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INTRODUCTORY REMARKS
In 1857, Julian Klaczko1 voiced the thesis that the fine arts 

would never be able to develop in Poland. "Northern peoples" 
- he stated - "were masters in the field of "thought and spirit" 
and not of "form and nature", hence their destiny was literature". 
"Slavs! " he called, "we are and can only be masters of the Word! "2. 

Klaczko's view was based on his observation of Polish 
Romanticism. At that time, while poetry was developing 
splendidly, painting, sculpture and architecture could not 
boast of comparable achievements. The situation began to 
change in the second half of the nineteenth century when, 
on the one hand, the role of the national bards was taken 
over in Kraków by the painter Jan Matejko, who, in 1878, 
was given the symbolic sceptre of the interrex as a sign of his 
sovereignty in Polish art, a sovereignty inherited from the 
great Romantic poets, and, on the other hand, the great 
realist-painters came to prominence in Warsaw. 

In Skarga's Sermon [Kazanie Skargi], painted by Matejko 
in 1864, we see the king, senators and other dignitaries sitting 
or standing in the chancel of the Cathedral in Kraków. 
Father Piotr Skarga, a Jesuit, has his hands raised in the air 
and is situated in the right-hand half of the canvas. His 
words are being listened to by King Sigismund III Vasa, the 
Chancellor of the Kingdom, Jan Zamoyski, the old queen 
and the king's aunt, Anna Jagiellonka, and the leaders of the 
rebellion known as Zebrzydowski's sedition, which was to 
break out over a dozen years later than the event shown on 
the canvas: Janusz Radziwiłł, Stanisław Stadnicki and Mikołaj 
Zebrzydowski. The figure of Anna Jagiellonka suggests the 
way in which the weak Sigismund III had gained the throne, 
namely through his Jagiellonian connections (he was the son 
of the sister of the Swedish queen). Jan Zamoyski personifies 
the political virtues which are disappearing into the background. 
Standing next to each other, the arrogant leaders of the 
rebellion indicate the direction in which Polish history was 
systematically heading: towards anarchy and ultimate 
defeat, namely the fall of the independent kingdom in the 
eighteenth century. The painting, having as its theme Piotr 
Skarga's parliamentary sermon reviling the "lack of punishment 
for open sins", in reality tells us about the fate of the country, 
about the squandering of ancient values, the fall of royal 
authority and the revolts of the aristocracy, which led in the 
end to the partitions of Poland. 

Although the perspective of the loss of independence is 
still distant, its connection with the person of Father Skarga 
was obvious for people in the nineteenth century. At that 
time, frequent reference was made to a fragment of the 3rd

GLEZNIECIBA UN TELNIECIBA 
POLIJÄ 19. UN 20. GADSIMTU 
MIJÄ

IEVADS
Literatüras kritikis un mäkslas vesturnieks Julians Klaćko1 

1857. gadä izteica pienemumu, ka telotäja mäksla Polijä 
nekad nespes attTstities. "Ziemelu tautas, " - vins apgalvoja, 
"ir meistari tädäs nozares kä "doma un gars", bet "forma un 
daba" nav So tautu stiprä puse, tadel vinu sCitTba ir 
literatüra. " "Esam slävi, " - vins sludinäja, "un varam büt tikai 
värda meistari! "2

Juliana Klaćko pärlieciba saknojäs polu romantismä. Sajä 
laikä lieliski attTstTjäs dzeja, bet glezniecTba, telnieclba un 
arhitektüra nevareja lepoties ar lTdzTga iTmena sasniegumiem. 
Izmainas säkäs 19. gadsimta otrajä puse, kad Krakovä polu 
tautas praviesa lomä iejutäs gleznotäjs Jans Matejko, kuram 
1878. gadä tika simboliski däväts interrexa scepteris par 
apliecinäjumu vina vadosajai lomai Polijas mäkslä, ko vins ir 
mantojis no izcilajiem romantisma dzejniekiem. TurpretT 
VarSavä uzmanTbu piesaistlja izcili gleznotäji-reälisti. 

