLą� RND]XMH� VLĊ� MHGQDN� R� W\OH� SUREOHPD-
W\F]QH��R�LOH�Z�SRU]ąGNX�SR]QDQLD�QDMSLHUZ�SUyEXMĊ�SRáąF]\ü�VZRMą�ĞZLDGRPRĞü�
z FLDáHP�LQQ\FK��]�W\P�FLDáHP��NWyUH�]QDP�] SRGUĊF]QLNyZ�ELRORJLL�L�NWyUH�]QD��
QD� SU]\NáDG�� FKLUXUJ�� D�ZLĊF� SUyEXMĊ� SRZLą]Dü� Mą� ] F]\PĞ�� FR� MHVW�ZREHF� QLHM�
FDáNLHP� ]HZQĊWU]QH� L� MHM� REFH�� :HGáXJ� 6DUWUH¶D� PRJĊ� XMąü� PRMH� FLDáR�� QD�
SU]\NáDG�RNR�� W\ONR�MDNR�RUJDQ��QLH�PRJĊ�JR�ÄZLG]LHü�ZLG]ąFHJR´��0RMH�FLDáR�
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MHVW� ZLĊF� W\ONR� L� Z\áąF]QLH� U]HF]ą� SRPLĊG]\� U]HF]DPL� OXE� HZHQWXDOQLH� W\P��
G]LĊNL�F]HPX�U]HF]\�VLĊ�SU]HGH�PQą�RGVáDQLDMą��&LDáR�MDNR�FLDáR-dla-siebie jest 
FDáNRZLFLH� ÄSV\FKLF]QH´�� SRQLHZDĪ� PRJĊ� MH� XMąü� MHG\QLH� MDNR� LQWHQFMRQDOQ\�
przedmiot mojej refleksji (Polit, 2019, s. 392). 

:LGDü� ZLĊF�� ĪH� WHUPLQRORJLD�� MDNą� SRVáXJXMH� VLĊ� 6DUWUH�� E\áDE\� EOLĪV]D�
:LWNDFHPX��%\áDE\�PX� WHĪ�EOLĪV]H�6DUWUH¶RZVNLH�XMĊFLH�FLDáD�� FKRü� WD�RVWDWQLD�
WH]D�Z\PDJDáDE\�GRNáDGQLHMV]HJR�]EDGDQLD��=�NROHL�NRQFHSFMD�V]WXNL�0HUOHDX- 
-Pont\¶HJR� RND]XMH� VLĊ� ]EOLĪDü� GR� NRQFHSFML� :LWNDFHJR�� 3ROLW� ������� V�� �����
]HVWDZLD�ĞZLDW�XMĊW\�SU]H]�0HUOHDX-3RQW\¶HJR�MDNR�RWZDUWą�V\QWH]Ċ�KRU\]RQWyZ�
SHUFHSFML� ]� :LWNLHZLF]RZVNLP� Ä=ZLą]NLHP� :V]\VWNLHJR� ]H� :V]\VWNLP´��
]DNáDGDMąF\P��ĪH�SHUFHSFMH�UyĪQ\FK�LQG\ZLGXyZ�ZVSyáWZRU]ą�FDáRĞFLRZ\�REUD]�
ĞZLDWD� SU]H]� XV\WXRZDQLH� SU]HĪ\ü� NRPSOHNVyZ� MDNRĞFL� Z� W\FK� VDP\FK� PLHM-
scach obiektywnej przestrzeni. Jednak, co autor uwypukla, ontologia Witkacego 
WR� UDF]HM� HIHNW� SRáąF]HQLD� ILOR]RILF]QHJR� HPSLU\]PX�� Z\ZRG]ąFHJR� VLĊ� RG�
'DYLGD�+XPH¶D��]�SRGHMĞFLHP�VSHNXODW\ZQ\P�ZáDĞFLZ\P�GOD�PHWDIL]\NL�SU]HG-
NDQWRZVNLHM�� :� V\VWHPLH� :LWNDFHJR� NRPSOHNV\� MDNRĞFL� ]HZQĊWU]Q\FK� ZREHF�
LVWQLHQLD�SRV]F]HJyOQHJR�SRVWU]HJDQHJR�RG�ĞURGND�PDMą�VZyM�ĞFLVáH�RELHNW\ZQ\�
Z\PLDU� Z\QLNDMąF\� ]� ]DáRĪRQHJR� SU]H]� QLHJR� Z� SXQNFLH� Z\MĞFLD� UR]ZDĪDĔ�
ILOR]RILF]Q\FK� GXDOL]PX� MDĨQL� L� ĞZLDWD� ]HZQĊWU]QHJR� RUD]� ]ZLą]DQHM� ]� W\P�
NRQLHF]QRĞFL� XZ]JOĊGQLHQLD� GZyFK� VSRVREyZ� LVWQLHQLD�� NWyUH� XMPRZDü�PRĪQD�
RG� VWURQ\� WUZDQLD� LQG\ZLGXXP� L� RG� VWURQ\� FDáRĞFL� LVWQLHQLD�� =JRGQLH� ]� W\P�
drugim sposobem rozpatrywania postrzegane w otoczeniu inne indywidua 
QDELHUDMą� VWDWXVX� ELRORJLF]Q\FK� RUJDQL]PyZ� ]áRĪRQ\FK� ]� RJUDQLF]RQHM� OLF]E\�
innych indywiduów (Polit, 2019, s. 195).  

1LH]Z\NOH� FLHNDZ\P� ]DELHJLHP� Z\GDMH� VLĊ� Z� RPDZLDQ\P� UR]G]LDOH�
zestawienLH�SRJOąGyZ�:LWNDFHJR�]�NRQFHSFMą�ĞOHSRW\�Z�XMĊFLX�'HUULG\��$XWRU�
SRGNUHĞOD�� MDN� ZDĪQ\� GOD� :LWNDFHJR� E\á� ÄVWDQ� FLHOHVQ\� QLH]DSOXJLDZLRQ\�
Z]URNLHP´� L� SU]\SRPLQD� UR]ZDĪDQLD� 'HUULG\� ]� 3DPLĊWQLND� ĞOHSFD, w którym 
'HUULGD��������SLV]H�ZSURVW��ĪH��Niedy rysownik ]D]QDF]D�SLHUZV]ą�NUHVNĊ��QLF�
GR�QLHJR�QLH�QDOHĪ\��3RVWĊSXMH�ÄQD� ĞOHSR´��7\ONR�SR]RUQLH� VSRJOąGD�QD�NDUWNĊ�
SDSLHUX�F]\� WHĪ�SáyWQR��Z� LVWRFLH� MHJR�Z]URN� VSRF]\ZD� QD�SU]HGPLRFLH��NWyU\�
FKFH� SU]HGVWDZLü�� 3URZDG]ą� JR� UĊFH�� D� QLH� Z]URN�� WDN� MDN� SURZDG]ą� ĞOHSFD, 
SRUXV]DMąFHJR� VLĊ� SR� RPDFNX� L� UĊNRPD� V]XNDMąFHJR� GURJL�� NWyUą� PyJáE\�
EH]SLHF]QLH�SRGąĪDü��:�W\P�ZáDĞQLH�VHQVLH��E\�U\VRZDü�� WU]HED�VWUDFLü�Z]URN��
$UW\VWD�RND]XMH�VLĊ�Z�LVWRFLH�ĞOHSFHP��SRQLHZDĪ��ĪHE\�WZRU]\ü��DOH�WDNĪH�ĪHE\�
ZLG]LHü�LQDF]HM��PXVL�RĞOHSQąü na to, co jest. W ten sposób zarówno Witkacy, 
MDN�L�'HUULGD�QDOHĪHOLE\�GR�P\ĞOLFLHOL�NU\W\NXMąF\FK�Z]URNRFHQWU\F]QRĞü�ILOR]R-
fii Zachodu. :DUWR�SRGNUHĞOLü��ĪH�MXĪ�0DUWLQ�-D\��������SRND]Dá��ĪH�SRGHMU]HQLH�
U]XFRQH� QD� ]P\Vá� Z]URNX� VWDMH� VLĊ� XG]LDáHP� P\ĞOL� IUDQFXVNLHM� Z� FDá\P� 
;;�ZLHNX��:�WHQ�VSRVyE�ÄĞPLHUü�ZLG]HQLD´�RND]XMH�VLĊ�SU]HZRGQLP�WHPDWHP�
FKRüE\� GOD� WDNLFK� P\ĞOLFLHOL�� MDN� 0DXULFH� %ODQFhot czy Georges Bataille. 
0RĪQD� WHĪ� SU]\SRPQLHü� Z� W\P� PLHMVFX� LQQą� NVLąĪNĊ� 'HUULG\�� D� PLDQRZLFLH� 
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Le toucher, Jean-Luc Nancy ��������SRĞZLĊFRQą�GRW\NRZL�� F]\� WHĪ�ÄIDQWRPR-
ZHPX� GRW\NRZL´�� MDN� SLVDá� MHGHQ� ]� NRPHQWDWRUyZ� �6FKROOHQEHUJHU�� ������� 
7R� XMĊFLH�PRĪQD� E\� WDNĪH� ]HVWDZLü� ]� LGHDPL�:LWNDFHJR�� SRGGDMąF� QDP\VáRZL�
tym razem nie tyle wzrokocentryzm zachodniej filozofii, co jej haptocentryzm. 
-HGQDN�NVLąĪND�3ROLWD�VWDáDE\�VLĊ�ZWHG\�]DSHZQH�LQQą�NVLąĪNą� 