"Skargas spredikis" - gleznä, kuru Jans Matejko uzgleznoja 
1864. gadä, attelota Krakovas katedräle, kuras prezbiterijä seź 
karalis, senatori un citi valstsvlri. Izcilais spredikotäjs - jezuTtu 
priesteris Pjotrs Skarga ir redzams ar augśup paceltäm rokäm 
audekla labajä malä. Vina värdos ieklausäs gan monarhs 
Zigmunts III Vaza, gan karalistes kanclers Jans Zamojskis, gan 
vecä karaliene Anna Jagelonka - Zigmunta tante. ArT näkamie 
tautas nemieru vadoni - Januss Radzivils, Stanislavs Stadnickis 
un Mikolajs Zebzidovskis - tä saucamais Zebzidovska dumpis, 
kurs notiks tikai vairäkus gadus veläk pec gleznä attelota notikuma, 
ir Seit. Annas Jagelonkas tels netieSi noräda uz to, kädä veidä 
nevarlgais Zigmunts III ieguvis troni - proti, esot rados ar 
Jageloniem (vinS bija vecäs karalienes mäsas - Zviedrijas vald- 
nieces, dels). Jans Zamojskis personifice politiskos tikumus, kuri 
paliek enä. Blakus stävoSie, augstprätlgie dumpja vadonu teli 
atkläj polu vestures virzTbu näkotne - kad notiks seno vertibu 
nlcinäSana, karała varas kriśana un magnätu dumpji; kad 
pakäpeniski valsts tiks novesta pie anarhijas un galTgas sakäves 
- täs sabrukuma 18. gadsimta. Tätad, gleznä, kura vesta par 
Pjotra Skargas sprediki Sejmä vinam verSoties pret "skaidri redzamo 
greku nesodämlbu, " atgädina par dzimtäs zemes likteniem. 

Lai an gleznä attelotie notikumi un neatkahbas zaudesana 
pagaidäm ir tälä näkotne, 19. gadsimta cilvekiem to saistTba ar 
priestera Skargas personTbu bija saprotama bez Tpasiem 
komentäriem. Tolaik bieźi tika citets spredika III fragments, 
kurä teikts: "Zemes un lieläs hercogistes, kas apvienojusäs ar 
Polijas karalisti un saauguSas ar to kä vienots veselums, 
atdalTsies - saites pärtrüks jüsu nesaskanu del. Nevaresiet ne 
vien ievelet sev karali, kurä rites jüsu asinis, bet zaudesiet an 
savu dzimteni un karalisti. "3
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Jan Matejko, Father Skarga's Sermon {Kazanie Skargi], 1864, Royal Castle in Warsaw
Jans Matejko. Skargas Spredikis. 1864. Varsavas Karaliska pils

Sermon: "The lands and great principalities that made union 
with the Crown and grew into one body will fall off and must 
be torn apart for your discord... Not only will you be without 
a Lord of your own blood and of your own election, but also 
without a fatherland and your own kingdom"3. 

Skarga's Sermon shows us that Matejko painted historiosophic 
paintings, i. e. those which presented a viewpoint on the 
essence of the history of Poland and the course of the historical 
process and not just facts in isolation. He based his convictions 
on the vision of history espoused by the so-called Kraków 
historical school and, above all, by Józef Szujski, a friend 
from his childhood days. The Kraków historians saw the reasons 
for Poland's fall not in the tangle of external situations but in the 
internal disintegration, the anarchy and the self-interest that 
dominated political life in the seventeenth and eighteenth 
centuries. 

Matejko, through the strength of his personality, dominated 
the Kraków milieu of painters, as well as the School for Fine 
Arts, which he headed from 1873 until his death in 1893. In 
Warsaw, meanwhile, an increasingly strong position was 
starting to be held by the realist trend, concentrated around 
the "Wanderer" ["Wędrowiec"] periodical and created by 
artists educated mostly in Munich. The most important figure 
in the group of realists was the painter Stanisław Witkiewicz. 
He became famous, however, not so much because of his 
paintings but on account of his critical writing, published in 
the years 1884-1890 and then collected in 1891 in the 
book Art and Criticism Among Us [Sztuka i krytyka u nasj. In 
this publication, he opposed painting in the style of Matejko, 
considering that it was not the subject matter and the elevated 
content that decided about the quality of art but the method

Jana Matejko glezna "Skargas spredikis" apliecina, ka 
mäkslinieks savu sütTbu saskatfja vesturiski filozofisku gleznu 
radTsanä - proti, tädu, kuras pauz viedokli par Polijas 
vestures bütfbu un vesturiskä procesa norisi. Gleznotäja 
pärliecTba saknojäs tä saucamäs Krakovas vestures skolas 
mäcTbä, kuras piekritejs bija gleznotäja jaunlbas dienu 
draugs Juzefs Suiskis. Krakovas vesturnieki Polijas 
sabrukśanas iemeslus saskatija nevis ärejo situäciju samez- 
glojumä, bet gan ieksejä sabrukumä, anarhijä, savtfgajäs 
interests, kas bija pärnemusas politiku prätus 17. un 18. 
gadsimtä. 