$XWRU�RGZRáXMH� VLĊ�Z� W\P�UR]G]LDOH� WDNĪH�GR�NRQFHSFML�*LOOHVD�'HOHX]H¶D��
SRUyZQXMąF�ZLUWXDOQH�Z\GDU]HQLD�]�NRQFHSFML�'HOHX]H¶D�]� IUDJPHQWDU\F]Q\PL�
SU]HĪ\FLDPL� RGNáDGDMąF\PL� VLĊ� Z� F\OLQGU\F]QHM� SU]HVWU]HQL� WáD� RSLV\ZDQHJR�
SU]H]�:LWNDFHJR�� 7R�� FR�ZLUWXDOQH�� QDOHĪąF� GR� SU]HV]áRĞFL�� VWDQRZL�Z� XMĊFLX�
'HOHX]H¶D�ZDUXQHN�VWDZDQLD�VLĊ��=DUyZQR�Z\GDU]HQLD�ZLUWXDOQH��MDN�L�Z\GDU]H-
QLD� DNWXDOQH� PDMą� WX� VWDWXV� ]GDU]HĔ� UHDOQ\FK�� 7R� ZLąĪH� MH� ]� HOHPHQWDPL� WáD�
]PLHV]DQHJR�SU]HĪ\ü�Z�NRQFHSFML�:LWNLHZLF]D�± QLH�PRĪQD�LP�ERZLHP�RGPy-
ZLü� VSHF\ILF]QHM� UHDOQRĞFL� ]H� Z]JOĊGX� QD� LFK� SU]Hstrzenny charakter.  
:� WOH� NRPSOHNV\� MDNRĞFL� FLHOHVQ\FK� VWDOH� ]DFKRZXMą� FKDUDNWHU� DNWXDOQRĞFL�
(Polit, 2019, s. 223). Przypomnijmy tylko raz jeszcze, co autor skrupulatnie 
DQDOL]XMH�� ĪH� NOXF]RZą� UROĊ�Z� NRQFHSFML� SURFHVX� WZyUF]HJR� RGJU\ZD��ZHGáXJ�
Witkacego iQWHUSUHWRZDQHJR� SU]H]� 3ROLWD� ������� V�� ����� ZáDĞQLH� RQWRORJLF]QH�
SRMĊFLH� SRGĞZLDGRPHJR� WáD� GOD� SU]HĪ\ü� SRMDZLDMąF\FK� VLĊ� Z� FHQWUXP� XZDJL�
GRĞZLDGF]DMąFHJR�LQG\ZLGXXP��7áR�PD�VWDQRZLü�UH]HUZXDU�HOHPHQWyZ�VNáDGR-
Z\FK�G]LHáD�PDODUVNLHJR�OXE�OLWHUDFNLHJR�XWU]\Panego w czystej formie.  

3ROLW��������V�������SRGNUHĞOD�WHĪ�RVWDWHF]QLH��ĪH�SRGVWDZRZD�UyĪQLFD�PLĊG]\�
'HOHX]HP� D�:LWNDF\P� SROHJD� QD� W\P�� ĪH� WDP�� JG]LH�:LWNDF\�ZLG]LDá� NRQLHF�
UR]ZDĪDĔ� ILOR]RILF]Q\FK�� D� ZLĊF� PRPHQW� SU]HNURF]HQLD� JUDQLF\� UHIOHNVML�
SRMĊFLRZHM� L�ZNURF]HQLH�Z� REV]DU� ÄNRPSOHNVyZ� ]QDF]HQLRZ\FK� SU\ZDWQ\FK´��
'HOHX]H� ZLG]LDá� GRSLHUR� MHM� SRF]ąWHN�� 1LHPQLHM� MHGQDN� MHJR� DQDOL]\� REUD]yZ�
Francisa Bacona z /RJLNL� ZUDĪHQLD ]RVWDMą� ]HVWDZLRQH� ]� REUD]DPL�:LWNDFHJR� 
L� MHJR� NRQFHSFMą� QDSLĊFLD� NLHUXQNRZHJR�� RGNU\ZDMąF� QRZH� DVSHNW\�� D� W\P�
VDP\P�PRĪOLZRĞFL�LQWHUSUHWRZDQLD�]áRĪRQHM�:LWNLHZLF]RZVNLHM�WZyUF]RĞFL�� 

*** 

:LG]LP\� ZLĊF�� ĪH� UH]RQDQV� PLĊG]\� VáRZDPL� L� REUD]DPL� Z� WZyUF]RĞFL�
:LWNDFHJR�]RVWDMH�SU]H]�3DZáD�3ROLWD�Z\GRE\W\��D�UHODFMD�PLĊG]\�QLPL�Z\GDMH�
VLĊ� VWRVXQNRZR� EH]NRQIOLNWRZD�� FKRü� autor akcentuje Z]JOĊGQą� QLH]DOHĪQRĞü�
analizowanych przez siebie ontologii i estetyki, a tym samym praktyki artystycz-
QHM��0RĪQD� MHGQDN� GRVWU]HF� WX� SHZLHQ� URG]DM� KDUPRQLL�� NWyUą� Z\UDĪD� ]UHV]Wą��
cytowany przez Bonn, Robert Morris, ]DGDMąF� S\WDQLH�� F]\P� ZáDĞFLZLH� MHJR�
SUDFD� MDNR� DUW\VW\� ZL]XDOQHJR� UyĪQL� VLĊ� RG� SUDF\� SLVDU]D�� L� RGSRZLDGDMąF��
QLF]\P��$UW\VWD� ZL]XDOQ\�� NWyU\� SLV]H�� EDGD� ERZLHP� RGZURWQą� VWURQĊ� U]HF]\��
MDNE\�LFK�SRGV]HZNĊ��=QD�VLĊ�QD�Z\WZDU]DQLX�IRUP�L�REUD]yZ��D�]DUD]HP mani-
SXOXMH� VáRZDPL� L� LGHDPL�� WDN� VDPR� MDN� NRORUDPL� L� PDWHULDáDPL�� 6DP� ZNUDF]D� 
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Z�VNRQVWUXRZDQH�SU]H]�VLHELH�ODELU\QW\�REUD]yZ��DOH�WDNĪH�VáyZ��SU]HPLHU]DMąF�
MH� L� NV]WDáWXMąF� WNDQNĊ� MĊ]\ND�� QLHXVWDQQLH� GUąĪąF� �%RQQ�� ������ V�� ���� Z� QLHM�
jakby korytarze, taNĪH�NRU\WDU]H�]QDF]HĔ��NWyUH�SURZDG]ą�QLHNLHG\�Z�QLH]QDQH��
'REU]H�SRND]XMH�WR�]UHV]Wą�W\WXáRZH�SRMĊFLH�MHGQRĞFL�RVRERZRĞFL�Z�WZyUF]RĞFL�
:LWNDFHJR�� NWyUH� RND]XMH� VLĊ� RVWDWHF]QLH�ZLHOR]QDF]QH� L� ]PLHQLD� VLĊ� Z� ]DOHĪ-
QRĞFL� RG� RNUHVX� WZyUF]RĞFL�� NWyU\� UR]SDWUXMHmy i punktu odniesienia, który 
przyjmiemy: estetyka, teoria lub praktyka. Polit (2019, s. 239) podsumowuje:  

SRMĊFLH�MHGQRĞFL�RVRERZRĞFL�SHáQL�RGPLHQQH�IXQNFMH�Z�SU]Hstrzeniach teoretycz-
Q\FK� RQWRORJLL� L� HVWHW\NL��:� WHM� SLHUZV]HM� MHVW� RQR� MHGQ\P�]� QDMZDĪQLHMV]\FK�� 
D� ]DUD]HP� MHGQ\P� ]� ZLHOX� SRZLą]DQ\FK� ORJLF]QLH� HOHPHQWyZ� VWUXNWXU\� SRMĊü�
RSLVXMąF\FK�LVWQLHQLH�XMPRZDQH�Z�MHJR�FDáRĞFL��Z�WHM�GUXJLHM�UROD�MHJR�]QDF]QLH�
wzrasta ± jest ono fundaPHQWHP� UR]VWU]\JQLĊü� GRW\F]ąF\FK� QDWXU\� SU]HĪ\FLD�
HVWHW\F]QHJR� L� VWUXNWXU\� G]LHáD� V]WXNL�� :áDĞQLH� SRMĊFLH� MHGQRĞFL� RVRERZRĞFL��
RSLV\ZDQH�SU]H]�:LWNLHZLF]D�ZH�Z]JOĊGQHM�VHSDUDFML�RG�V]F]HJyáRZ\FK�SRMĊü� 
L� WZLHUG]HĔ� Z\MDĞQLDMąF\FK� SUDZD� LVWQLHQLD�� QDGDMH� VSyMQRĞü� SRJOąGRP� HVWH-
W\F]Q\P�>«@� 

3R]D� W\P� WHRULH� V]WXNL� SU]\ZRáDQ\FK� Z� RVWDWQLP� UR]G]LDOH� NVLąĪNL� 3ROLWD�
ILOR]RIyZ� ZVSyáF]HVQ\FK� Vą� QLH� W\ONR� FLHNDZ\P� NRQWHNVWHP� GOD� WZyUF]RĞFL�
autora 622 upadków Bunga�� DOH� Z\]QDF]DMą� NLHUXQNL� UR]ZDĪDĔ� L� SRMĊFLD�
kluczowe dla panoramy teorii estetycznej XX ZLHNX��SR]ZDODMąF�VNRQIURQWRZDü�
]�QLPL�]�JUXQWX�PRGHUQLVW\F]Qą�P\ĞO�L�PDODUVWZR�:LWNDFHJR��3UDFXMąF�]�PDWHULą�
VáRZD� L� Z\NRU]\VWXMąF� QLHWUDQVSDUHQWQRĞü� MĊ]\ND�� :LWNDF\� XMDZQLD� WHĪ� SR-
NUHZLHĔVWZR� PLĊG]\�� MDN� XMąáE\� WR� 0HUOHDX-Ponty (1999, s. 237), niemym 
maODUVWZHP�D�PRZą�SRHW\FNą�� ]DQXU]RQą�Z�]DVWDQ\P� MĊ]\NX��DOH�UR]U\ZDMąFą�
MHJR� V]Z\�� ]PLHQLDMąFą� MHJR� UHJXá\� L� SRU]ąGHN��0DODUVWZR� L�PRZD�� ]ZáDV]F]D�
OLWHUDWXUD��GDMą�VLĊ�ERZLHP�]H�VREą�SRUyZQDü��ÄPRZD�Z�]DVDG]LH�G]LDáD�WDN�MDN�
PDODUVWZR´�± pisze Merleau-Ponty (1999, s. 223). Bowiem tak  

MDN�FLDáR�RGQDMGXMH�VLĊ�SRĞUyG�U]HF]\�L�REFXMH�]�QLPL�SRG�ZDUXQNLHP��ĪH�SU]HVWD-
QLHP\�MH�DQDOL]RZDü��D�]DF]QLHP\�VLĊ�QLP�SRVáXJLZDü��WDN�MĊ]\N�OLWHUDFNL�PyZL�
QDP�U]HF]\�QRZH��R�LOH�VSU]\PLHU]\P\�VLĊ�]�QLP��SU]HVWDQLHP\�JR�EDGDü�L�SRGą-
Ī\P\�]D�MHJR�XFKHP��R�LOH�SR]ZROLP\�Z\UD]RP��ZV]\VWNLP�SLVDUVNLP�ĞURGNRP�
HNVSUHVML�RWRF]\ü�VLĊ�Wą�PJLHáNą�]QDF]HQLRZą��MDNą�]DZG]LĊF]DMą�VZHPX�V]F]H-
JyOQHPX�XNáDGRZL��D�ZV]HONLHM�U]HF]\�SLVDQHM�REURVQąü�Z�GUXJą�ZDUVWZĊ�VHQVX��
pokrewnemu PLOF]ąFHPX� SURPLHQLRZDQLX� PDODUVWZD�� 3RGREQLH� MDN� Z� PDODU-
VWZLH��VHQV�NDĪGHJR�G]LHáD�V]WXNL� MHVW�SU]HGH�ZV]\VWNLP�XFKZ\WQ\� MDNR�VSRLVWD�
deformacja narzucona rzeczom widzialnym (Merleau-Ponty, 1999, s. 225).  

3ROLW�V]HURNR�RPDZLD�ZáDĞQLH�VSRLVWą�GHIRUPDFMĊ REHFQą�Z�WHNVWDFK�L�REUD-
]DFK�:LWNDFHJR��XMDZQLDMąF� LFK� WHRUHW\F]Q\�SRWHQFMDá��=UHV]Wą�:LWNDF\�ZSURVW�
SLV]H� WDNĪH�R�SRNUHZLHĔVWZLH� V]WXN� ]áRĪRQ\FK�� MDNLPL� Vą�Z� MHJR�XMĊFLX�SRH]MD�
czy teatr i malarstwo��6SRQWDQLF]QH�ZLG]HQLH�PDODU]D�XZDĪD�on ]D�UyZQROHJáH�
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GR� VSRQWDQLF]QHJR�P\ĞOHQLD� SRHW\��NLH� SURSRQXMH� MHGQDN� V]F]HJyáRZ\FK�Z\-
MDĞQLHĔ�RGQRV]ąF\FK�VLĊ�GR� WHJR��Z� MDNL� VSRVyE�SRMĊFLD�EH]VHQVRZQH�Z�SRH]ML 
L�LFK�PJOLVWH�QLHRNUHĞORQH�]QDF]HQLH�SU]HNáDGDáRE\�VLĊ�QD�GHIRUPDFMĊ�NV]WDáWyZ�
Z�REUD]DFK��FR�SU]HFLHĪ�SRVWXluje, ale, co aXWRU�SRGNUHĞOD��PRĪQD�X]QDü��ĪH�RZD�
QLHRNUHĞORQRĞü�]QDF]HĔ�VáyZ�ZLą]DáDE\�VLĊ�]�G\QDPLNą�IRUP�L�URG]DMHP�VNXPX-
ORZDQHM� Z� QLFK� HQHUJLL� X]\VNDQHM� G]LĊNL� ZáDĞFLZLH� GREUDQ\P� QDSLĊFLRP�
NLHUXQNRZ\P� �3ROLW�� ������ V�� ������ 3U]HNDĨQLNLHP� W\FK� HQHUJLL E\áDE\� SUDFD�
OLQLL�� NWyUD� Z\]QDF]RQD� E\� E\áD� SU]H]� RNUHĞORQH� ]DVDG\�� 6WąG� WDN�ZDĪQD� UROD��
MDNą�RGJU\ZD�OLQLD�]DUyZQR�Z�SUDFDFK�:LWNDFHJR��MDN�L�Z�NRPHQWDU]X�3ROLWD� 

3RZWyU]P\� ZLĊF� ĪH� RPDZLDQD� WX� NVLąĪND jest solidnym wprowadzeniem  
Z� ĞZLDW� VSRLVWHM� GHIRUPDFML� VWZRU]RQ\� SU]H]�:LWNDFHJR�� JG]LH� ZVSyáJUDMą� ]H�
VREą� VáRZD� L�REUD]\��JG]LH�SRMĊFLD�RG]ZLHUFLHGODMą�XNáDG� ĞZLDWD� L� MHJR�RQWROR-
JLF]Qą� VNáDGQLĊ�� D� REUD]\�� OLWHUDWXUD� L� ILOR]RILD� SRND]XMą� MHJR� ]áRĪRQRĞü� 
L� QLH]Z\NáRĞü�� -DN� XMPXMH� WR� $XWRU�� REUD]\�:LWNDFHJR� VWDQRZLą� ZL]XDOL]DFMĊ�
QDUUDFML� RQWRORJLF]QHM�� 7XWDM� OLQLD� SU]HNV]WDáFD� VLĊ� Z� OLWHUĊ�� D� VáRZD� L� REUD]\�
:LWNDFHJR�ZFKRG]ą�]H�VREą�Z�UH]RQDQV�� 

1D� ]DNRĔF]HQLH� FKFLDáDE\P� ]DF\WRZDü� IUDJPHQW� UR]ZDĪDĔ� )UHGHULFR�
Ferrariego i Jeana-/XF�1DQF\¶HJR��NWyU]\�Z�VZRMHM�NVLąĪFH�Ikonografia autora 
RSLVXMą�ZL]HUXQNL�Z\EUDQ\FK�SU]H]�VLHELH�SLVDU]\3 L�SUREOHPDW\]XMą�W\P�VDP\P�
VWDWXV�DXWRUD��]DGDMąF�SU]\�W\P�QDVWĊSXMąFH�S\WDQLH�� 

RF]\ZLVWRĞü�REUD]X� L� VHQV� WHNVWX� ± F]\�SDUD� WD� SU]\ELHUD� IRUPĊ�RSR]\FML"�&]\�
PRĪH� F]HJRĞ� MHV]F]H� LQQHJR�� QLHNRĔF]ąFHM� VLĊ� RVF\ODFML�� NWyUD� PRJáDE\�
MHGQRF]HĞQLH�]QLHĞü�ZV]\VWNLH�SRZ\ĪV]H�SRMĊFLD� L�]DZU]Hü�Z�VZ\P�GUJDMąF\P�
paradoksie wszystkie ich znaczenia (Ferrari, Nancy, 2020, s. 24).  

:\GDMH� VLĊ�� ĪH� NVLąĪND�3ROLWD� SUyEXMH�ZáDĞQLH� XMDZQLü�QLH]JáĊELRQą� JáĊELĊ�
IRUP\��MDNą�SU]\ELHUD�WD�SDUD��WHNVW�L�REUD]��VáRZR�L�REUD]��D�W\P�VDP\P�XND]Dü�
MH� MDNR� QLHNRĔF]ąFą� VLĊ� RVF\ODFMĊ�� ]DZLHUDMąFą�Z� VZ\P�GUJDMąF\P�SDUDGRNVLH�
ZV]\VWNLH�]áRĪRQH�ODELU\QW\�VHQVyZ��MDNLH�VLĊ�]�QLPL�ZLąĪą��&]\Ī�VáRZD�L�REUD]\�
stZRU]RQH� SU]H]� :LWNDFHJR� QLH� SU]\MPXMą� ERZLHP� IRUP\� QLHNRĔF]ąFHM� VLĊ�
RVF\ODFML��QLHXVWDMąFR�RGV\áDMąF�GR�VLHELH��D�]DUD]HP�SDUDGRNVDOQLH�]DFKRZXMąF�
DXWRQRPLĊ"�']LHáR� ILOR]RILF]QH��Z� W\P�G]LHáR� ILOR]RILF]QH�:LWNDFHJR�� MHVW�ER-
ZLHP�RVWDWHF]QH�G]LHáHP�V]WXNL�Z VHQVLH��MDNL�XMDZQLá�3DXO�9DOpU\��NLHG\�SLVDá�� 

&R� SR]RVWDáRE\� ]� W\FK� DUF\G]LHá� QLHVSUDZG]DOQHM� G\VF\SOLQ\� EH]� RZHM� FLFKHM�
XPRZ\��NWyUą�SU]\MPXMHP\�SU]H]�XPLáRZDQLH�WUXGQHM�UR]NRV]\"�&]\Ī�ZLĊF�QLF�
QLH� ]RVWDQLH� ]H� ]GXPLHZDMąF\FK� NRQVWUXNFML� P\ĞORZ\FK�� SRZiedzmy Platona 
F]\�6SLQR]\��MHĞOL�XGRZRGQLP\�LFK�EáĊGQRĞü"�7DN��QLH�]RVWDQLH�]�QLFK�DEVROXWQLH�
QLF��MHĞOL�QLH�SR]RVWDQLH�G]LHáR�V]WXNL (Valéry, 1971, s. 88). 

3 0RĪQD�SRVWDZLü�VRELH�WX�GRGDWNRZH�S\WDQLH�R�WR��MDN�Z\JOąGDáDE\�DQDOL]D�ZL]HUXQNyZ�:LWNDFHJR�
GRNRQDQD�SU]H]�REX�DXWRUyZ��]ZDĪ\ZV]\�QD�Z\MąWNRZRĞü�W\FK�IRWRJUDILL� 
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WORDS AND IMAGES. AN ATTEMPT AT CONSILIENCE ON THE EXAMPLE 
2)�:,7.$&<¶6�:25.6 

Abstract 
7KH�DUWLFOH�GLVFXVVHV�3DZHá�3ROLW¶V�ERRN�RQ�WKH�SKLORVRSK\�DQG�SDLQWHUO\�RHXYUH�RI�6� I. Witkie-
ZLF]� WKDW� UHODWHV� ERWK� DUHDV� RI�:LWNLHZLF]¶V� ZRUN� EDVHG� RQ� KLV� LGHD� RI� ³XQLW\� RI� SHUVRQDOLW\�´�
([SORULQJ�:LWNDF\¶V�WKHRU\��DOVR�FRQWDLQHG�LQ�KLV�OLWHUDU\�ZRUNV��3ROLW�FRQIURQWV�LW�ZLWK�WKH�SKLOR-
sophical sources of his thought, as well as with Merleau-3RQW\¶V�SKHQRPHQRORJ\�DQG�'HOHX]H¶V�
DQG�'HUULGD¶V� UHIOHFWLRQV� RQ� SDLQWLQJ� WKDW� EULQJ� to the fore its corporeal, haptic dimension. The 
LGHD�RI�WKH�³XQLW\�RI�SHUVRQDOLW\´�LV��DFFRUGLQJ�WR�3ROLW��D�NH\VWRQH�RI�:LWNDF\¶V�WKRXJKW��JLYLQJ�
coherence to his aesthetic reflection, despite of its changes. Subjected to an appropriate 
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interpretation, i.e. connected with the theory of the unconscious background of experiences, 
LQVHSDUDEOH� IURP� WKH�SV\FKRSK\VLFDO� LGHQWLW\�RI�DQ� LQGLYLGXDO�� WKH� LGHD�RI�³XQLW\�RI�SHUVRQDOLW\´�
EHFRPHV� DOVR� WKH� LQWHUSUHWDWLYH� NH\� WR� :LWNDF\¶V� SDLQWLQJ�� 7KH� DXWKRU� GUDZV� DWWHQWion to the 
RULJLQDOLW\�RI�3ROLW¶V�DSSURDFK�WR�:LWNLHZLF]�ZKLFK�VLWXDWHV�LWVHOI�ZLWKLQ�D�EURDGHU�FRQWHPSRUDU\�
discussion on the relationships between art and philosophy, painting and writing. She juxtaposes 
:LWNDF\¶V� FDVH� GLVFXVVHG� E\� 3ROLW� ZLWK� RWKHU� H[DPSles of artists in whose oeuvre writing and 
visual work illuminate each other and intertwine. 