Jana Matejko specfgä personiba domineja Krakovas 
gleznotäju vide, kä an, nenoliedzami, atstäja iespaidu uz 
vina audzekniem Mäkslas skolä, kuru gleznotäjs vadTja no 
1873. gada lTdz pat savai nävei 1893. gadä. Savukärt, 
Varsavä aizvien vairäk nostiprinäjäs reälisma virziens säkot ar 
19. gs. 70. gadiem. Tie bija mäkslinieki, kuri pärsvarä bija 
ieguvusi izglTtTbu Minhene - vini pulcejäs laikraksta 
"Celinieks" ("Wędrowiec") paspärne. Reälistu grupä 
Stanislavs Vitkevics bija visietekmfgäkais mäkslinieks. Tomer 
vispirms vins iemantoja slavu nevis ar saväm gleznäm, bet 
gan ar kritiskiem rakstiem, kuri tika publiceti laikä no 1884. 
lTdz 1890. gadam. Tie veläk tika apkopoti 1891. gadä 
izdotajä grämatä "Müsu mäksla un kritika. " Savos rakstos 
Stanislavs Vitkevics oponeja Jana Matejko viedoklim par 
glezniecTbu, uzskatot, ka par mäkslas darba kvalitäti liecina 
nevis tema un tä celais saturs, bet gan Tstenośanas veids. 
"Matejko, "-vins rakstlja, "ir pilnTbä atbrivojies no perspektlvas, 
no kräsu harmonijas, no gaismenu logikas un pieversies 
gandriz tikai teliem <... > katra colla vina gleznäs ir 
piesätinäta ar ideju. "4 Kluva populärs vina teiciens: "Vai tas

14



Maksymilian Gierymski, The Insurgents Picket [Pikieta powstańcza], ca. 1871, National Museum in Warsaw
Maksimilians Gerimskis. Sacelśanas dalibnieku sardze. Ap 1871. Varsavas Nacionalais muzejs

of its execution. "Matejko, " he wrote, "disposed entirely of 
perspective and the harmony of colours and the logic of 
chiaroscuro and became affected almost entirely by shapes; 
(... ) every inch of his (... ) image is saturated with idea"4. He 
also became famous for his remark: "Whether it is Zamoyski 
at Byczyna, or Kaśka gathering turnips, neither in the former 
nor in the latter case will there be a single glint or a single 
shadow or reflection"5. 

Thus the value of a work of art ought to be decided by 
purely painterly qualities. Witkiewicz defined these as the 
logic of chiaroscuro, the harmony of colours and the accuracy 
of shape. The critic was not, however, a propagator of "pure 
form". He wrote that artistic truth was decided by "retaining 
the logic of chiaroscuro, the harmony of colours and the 
accuracy of shape, but not only shape in the meaning of a 
repetition of the forms of things already known, but also in 
maintaining the truth of the relation between any given mass 
and the light illuminating it"6. In his view, a work of art was 
realistic when the subject or motif, drawn from the reality 
surrounding it, was executed on the canvas in accordance 
with artistic principles. Realism, therefore, was not to be a 
simple reflection of reality but a portrayal of it in the way in 
which it appeared to the painter. And since a painter in the 
first place sees compositional masses connected with each 
other, their colours and illuminations, it is these qualities that 
must decide about the artistic truth of the painting. 

Polish realists, however, did not ignore patriotic motifs 
and subjects in their painting. The Insurgents Picket [Pikieta 
powstańcza] (about 1871) by Maksymilian Gierymski shows 
a scene from the uprising against Russia which began at the 
beginning of 1863 despite insufficient military preparation.  

bütu Zamojskis pie Bićinas vai arî vienkârsu lauźu Kate 
râcenu laukâ - ne vienâ, ne arï otrâ gadîjumâ tas neietekmês 
ne saules spozumu, ne ênas, ne gaismas atspTdumus. "5

Pëc vina domâm, mâkslas darba vêrtïbu nosaka vienîgi 
darba gleznieciskâs îpasïbas. Tomêr kritikis nepiederëja pie 
"tiras formas" propagandëtâjiem. Vins rakstïja, ka mâksliniecisko 
patiesïbu apliecina "gaismënu logikas ievërosana, krâsu 
harmonija un formas precizitâte. Formas precizitâte nozTmê 
ne vien zinâmo prieksmetu formu atkârtosanu, bet arï 
patiesu attiecïbu saglabâsanu starp kâdu reâlu prieksmetu un 
uz to krîtoso gaismu. "6 Vina izpratnë mâkslas darbs bija 
reâlistisks tad, ja dzïves Tstenïbâ smeltais temats vai motïvs 
tika atveidots uz audekla saskanâ ar mâkslinieciskajiem 
principiem. Realisms nedrîkstêja nozïmët vienîgi tieśu, 
burtisku realitâtes atspogulojumu - uz audekla bija jâattëlo 
tâda realitâte, kâda tâ atklâjâs mâksliniekam. Stanislavs 
Vitkevics uzskatïja, ka gleznotâjs vispirms redz savstarpëji 
saistîtâs kompozïcijas dalas, tajâs ieklauto lietu un paràdïbu 
krâsas, apgaismojumu - tiesi sïs kvalitâtes veido spriedumu 
par gleznas mâksliniecisko patiesïbu. 