Keywords:  
XXth century painting, XXth century philosophy, Maurice Merleau-Ponty, Gilles Deleuze, 
6WDQLVáDZ�,JQDF\�:LWNLHZLF] 



A C T A  U N I V E R S I T A T I S  L O D Z I E N S I S  
FOLIA PHILOSOPHICA. ETHICA ± AESTHETICA ± PRACTICA 39, 2021 

CC BY-NC-ND 4.0 © by the author Received: 2021-06-14 
licensee Lodz University ± Lodz University Press Accepted: 2021-11-02 
àyGĨ��3RODQG First published online: 2021-12-08 

https://doi.org/10.18778/0208-6107.39.06 

Andrea Oldani 

Politecnico di Milano 
Department of Architecture and Urban Studies 
andrea.oldani@polimi.it 

MILAN AND ITS LOST RIVER: WHEN SURVIVING IMAGES 
REPRESENT UNIQUE NARRATIONS OF INVISIBLE 

RELATIONSHIPS 

Abstract 
One of the most predictable implications of photography consists of the ability to fix some images 
returning them in a variable timeframe for the observation. In all the major world cities, it is com-
mon to incur in some book where recent photos are compared to old ones searching the same point 
of view in order to make the comparison more accurate and stimulate the critical ability of the 
observer. An exercise that sometimes stimulates a sort of regret for the past, pointing out a diffused 
excess of nostalgia for times gone by. Nevertheless, the reality and meaning of modern city images 
are not always so prosaic. What happens when photographs are evocative of a reality that is com-
pletely lost in the collective imaginary even though it still exists and functions, despite being 
forgotten and buried in the depths of the city? This is the case of very few pictures capable of tel-
ling the story of a city, Milan, and its only ³real´ river, the Olona, whose waters, humiliated and 
rejected, continue to flow in total amnesia. It is a different story when photography does not have 
the role of nourishing nostalgia, but the power to make visible and explain the variation of a pre-
sence and its progressive obliteration. Some pictures testify to the passage from the bucolic ame-
nity of the river and its banks in a pre-urban context to a muscular urban infrastructure. A rigid 
channelized river, shown with confidence, is trying to keep its presence, until the moment of its 
inevitable decline and disappearance. It is in these images that the possibility of reconsidering the 
Olona as a part of the new project for the city lies. 

Keywords: 
Milan, photography, nostalgia, urban landscape 

THEN AND NOW, THE ROLE OF PHOTOGRAPHY 
BETWEEN REGRET AND NOSTALGIA 

One of the most evident potentialities of photography is the capacity to build up 
an archive of memories ready to be reactivated the moment they are seen again. 
Thus, the discovery of facts, people and places unknown to us and the possibility 
of comparing the past and present state of specific landscape or urban conditions 
becomes immediate. Speaking of urban landscape, one of the most compelling 
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phenomena that exploits this fact is evident in the hyper-distribution of pho-
tographic books that present a city, comparing its appearance between ³then´ 
and ³now.´ It is a pervasive phenomenon which has no boundaries and concerns 
major cities all over the world. 

This subject is trivial, of little cultural interest, because it is linked to a very 
elementary way of interpreting the value of photography as an indispensable cri-
tical tool. At the same time, however, this phenomenon invites us to reflect on 
the link between the past and the present and to understand the character of the 
stratification and complexity that characterises specific urban environments, 
encouraging reflection that will help plan their future. Despite this interest, there 
is also very significant risk of giving into a sense of pure nostalgia, and this is 
the most likely feeling experienced by people that spend some time looking at 
these images. 

We thus unwittingly find ourselves in Maurilia, the imaginary city described 
by Italo Calvino (1974, p. 30) in which ³the traveller is invited to visit the city 
and, at the same time, to examine some old post-cards that show it as it used to 
be [...] If the traveller does not wish to disappoint the inhabitants, he must praise 
the post-card city and prefer it to the present one, though he must be careful to 
contain his regret at the changes within definite limits: admitting that the mag-
nificence and prosperity of the metropolis Maurilia, when compared to the old, 
provincial Maurilia, cannot compensate for a certain lost grace, which, however, 
can be appreciated only now in the old post-cards, whereas before, when that 
Maurilia was before one¶s eyes, one saw absolutely nothing graceful and would 
see it even less today, if Maurilia had remained unchanged; and in any case the 
metropolis has the added attraction that, through what it has become, one can 
look back with nostalgia at what it was´. There is no doubt that the right attitude 
to adopt is hard to establish since it is a choice based on feelings, and it preva-
lently depends on the level of culture and the capacity for critical pre-vision 
inherent in each individual. It is, therefore, not difficult to encounter a city like 
Milan, where the images of the old ring of canals that used to surround the 
historic centre have been viewed and reviewed for years to the point of conside-
ring the hypothesis of their partial reconstruction (Cassone et Biscardini, 2014). 
Reconstruction but not reopening, as is often confusingly indicated, since water 
no longer runs along most of the project¶s route under discussion. 

This example of a Venetian dream, aimed at reconstructing a city on the wa-
ter that has now partly disappeared, is engaging compared to studying the value 
of images concerning contemporary urban reality for two contrasting reasons. 
Firstly, it demonstrates the evocative and guiding power that images possess, 
especially if they are skillfully used for a specific purpose, made available and 
artfully constructed to communicate their message. In this sense, it is important 
to emphasise that there is complete photographic documentation of the dis-
appeared Milanese canals, an authorial collection commissioned to document 
the situation before and during the covering works (Cordani, 2004). 
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Contrastingly, this availability, richness, and quality of photographic 
documentation of the Navigli Ring, as well as the relevant literature, is not 
present in the same way for the other Milanese waters, such as the Olona River, 
which remains the forgotten protagonist of some faded images, despite the fact 
that its waters are still present, merely underground, as a neglected, challenged 
and rejected element of the landscape. 

MILAN AND THE RIVER OLONA 

The Olona River originates from springs and hills in the Brinzio and Ganna 
valleys in the Varese Pre-Alps. After an initial section consisting of the main 
course and a secondary course, the riverbed becomes a single river near Varese 
and flows through a densely populated and urbanised area as far as Rho. In this 
section, the Olona is strongly channelled into an artificial riverbed, characterised 
by frequent hydraulic works, and fully involved in the urban metabolism of the 
towns it crosses. In the south of the city of Rho, the river enters the large 
Milanese conurbation. The main stretch crosses the city underground, while the 
part of its flow is diverted, especially in flood periods, by two more recent 
canals: the Olona diverter and the North-West Diversion Canal. This particularly 
articulated situation also includes a culverted part of the ancient river course that 
flowed into the Darsena of Porta Ticinese. 

This hydraulic situation reflects a very complex history that originated in 
Roman times, when, given its proximity to the historical centre of Milan, the 
Olona was, in fact, the subject of profound transformations.  

Since the late Imperial Age, the river has been characterised by a complex 
hydraulic articulation between the natural riverbed and some artificial channels 
capable of diverting its waters into a network of artificial canals to serve the 
Roman Mediolanum. Those early transformations produced such a vital varia-
tion that it became somehow permanent for several urban hydraulic renewal 
operations. This closeness to and involvement in the urban dynamics are also the 
reason why we can speak of the Olona as a ³unique´ Milanese river.  

Thus, since the remote past, the Olona has found its artificial conclusion 
within Milan, losing the southern part of its ancient natural course and 
dispersing its waters in numerous outlets. This situation is so complex that even 
reconstructing the course of the ancient riverbed remains a matter of hypothesis 
(Poggi, 1913). 

Several centuries-old events, the advent of industrialisation and the phase of 
urban expansion that Milan and the entire Olona Valley underwent since the end 
of the 19th century onwards have led to an acceleration of the transformations 
and a substantial change in the river context. It is possible to point out four 
major changes, all concurrent and correlated. The first was the river course¶s 
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artificialisation and modification, which led to a narrow riverbed constrained 
within rigid banks and marked by several culverts, crossbars and hydraulic 
works. The second was the massive urbanisation that accompanied this process. 
The third was an increase in hydraulic risk due to the massive anthropisation of 
the river valley²finally, the fourth, a deterioration in water quality related to 
numerous urban and industrial drains. 

These four processes have influenced the planning approach to water 
management and the continuous modification of the Olona, leading to a prog-
ressive adaptation and transformation responding to an increasingly evident 
degradation. Thus, especially in the most anthropic part, corresponding to the 
metropolitan section, the solution has been to erase the watercourse presence, 
leading up to a lack of awareness of its existence that characterises the present 
(De Marchi, 1948; Columbo, 1960). 

Anyone wishing to search for the waters of the Olona in Milan today would 
have to work hard. Its main course plunges into the city¶s bowels even before it 
has crossed the city boundaries between the municipalities of Settimo Milanese 
and Pero. From here, it will no longer re-emerge as the Olona River, but its 
waters will only become visible again when they flow into the Lambro 
Meridionale River, after having travelled about ten kilometres through an 
entirely underground section. This extensive route is even more significant when 
considering the oldest ramification, which turned to the Darsena di Porta 
Ticinese, deprived of water for decades but still existing, also wholly buried. 
The underground section shows its presence through the upstream outlet in the 
northern part of the Milanese harbour basin. 

PHOTOGRAPHIC FRAGMENTS OF THE OLONA LANDSCAPE 

At this point, it becomes interesting to return to the theme of photography, the 
relationship it establishes with places, and the profound significance of images 
concerning urban landscape. In contrast to the considerable number of pictures 
presenting the disappeared ring of canals, the best-known photographs of the 
Olona are very few and demonstrate a succession of frenetic transformations that 
took place in the first six decades of the last century. 

The oldest images date back to the first decades of the twentieth century 
when Milan underwent the first significant phase of urban growth to realise the 
forecasts contained in Cesare Beruto¶s urban development plan. The pho-
tographs describe the landscape crossed by the Olona, i.e. the La Maddalena 
neighbourhood, during the flooding events of 1917 (Fig. 1). The pictures, disse-
minated as post-cards, even more significantly than the maps of the period, 
allow us to grasp its still suburban dimension, typical of the Milanese country-
side, with an evident relationship between the spaces and the river¶s course. 
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Fig. 2. The Map of Milan: a project to 
completely transform the river and build 
a new riverbed for the Olona.  
SRXUFH��DXWKRU¶V�DUFKLYH. 

These photographs contributed to fixing 
the depicted identity, even if only par-
tially, while the area was undergoing 
a substantial transformation. Soon after, 
the city¶s growth led to the realisation of 
a project to completely remodel its course 
and build a new riverbed for the Olona, 
changing the river morphology and the 
relationship with the surrounding spaces 
(Fig. 2). This important modification was 
already planned in 1889, and then sub-
sequently incorporated into the great 
avenues that characterised the urban de-
sign envisaged by the 1912 master plan 
developed by Angelo Pavia and Giovanni 
Masera to be realised during the fascist 
regime (Massari, 1929).  

A long quiet period in relation to the 
Olona¶s fate accompanied the city¶s 
growth until the 1930s when some pro-
fessional photos celebrated the completion 
of the new Olona riverbed. The shots 
highlight the transition from the semi-rural 

Fig. 1. The landscape of Milan with the Olona River, La Maddalena during the 1917 flood. 
SRXUFH��DXWKRU¶V�DUFKLYH� 
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to urban dimension, with a correspondence between its morphological design 
and re-articulation of the hydraulic presence (Fig. 3). In the midst of the re-
gime¶s rhetoric, a desire emerged to give dignity to the presence of the river and 
enshrine its essence through artificial syntax (Della Morte and Lissoni, 1935). 

Fig. 3. The first phase of the reconstruction of the Olona riverbed until its filling, 1930s. 
Source��DXWKRU¶V�DUFKLYH� 

Few images, however, accompany the brief story of that arrangement. By the 
end of the 1950s, increasing water pollution levels from civil and industrial 
sources gave rise to more frequent complaints of stench, which, combined with 
extensive flooding and the resulting health risks, led to the complete covering 
of the city¶s river section (De Marchi, 1948). Several pictures documented 
this process (Fig. 4, 5). It is almost the last act in the photographic history of 
Milan¶s Olona, which from that moment on hid under the ground and fell into 
oblivion. 

The unique exception to this long lack of photographic images of the Olona 
can be seen in some recent shots available on social media, demonstrating how 
photography can activate a sort of ³hunt for memory,´ an activity that goes 
beyond the limits of cartographic reconstruction, and where possible, animates 
specific explorations of the urban underground world. 

These exploratory actions by some fearless investigators of the deep layers 
of the city are the most recent partial evidence of an occluded reality, testifying 
to the widespread attention to the topic of underground rivers (Talling, 2011; 
Bolton, 2011). 
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Fig. 4. The second phase of the reconstruction of the Olona riverbed��������V��6RXUFH��DXWKRU¶V archive. 

Fig. 5. The third phase of the reconstruction of the Olona riverbed until its filling, 194���V� 
6RXUFH��DXWKRU¶V�DUFKLYH� 
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MUCH MORE THAN NOSTALGIA:  
PHOTOGRAPHY AS A FIELD OF POSSIBILITY 

The extraordinary evocative power of the photographs of the internal Navigli 
Ring and their popularity is not even remotely comparable to that of the few 
images accompanying the alternating history of the Olona. Nevertheless, there is 
a profound difference between the two: the images of the inner ring of canals 
refer to an artificial system that remains as a trace and memory, the latter to 
a natural, deeply anthropogenic river that is still present, but hidden, and whose 
presence is witnessed precisely because of those images that reconstruct its 
vicissitudes.  

Both series of images echo the feelings that Barthes (1981, p. 82) describes 
when he explains that ³The Photograph does not call up the past (nothing 
Proustian in a photograph). The effect it produces upon me is not to restore what 
has been abolished (by time, by distance) but to attest that what I see has indeed 
existed. At the same time, however, the photos of the Olona refer to a changed 
but still existing reality. For the Navigli, the consequence of photography is to 
nourish nostalgia, encourage the µVenetian¶ dream, and allow us to recognise 
that µPhotography has something to do with resurrection¶´ (Ibidem). For the 
Olona, photography depicts a surgical ritual that unveils the layers of matter and 
then recomposes them, revealing the palimpsest (Corboz, 1983; Carandini, 
2017). In the case of the Olona, it is exceptionally true that ³even if we know 
that we cannot change the past depicted in the photograph, the wish offered 
by the photograph¶s not-yet future makes the retrospection valuable. We must 
start looking for future possibilities offered by photographs, thereby allowing 
one to think µwhat could be, if.¶ This approach liberates both photography and 
historyʊand eventually usʊfrom their strict connection to facts´ (Helmerdig, 
2016, p. 21).  

For this reason, it can be argued that this forgotten, hidden, and rejected 
urban portion of the Olona is still part of the Milan heritage, and it can represent 
a valuable element of its future. This possibility is achievable, also thanks to 
photography which can establish a ³productive tension´ capable of putting back 
in order the ³idiosyncrasies of memory´ (Sterling, 2019).  

The evocative power of the images of the Olona thus translates into the 
possibility of recognising its presence, a fact which, in the midst of the Anthro-
pocene and the challenges of climate change (Serres, 1991; Tsing et al., 2017; 
Latour, 2020), invites us to consider its presence differently. This consideration 
opens up a perspective that is perhaps utopian or, more likely, dramatically 
realistic. Considering water as an increasingly complex resource will perhaps 
one day make it possible to photograph the Olona again in relation to its city: 
Milan. It will be a different river, just as the passages accompanying its 
centuries-old history are different. 
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THINK AND DESIGN: SOME FINAL CONSIDERATIONS 

This perspective is certainly not unfounded. On the one hand, it reflects an 
ongoing process in which the world¶s major cities are re-discovering, in a lite-
rary sense, rivers and streams buried under the city¶s surface. A clear example of 
this is a growing number of associations operating in the vast field of river 
restoration, with several organisations dealing with the specific topic of ³decul-
verting´ or daylighting. These are bodies that promote operations that are only 
mistakenly considered ³impossible,´ convinced that this action could positively 
impact local communities, including potential social, economic and environmen-
tal benefits (Wild et al., 2010). Numerous case studies worldwide exemplify the 
possibility of recovering the visual presence of forgotten watercourses within 
a process of urban reform, capable of reintroducing water into the genetic code 
of the city as a vital element, participating in the form of articulated plurality 
(Ranzato, 2017). The most obvious obstacle to the implementation of such 
plans, apart from the cost, is the critical condition of the water. We are aware, 
however, of continuous minor signs of improvement, which could give hope for 
a real possibility of redemption. The hybrid and plural nature of the infrastruc-
ture (Alonzo, 2016) does the rest, offering the foundations to build architecture 
capable of restoring the form and visibility to the water. 

On the other hand, another factor that should not be overlooked is infrastruc-
ture maintenance in relation to climate change. There is no lack of studies in the 
literature warning of the greater need for care that infrastructure will require 
over the next few decades due to the increased stress levels it will be subjected 
to (Neumann et al., 2013). Thinking about vast covered stretches makes one 
realise the difficulties of inspection, the criticality of maintenance, and the 
fragility of certain structural parts, including the horizontal slab. If we consider 
the medium age of many infrastructure elements and the risk of failure accelera-
tion, it is easy to understand how massive interventions may be necessary but 
not always sustainable. This consideration is evident not onlywith regard to 
economic reasons but also in confrontation with the benefits of a possible 
reopening. In addition, it should be considered how the topic of climate change 
opens up an enormous possibility of reflection on the range of options that the 
presence of a watercourse can bring within a process of an overall rethinking of 
urban water management methods. 

In the Milanese panorama, the photographs of the Olona tell us of its 
evolution and bear witness to its presence. There is no such thing as nostalgia 
because one cannot be nostalgic for something that was once a problem for the 
city in terms of safety, pollution, and limits on development. However, these 
photos show how this infrastructural reality has been incessantly modified, 
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making it clear that there is a very high likelihood of further change, as the 
process of transformation continues. Thus, those photographs are offered not as 
icons of reality to be re-proposed but as witnesses of a presence whose essence 
is somehow preserved and can be brought back into play. 

Fig. 6, 7. Contemporary views of the 
outfall of River Olona into Lambro 
Meridionale. Photos by the author.  
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Abstract 
The city of Puebla was put on the UNESCO list of Cultural Heritage of Humanity in 1987; its his-
tory dates back to the sixteenth century allowing for the preservation of various important buil-
dings, such as churches with baroque and neoclassical facades, buildings from the period known 
as Novo Hispanics, when some of its historic neighbourhoods were founded, including the Barrio 
el Refugio, hereinafter referred to as BR, where indigenous people employed in the lime manufac-
ture used to live. Since those times, however, the neighbourhood has become a place with bad 
reputaWLRQ��³D�GHQ�RI�WKLHYHV´��/HLcht). The traditional, religious commemoration, the ³Fiesta Pa-
tronal de la Virgen del Refugio,´ is the most important celebration in the neighbourhood. In the 
Church of La Virgen del Refugio, built in the seventeenth century after an inhabitant painted  
a mural with the image of the virgin, the ³mañanitas´ are sung with the Mariachi. During the 
patronal feast, the ³El Refugio Cultural Festival´ is held with more than a hundred artists taking 
part and creating about a thousand murals according to the organiser¶s estimation. This happens in 
the city where a project ³Puebla Ciudad Mural´ was started, as an initiative of the ³Colectivo 
Tomate,´ which sought to regenerate the neighbourhood through art, in alliance with the govern-
ment and private companies. However, these policies are more tourist oriented rather than benefit 
the neighbourhood. For this reason, the graffiti movement ³Festival Cultural el Refugio´ is 
becoming a meeting point for urban artists from Mexico and Puebla, accustomed to taking up 
public or private space, as they demand space where they can live and express themselves. For ten 
years the festival has realised more than one thousand pieces of urban art, including Wild Style 
graffiti, bombs, stickers, stencil, and murals. All this is done under the patronage of the artists 
themselves, as three hundred of them come from all over the country to take part in every edition 
of the festival that does not receive any government support or other form of sponsorship. 
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INTRODUCTION 

The city of Puebla is the fourth most important in Mexico. It was created for 
various reasons shortly after the conquest of Tenochtitlan and the founding of 
New Spain. One of the reasons was building a city for the Spanish that had not 
received anything from the conquest so that they could receive some lands and 
peons working in their service. Another reason was that they were looking for 
a strategic place between the capital of New Spain and the port of Veracruz, the 
main means of communication with the Spanish Empire. 

The city was officially founded on 16th April 1531 and named Puebla de los 
Ángeles, which literally means ³City of Angels´ it emerged as a utopian city, 
conceived as a place to experiment with Renaissance ideas about society, a city 
of commerce and rest. It was thought to be run by Spaniards, industrialists, 
merchants and various religious orders that built a large number of churches. 
In 1538, Puebla received the appointment and royal certificate of the King of 
Spain, Carlos V, and was called ³a very noble city.´�The city was tax-free for 
thirty years to foster the development of new industries that were subsequently 
established. Civil buildings and convents were also built, making the centre 
of Historic Puebla the second most important city of New Spain (see e.g. 
Hirschenberg, 1978, pp. 185±223). 

Photo 1. Royal Certificate for the City of Puebla de los Ángeles. Awarded by Carlos V, King 
of Spain. Source: Gustavo Velarde Tritschler (Gusvel), CC BY 4.0. 
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A large number of workers was needed to build the new city and to serve the 
new settlers. Thus the neighbourhoods arose that were inhabited by indigenous 
population that did agricultural work, peonage. They also developed different 
trades to fulfil the needs of Spaniards, who also brought European construction 
styles and techniques which they taught the indigenous people. This model of 
society, known as Novo Hispana, continued for almost three centuries. For their 
part, the builders were organised in guilds from the beginning of the city¶s 
construction, as mentioned by Terán in his book on the history of the Historic 
Centre of Puebla.  

Various trades related to construction functioned under the guild organisation. 
Guilds were concerned with regulating this activity as well as the learning of it, 
seeking and promoting good quality in building, which definitely had an impact 
on better architecture and the physiognomy of the city (Terán, 2010, p. 45). 

In the neighbourhoods, life began to acquire particularities according to the 
trades that flourished there. For example, in ³el Alto neighbourhood´ pottery 
was developed, an activity that is still carried out today. The ³Xanenetla 
neighbourhood´ was another of those that had great importance since ³xalene´ 
was the stone that was used for the construction of the city. There are several 
versions of the story about the founding of the city but the official one is that of 
Fray Toribio de Benavente. 

The most generalised version about the foundation of the city is the one provided 
by Fray Toribio de Benavente, also known as Motolinia, who in his chronicle 
claims that on Sunday, 16th April, 1531, on the infra-octave of Easter, a mass 
was celebrated for the first time in the place chosen for the new city, a ceremony 
WKDW� KH� DWWHQGHG�� +H� PHQWLRQV� WKDW� ³���WKH\� KDG� DOUHDG\� PDGH� DQG� GUDZQ� 
the layout of the town, by a stonecutter that was found there (the layout was 
made), and then without much delay the Indians cleared the site and once the 
FRUGV� ZHUH� ODLG�� WKH\� GLVWULEXWHG� XS� WR� IRUW\� IORRUV� WR� IRUW\� VHWWOHUV�´� )RU� WKLV�
reason, Motolinia considered the aforementioned date as the founding of Puebla, 
a date on which, to this day, the event continues to be commemorated (Terán, 
2010, p. 32). 

In 1987, the city of Puebla was named a ³world heritage city´ by UNESCO, 
with two thousand six hundred and nineteen heritage buildings and a six point 
nine square kilometre polygon, with numerous churches and buildings of various 
architectural styles, especially its preserved churches representing a mixture of 
baroque and neoclassical styles. In other cases, the architectural and construction 
style has deteriorated or completely changed, and only the facades have been 
preserved. 
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Due to the importance of the Historic Centre of Puebla, in 1987, UNESCO 
declared it a World Heritage Site. This declaration led to an increase in land spe-
culation, with the gradual change in land use from residential to commercial and 
service uses. There was also a euphoria to interfere with historic buildings, either 
by remodelling or restoring them (although often in an inadequate and incorrect 
manner). At the same time, there was an attempt to improve the urban image by 
changing the pavement, removing street vendors from the streets, eliminating 
advertisements, projects to rescue some of the city¶s neighbourhoods, etc. 
(Terán, 2010, p. 27). 

Approximately in the middle of the 20th century, with the growth of the city, 
the population of the neighbourhoods also changed, while the old buildings 
deteriorated, others became what is known as ³Neighbourhoods´ where several 
families live in separate apartments. Many places have ever since totally 
changed their land use, often by evicting the residents, while other areas have 
become more touristy with hotels and shops. Gradually, the life of the 
neighbourhoods, their trades and original inhabitants have disappeared, and as 
the spaces have become privatised, the patrimonial value has been lost and the 
lifestyle has started changing rapidly. 

Photo 2. Polygon of the Historic Centre and neighbourhoods (authors¶ elaboration, 2020). 
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Given the importance of the city of Puebla and its Historic Centre, conser-
vation and maintenance efforts are a priority for the government, in addition to 
concentrating a large part of the cultural, economic and tourist life of the city 
there. The drastic change in land use can be seen±though the facades are 
preserved in their entirety or partially, the deterioration in the buildings of the 
historic neighbourhoods is quite evident, as the abandonment, the lack of 
maintenance and the location of some of the buildings prevent government 
programmes from encompassing them. 

NEIGHBOURHOODS OF PUEBLA, URBAN ART 
AND THE GOVERNMENT 

The first decades of the 20th century, under the mandate of José Vasconcelos, 
who was the Secretary of Education in Mexico from 1920 to 1924, brought 
about the commissioning of elaborate murals that represented the past, the 
present and the future of the Mexicans. The three great exponents of Mexican 
Muralism were: José Clemente Orozco, David Alfaro Siqueiros, and Diego 
Rivera. These artists achieved great recognition and nowadays provide a refe-
rence to understand modern and contemporary Mexican art when some critics 
and curators speak of neo-muralism. 

In 2010, a project called Colectivo Tomate was created in the city of Puebla 
on the initiative of young students. The objective was to create murals in the 
Historic Neighbourhoods of Puebla aimed at getting closer to the inhabitants of 
the neighbourhoods, creating murals based on the life experiences of those 
inhabitants, and summoning local artists. In subsequent editions, they had the 
support of the government that incorporated the project into the public policies 
of the municipality. 

Indeed, the evolution of public space, its constitution as a territory of urban 
expression and social articulation, is sustained, in large part, by the presence of 
symbolic artefacts that transcend the utility of utilitarian artefacts that populate 
public space. In this sense, public Art, its presence in public space, can be 
understood as an indicator of the health of public space, as well as its quality 
(Remesar, 2013, p. 18). 

The organisation Colectivo Tomate, with its ³General Objective: Facilitate 
through art and culture the recognition of identities that strengthen community 
ties´ (Colectivo Tomate, 2019, p. 8), continues to apply its model of participa-
tion and art in different parts of Mexico. With more than 15 major cities in the 
country, they also have another series of mega mural projects and workshops 
focused on community participation and art. It has become one of the largest 
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agents in the management and elaboration of murals in Mexico. In 2020, they 
had simultaneous events in the city of Puebla, in the La Margarita housing unit, 
with support from the municipal government for more than two million Mexican 
pesos (almost one hundred thousand dollars), in addition to the sponsorship 
of Comex, the most important painting company in Mexico, and other types of 
sponsorships. 

The intervention related to this housing unit was an initiative of the City of 
Puebla implemented through the Municipal Institute of Art and Culture 
(IMACP) in conjunction with the Collectivo Tomate organisation. In an inter-
view with RAYAS, Alan, who is a member of this group, said that 30 murals 
would be done in this place, but at the same time they were also working in the 
auxiliary boards of Resurrection and San Andres Azumiatla (SEGURIDAD, 
2020). 

However, in the year 2021, their activities were paralysed not only by the 
Covid-19 pandemic but also due to the fact that the project ³Ciudad Mural San 
Luis Potosi´ was suspended as a result of the actions of a group of national 
artists. A letter addressed to the city council was prepared to denounce 
irregularities of the Colectivo Tomate group and appeals were made for the 
murals to be made by other authors. 

Photo 3. Xanenetla neighbourhood, intervention by Colectivo Tomate in 2012. 
Source: NTR Zacatecas, 2021. 
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GRAFFITI ± A BRIEF DESCRIPTION OF THE PHENOMENON 
IN THE 20TH AND 21ST CENTURY 

The culture or subculture of contemporary graffiti has been subject of a series of 
debates, and the official history places its origins in the United States in the 
1970s, where the bases for the aesthetic forms of current culture came from. 
These styles have expanded in quantity and quality, with the aerosol as the main 
tool, and the artists have managed to represent practically all the artistic styles of 
the visual arts, as each graffiti artist seeks to develop his or her own style that 
identifies him or her, either with a single image repeated many times or with 
an artistic production ranging from graffiti to other techniques. However, other 
art critics do not consider it art at all. 

Style, form and methodology, which are the three major concerns of most 
graffiti writers, are of secondary importance compared to the primary directive 
of graffiti: to get seen getting up, that is, to have your name appear continuously 
or very frequently. This has been the term used by writers since the mid-1970s 
(Craig, 1982, p. 49). 

Photo 4. Graffiti and art in the Historic Centre of Puebla 2021. Photo by G. Valencia Jiménez. 
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However, the manifestations of graffiti currently vary, sometimes ranging 
between what is legal and what is illegal, and terms such as urban art or street art 
are also used interchangeably, although the differences are great. Graffiti has 
become widespread since the 1980s as part of popular culture in all cities of 
the world, in addition to being present in art galleries, movies, fashion, etc. 
However, the graffiti subculture has its own codes, since in order to understand 
it, you have to know how it is done, but above all to do it in some of its forms. 

In appearance, the History of Graffiti/Urban Art that has been constructed has 
been heterogeneous, has evolved towards the crossmedia interdisciplinarit1 that 
marks our days, and has been mostly independent in terms of its means of 
financing, objectives of documentation and representation of these phenomena 
(Figueroa, 2017, p. 2). 

The principles of graffiti can be understood as the manifestation of identity, 
the expression of the graffiti artist¶s self (Writer, Tagger) through a name or 
nickname that is his or her tag. This chosen name is generally short, it is 
expressed by the scratch on the wall (tagging) with a distorted handwriting 
which has a tangled calligraphy that is often not easy to read for those who do 
not know it. There are different official styles, but everyone can develop their 
own style. In some cases, the more complex your signature or the more intrepid 
the places where you place it, the greater the respect you have from other graffiti 
artists. 

The first and most obvious feature of graffiti is its artistic style, such as that used 
in early tags. Second, graffiti is public. Anyone, regardless of gender, colour, 
nationality, or age, can view graffiti as long as that person can walk down the 
street. The third attribute of graffiti is its interactivity, ranging from wild style 
tagging to large scale outdoor painting. Art is not necessarily understandable or 
reasonable (Gengli, 2018, p. 67). 

The art of the museums is different from the art of the streets, it could be 
done by the same artists, even using the same images, but the museum gives 
importance to the work, since the work is seen as an artistic object in addition to 
its commercial value. The museum gives it a value, a merit, beyond its 
materiality or visual representation, and also other aspects influence the work, 
such as curators or sponsors; graffiti is already common in museums and 
galleries of all kinds. 

1 We understand Cross Media as an integral marketing strategy which uses different types of 
channels and media that support each other in order to launch the same message (González, 2020). 
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The chromatic dimension characterises Mexican popular graphics, also, defines 
and nourishes it. This dimension seems to be a cry for freedom in the face of so 
much historical and social oppression, the carefree use of it can only have one 
meaning: The cry of here we are, this is what we are (Galindo, 2021, p. 100). 

THE VIRGIN OF THE REFUGE AND THE CREATION 
OF THE NEIGHBOURHOOD 

Art in the city of Puebla can be appreciated, in addition to its heritage buildings 
in the Historic Centre, in the form encountered in public museums, private 
galleries and even bars that have a cultural profile with an agenda of cultural 
events. However, in the neighbourhood of The Refuge there are no museums or 
galleries, nor is it part of the tourist tours or other actions that involve the 
residents in the life of the Historic Centre, despite the presence of a temple of 
great importance and two parks of considerable dimensions, the Refugio Park 
and the Angela Peralta Park. 

The Refuge is located to the northeast of the Historic Centre. As a result of 
the veneration of the Virgin of the Refuge, the neighbourhood acquired an iden-
tity. Today, the adoration is still maintained in the form of patronal feast on 
4th July. More importantly, Hugo Leicht tells in his book The Streets of Puebla 
that a missionary brought with him from Italy an image of the Virgin of the 
Refuge, but in 1776 an accident happened and the image was lost, so instead 
a mural was commissioned to be painted, and a temple was later built. One of 
the neighbourhood activities was working lime kilns, there were two of them at 
the time. There is also talk of a particular street, which is called the ³devil¶s 
bag,´ to which numerous legends are attributed due to its irregular layout. 

The Refuge neighbourhood is located in an area of urban, social and archi-
tectural degradation according to the Management of the Historic Centre, a body 
that regulates the actions in the Historic Centre polygon, according to the scale 
encompassing three parameters: an area in good condition, an area in the process 
of degradation and a degraded area. Taking into consideration the social, urban 
and architectural aspects, the Refuge is located in a degraded area. In the case 
of the Refuge, many buildings were deliberately abandoned and flooded so that 
they could be destroyed to avoid spending money on restoration, conservation 
and maintenance of the buildings, as they were so deteriorated, and the use of 
land was changed, while others simply remain abandoned. 

Formerly the street was nothing more than a path between the orchards of the 
mill of San Antonio, crossed by the subway aqueduct, which is marked by  
the unevenness of the level... An image of the Virgin carried by a Jesuit 
missionary RQ�KLV�WUDYHOV�LQ�,WDO\�ZDV�SXEOLFO\�FURZQHG�LQ�WKDW�FRXQWU\�LQ�����«�
(Leicht, 1967, p. 375). 



G. V. Jiménez, A. Hernández Sánchez, Ch. E. De La Torre Sánchez   100 

Part of this abandonment seen in the Refuge is due to the fact that economic 
activities are low, tourist activities are practically nil, as well as recreational 
activities, since the neighbourhood is not close to the first square of the Historic 
Centre and the street known as the Market in the 18 West, which delineates the 
Historic Centre. The most significant activity in the neighbourhood is the patro-
nal feast of 4th July, where the residents organise themselves to carry out the 
festival that includes several activities, from singing the mañanitas to the Virgin 
with the Mariachi, wrestling shows, and refreshments, among other kinds of 
entertainment. Those days are holidays, the residents mix and mingle, and there 
is a celebratory atmosphere different from the rest of the year. 

 
Don Pedro, in 1746, placed it in a niche at the corner of Guevara and Santísima 
Streets, in front of his house... A resident of the neighbourhood of La Calera  
(of Antonio), who lived at 5 Norte Street, had an effigy painted and venerated it 
in his little house which became a small chapel for a few weeks. As the 
adoration of the image grew, the same year, the Jesuit father Miguel José de 
2UWHJD� HUHFWHG� D� ODUJHU� FKDSHO� RQ� WKH� HDVW� VLGH� RI� WKH� VDPH� 1RUWH� 6WUHHW«�
(Leicht, 1967, p. 378). 

 
 

Photo 5. Temple of the Virgin of the Refuge. Photo by G. Valencia Jiménez, 2021. 
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In this party context, a project was initiated by Joel Reyes, known as 
³WaRior,´ (hereafter as WaRior) a native of the neighbourhood, who for the last 
ten years has organised what is now known as ³El Refugio Cultural Festival.´  
A graffiti event that has been inserted into the neighbourhood celebrations and 
has gradually spread. Some residents approve and have changed their perception 
of these demonstrations, some have joined the project by donating their wall or 
asking for a mural. However, for others, the works are not understandable  
or they do not like them and prefer something ³normal,´ which has also been 
respected. 

To better understand the festival as well as the artists¶ motivations and the 
way they carry out their work, we have approached Joel Reyes, the artists and 
the residents of the neighbourhood at events, doing formal and informal 
interviews in addition to our own field work and the photographic record of the 
works.  

 
(«) VXFK� LV� WKH� FDVH� RI� WKH� ³*UDIILWHURV�´�ZKRVH� \RXWK� LGHQWLW\� LV� FRQVWLWXWHG�
from a way of living in the city, of relating to the urban space and of leaving  
a trace of their existence (Cruz, 2010, p. 108). 
 

 
Photo 6. El Refugio 2020 Cultural Festival, Monkey Kings crew. Photo by G. Valencia Jiménez, 2021. 
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EL REFUGIO CULTURAL FESTIVAL ± 10 CONTINUOUS YEARS 

Urban art and graffiti festivals are common nowadays. In Mexico, some of the 
most famous include the Meeting of Styles, an international festival which 
began in Germany in 1993, and the Graffiti League, another of the best known 
festivals which arrived in Mexico in 2009, emphasising the expressions of the 
counterculture. There are numerous festivals of urban art, graffiti and other art 
expressions in the public space, and the agents, the purposes or intentions, as 
well as the way in which the events are developed are also diverse. 

The graffiti community all over the world names the productions, the practice 
and the graffiti artist in the same way. The name of the productions are not only 
globally recognised but keep the same forms; among these are tags or signatures, 
throw-ups, bombers, wildstyle, deltas, comics, stencils or templates, stickers or 
labels, pisone, etc. (Cruz, 2010, p. 115). 

Photo 7. Poster of the El Refugio Cultural Festival, Puebla, 3±4 April 2021. 
Source: El Refugio Cultural Festival. 
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The El Refugio Cultural Festival was born as a pretext to celebrate the birth-
day of WaRior, graffiti artist and visual artist, a native of the Refuge neigh-
bourhood, who got some space to paint with his friends to make some pieces 
of graffiti. Later on, he came up with the idea of making the murals during the 
celebration of the Virgin of the Refuge, in the month of July, summoning more 
artists and negotiating permits with the residents. 

As it is a historical site, this type of intervention involving the use of aerosol 
on the wall would be prohibited, but the change in land use, the abandonment of 
the buildings and the location of the neighbourhood made it possible for them to 
avoid problems in carrying out the event. The festival has been integrated into 
the religious festival of the neighbourhood, and the residents and the artists are 
identifying with the same. 

The festival has been registered by those responsible for the event, with a 
Facebook page https://www.facebook.com/festivalculturalelrefugio that shows 
the work that has been done and also provides links for the artists who wish to 
join. There are some journalistic notes on the festival, photographic record, and 
videos, although the information is scarce. That is why we approached the pro-
ject leader Joel Reyes to learn more about the festival: with the participation of 
about three hundred artists and more than one thousand works, the festival has 
been beneficial for the economy of the neighbourhood since it has generated an 
extra floating population. The festival has involuntarily turned the facades of the 
neighbourhood into canvases for the works and has generated economic activity. 

Photo 8. El Refugio 2020 Cultural Festival, 36 crew. Photo by G. Valencia Jiménez, 2021. 
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The management of the festival is carried out by Joel Reyes and several 
collaborators, with some members always changing. The festival has been 
managed without support from the government or private initiative by the artists 
themselves out of their fondness and love of graffiti. Therefore, this festival is 
unique in its genre due to the type of intervention carried out within the Historic 
Centre, the relationship that has been created with the residents, the artists, the 
authorities and external agents who have seen the project and have approached it 
with the intention of learning about or supporting the movement. An example of 
such community actions can be found in the text of Grane where he mentions 
the following: 

The collective nature of Chicano/a community muralism implied a transforma-
tive process for the artists and the communities, who experienced a radical 
process of conscientization, in Paulo Freire¶s terms, in which people became 
aware of their oppression but also of their power to transform. Thus, the murals 
had an educational role for a population that was culturally and politically 
excluded (Grane, 2017, p. 64). 

Photo 9. Joel Reyes, artist and coordinator of El Refugio Cultural Festival. Photo by Photocar, 2020 

In the interviews with Joel Reyes, the artist tells us that he was born in the 
neighbourhood and when he started working with graffiti he was not well by his 
neighbours in a positive light, since he did illegal graffiti at an early age. Since 
the beginning of the festival, the residents have started to change their percep-
tion of Joel, recognising him as ³The Artist of the Neighbourhood.´ They know 
that he directs the artists who have changed the appearance of the neighbour-
hood and have not caused problems, so the alliances between the residents and 
the festival keep growing. It is interesting to see that part of the foundation of 
the neighbourhood and the newly created images have developed a special rela-
tionship, reaching from its past to the present, with the mural of the Virgin at its 
roots, although illegal, authentic and primal graffiti also appears. 
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The twentieth century was a lesson that social demonstration is not prohibitive 
where the federation must act but not in a radical way because the history of 68 
VKRXOG�EH� OHDUQW� ³�nd 2FWREHU� LV� QRW� IRUJRWWHQ´ [³Tlatelolco massacre´��around 
10,000 high school and college students protested against the Olympics in Plaza 
de las Tres Culturas and hundreds of people were killed]. Hence the claim of 
public space seen as a stage for social demonstration (Hernández, 2012, p. 14). 

For artists, the festival is a benchmark in the local and national scene in the 
world of graffiti. One of the key points is the recognition of the work, either for 
its illegal nature and its production or for the scope of its crew. Hence, the 
festival has become a platform to ³raise the level´ of graffiti in Puebla, giving 
large-format canvases to artists and groups who see the Refuge as a meeting 
point for artists from the central-southern region of the country, which is also an 
opportunity for those who want to start working with graffiti, since the festival 
tries to give space to all those interested. 

Photo 10. El Refugio Festival Cultural, 2021, Puerto Marques, Acapulco, Mexico. 
Photo by G. Valencia Jiménez. 

El REFUGIO IN PUERTO MARQUÉS ACAPULCO 

El Refugio in Acapulco is another place where the festival takes place. Acapulco 
is one of the most important tourist destinations in Mexico, the El Refugio 
Cultural Festival project has incorporated this new location and managed to 
appropriate the walls of Puerto Marques, a small port adjoining Acapulco. The 
port had its best years in the 1970s, but the murals have given it new life, as they 
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have brought new visitors, such as the artists visiting this location for five con-
tinuous years, and arose the interest of the locals. The residents know the results 
of their artistic activity as the artists stayed in the largest hotel in the port and 
painted a great wall two kilometres long. 

Artists from the city of Puebla, Mexico City CDMX, Guerrero, etc. meet at 
this venue. The concept arose as a result of the invitation of an artist from Puerto 
Marqués who during his participation in the Refugio festival in Puebla suggested 
the idea of taking the festival to Acapulco. Each year since its inception, the 
quality of the works has improved, raising the level of the participants and 
making alliances so that the project develops in an orderly manner, all this 
coordinated by Joel Reyes and his team. 

Photo 11. El Refugio Festival Cultural, 2021, Puerto Marques, Acapulco, Mexico. 
Photo source: El Refugio Festival Cultural. 

PLASMA URBANA 

The study of graffiti in the El Refugio neighbourhood is part of a thesis that is 
being currently written by one of the authors of the article in order to obtain the 
degree of Master in Territorial Planning. As part of academic research and per-
sonal experience concerning some artistic topics, the proposal called ³Plasma Ur-
bana´ arose: https://www.facebook.com/plasma.urbana. The initiative is an agent of 
promotion and artistic education, emphasising urban cultures, urban art and graffiti. 
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For this purpose, we started a series of graffiti workshops aimed at children 
from the city and the neighbourhood, as a pretext to get closer to the inhabitants 
of the area. 

It is not the finished work that provides the urban artist with the enjoyment of art 
and his passion, but the very act of creating it. Street art is essentially an 
ephemeral art form, which means that the work of art itself has a limited life: it 
is not intended to last forever. In fact, the best street art is thought to erode over 
time and eventually disappear (Carlsson, 2010, p. 9). 

It is a consolidated group of BUAP (Benemérita Universidad Autónoma 
de Puebla) that has gained international recognition for its work in different 
areas of urban planning and architecture. They have been involved with the 
inhabitants of the Refuge neighbourhood as well as other neighbourhoods and 
have sought to contribute to the improvement of spaces and the social fabric. 
One of the projects implemented by this organisation in 2013 was called Bolsa 
del Diablo-Bolsa de Color. 

Bolsa de Color arises as a result of the integral project for the Refugio neigh-
bourhood that has been worked on since 2013 in which various actions have 
been implemented ranging from citizen involvement projects, such as participa-
tory design where workshops have been held with the population for urban and 
architectural projects, activities with the population for urban and architectural 
projects, to cultural activities that have fostered other creative proposals within 
the neighbourhood (Hérnandez, 2017, p. 296). 

Plasma Urbana as a new agent becomes a kind of catalyst between the 
El Refugio Cultural Festival and Re Genera¶s intentions to understand graffiti 
activities in the neighbourhood, since both agents have worked in the neigh-
bourhood for more than a decade. To make this alliance more evident, the idea 
arose of creating free workshops for children in the neighbourhood called 
³Graffiti in a minute.´ It was organised for children from ten years old, but 
during the activity children eight years old or less participated, with at least 
twenty children taking part in the first two sessions. Based on this alliance of 
Plasma Urbana, El Refugio and Re Genera Espacio, it has been possible to bring 
the population closer, experiment with education and graffiti aimed at children 
and young people. Above all, however, the intention is to leave something 
significant for the children of the neighbourhood, not just a toy, an object or an 
activity, based on something that they see all the time, something that catches 
their attention but is perhaps not so accessible. Now they can have some public 
space where they can learn and share through experience and identification with 
the graffiti culture. Bazant points out the importance of urban identity, the 
values shared by citizens, as in the case of El Refugio Festival Cultural, graffiti 
has created a community around the graffiti subculture and the neighbourhood. 
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Photo 12. The first session of the ³Graffiti in minute´ workshop with Sufre and WaRior, 
El Refugio Cultural Festival, Re Genera Espacio and Plasma Urbana, in progress, 2021. 

Photo by G. Valencia Jiménez.  

Photo 13. 7KH�VHFRQG�VHVVLRQ�RI�WKH�³*UDIILWL�LQ�D�PLQXWH´�ZRUNVKRS�ZLWK�'D\HWRV�DQG�
WarRior, El Refugio Cultural Festival, Re Genera Espacio and Plasma Urbana, in progress, 

2021. Photo by G. Valencia Jiménez. 
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If historic centres are deteriorated, it is because they no longer have social 
concurrence or economic attractiveness. They are difficult to revitalise in the 
short term because of the high investment required to remodel streets, squares, 
monuments and heritage buildings, although it is feasible to carry out this task 
little by little and in the long term. The historic buildings are catalogued by 
INAH and are untouchable. The question is: who remodels them and for what 
purpose (Bazant, 2014, p. 24)? 

However, nothing more can be said at this time, as the project is just 
beginning since the last workshops began in May 2021 when this article was 
written. Therefore, the conclusions concerning the project could not yet be 
reached, but a large number of children from the neighbourhood and other parts 
of the city already participated in this last activity organised on 9th May 2021. 
Arrangements were made with the young people from the neighbourhood to 
work in the artistic instruction on topics of their interests. 

Photo 14. The first course workshop of ³Graffiti in a minute´ with WaRior, Sufre, Dayetos and 
UrZe, Festival Cultural el Refugio, Re Genera Espacio and Plasma Urbana, in progress, 2021. 

Photo by G. Valencia Jiménez. 
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CONCLUSIONS 

Urban art and graffiti are present in the city of Puebla, manifested in great 
artistic activity but it is concentrated above all in the Historic Centre, where 
private groups and the government have seen opportunities and created alliances 
under the slogan of improving the space through urban art and community 
participation, among other types of support. Some civil associations and other 
groups have benefited from these programmes and sponsorships, but there are 
sometimes complaints from the artists, and the population¶s ignorance of the 
activities and their long-term results can also be seen. 

The El Refugio Cultural Festival is a graffiti festival that has been gaining 
presence due to the quality of the artists who have participated in it. It is 
considered an important event for graffiti experts, although it is an event born 
out of private initiative. Being managed by the artists themselves to show what 
is new in their work. A community has been created that shares the taste for 
graffiti and sees in this project possibilities to create, learn and be a platform 
for new graffiti artists. In addition, other activities have been carried out such as 
exchanges of stickers and concerts of various alternative music genres, e.g.: ska, 
punk, metal, rock, hip hop. 

On the other hand, the festival has also been gaining popularity among the 
residents who see painting the walls as a positive activity, giving a different 
image to the neighbourhood that in general is considered quiet. Today, more 
than ever, it is a huge gallery of urban art and graffiti, accessible to the entire 
population, with pieces by the best exponents of this art locally and nationally. 

In conclusion, the El Refugio Cultural Festival has won the neighbourhood, 
the artists who have participated and visited the neighbourhood because of 
graffiti have found a point of reference for their art, and the residents have 
gradually changed their perception, even the pastors of the Christian temple 
have shown solidarity with the activities that promote artistic education. 

The identity of the festival is already consolidated, as it has formed alliances 
with other national and international festivals, provides an opportunity to new 
artists, gets involved in the life of the neighbourhood, and has attracted the best 
national exponents of graffiti. However, since there is no more information in 
any medium on the festival, in-depth research on this phenomenon is just in its 
infancy and only continuing work in the neighbourhood with the artists and the 
population will broaden the understanding of these peculiar artistic works that 
have been created at the El Refugio Cultural Festival and are also present in 
other corners of the city. 
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