Polu reâlisti savâ glezniecïbâ tomêr neatteicâs no patriotiskiem 
tematiem un motïviem. Maksimiliâna Gerimska gleznâ 
"Sacelsanâs dalïbnieku sardze" (1871) attëlota aina no 1863. 
gada tautas sacelsanâs prêt Krieviju, kura tika organizëta, 
neraugoties uz polu armijas vâjumu. Nevarêdami uzveikt 
Krievijas armiju klajà laukâ, polu karavïri veidoja partizânu 
cïnas grupas, pielietoja negaidïtu uzbrukumu taktiku un no 
ienaidnieka slëpâs meźos. 

Darba "Sacelsanâs dalïbnieku sardze" attëlota lïdzena 
Mazovijas ainava. Uz tâlumâ ejośa smilsaina cela stâv vairâki 
jâtnieki - sacelsanâs dalïbnieki, kuri sarunâjas ar klaidoni.  
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Not being able to defeat the Russian army in open battle, 
Polish soldiers conducted partisan activity and forays against 
the enemy, often hiding before it in forests. The Insurgents 
Picquet shows the distant, flat landscape of the Mazovia 
region. On a sandy road which stretches into the distance, 
there stand a few mounted insurgents talking with a vagrant. 
The limitless landscape, which for Romantics was the synonym 
for liberty and the Absolute, is changed into a space of 
uncertainty. The insurgents feel threatened. The numerous 
traces on the road testify to the passage of enemy forces. 
Glances into the distance are an attempt to identify the 
direction from which the enemy might approach. Deprived 
of a natural closure, the landscape suggests that the attack 
might come from every side. Gierymski does not present the 
battle. The realism of the scene is in the renunciation of 
temptations to create myths, an apology for heroism or 
national martyrisation and in replacing them by a matter-of-fact 
relation of the dominant feeling of constant uncertainty. 

However, the real "happy hour" (to use Maria 
Poprzęcka's phrase) was still to be enjoyed by Polish art at 
the turn of the nineteenth and twentieth centuries7. 

A LESSON IN IMPRESSIONISM
The beginnings of changes in art at the end of the nineteenth 

century were connected in Poland - just as in the whole of 
Europe - with a lesson in Impressionism. In 1889, two contem­
poraries and friends, Józef Pankiewicz and Władysław 
Podkowiński, went to Paris, where they saw a Claude Monet 
retrospective and encountered the works of other 
Impressionists. In the following year, both artists returned to 
Warsaw. Once back in the country, Pankiewicz painted a 
series of landscapes around Kazimierz on the River Vistula, 
including, for example, A Cart with Hay [Wóz z sianem] 
(1890). Their essence consists in bringing the colouristic 
view of the world down to abstraction. The earth, trees, 
meadow plants, a cart loaded with hay and the people 
bustling around them are turned into colourful commas, 
uniformly covering the surface of the canvas. The objective 
layer of the work does not play any part here. What counts 
exclusively is the play of colours extracted by light on the 
level of the image. 

Podkowiński, on the other hand, remained much more 
faithful to the realistic vision. In his works, a fragment of the 
landscape always remains legible, irrespective of whether it 
is a view of a pond with a village in the background or a frag­
ment of a country garden or a decorative garden or even an 
urban landscape. In A Stream among Trees [Strumień między 
drzewami] (1893), the eponymous stream flows into a space 
partially enclosed by trees and partially fenced off by a fence 
running across the water. He creates in this way an interior 
which seems to be safe and familiar. The Impressionist 
technique extracts from the depicted nature some kind of 
softness and smoothness, emphasising in this way its accessibility 
and friendly character. Podkowiński creates variations on 
the old idyllic theme, known since ancient times, of a 
"pleasant place". It could be said that the artist harnessed his 
French acquisitions to the fulfilment of a new role, to the 

BezgalTgi plaśa ainava, kura romantikiem nozTmeja brTvTbas 
un Absoluta simbolu, śaja glezna ir partapusi par nedrosibas 
pilnu telpu - taja nemiernieki jutas apdraudeti. Daudzas 
pedas uz cela liecina par ienaidnieka karaspeka neseno 
parvietosanos. Sacelśanas dalTbnieku skatieni ir versti taluma - 
meginot saskatlt, no kuras puses uzbruks ienaidnieks. 
Ainavas kompozicionalais risinajums vedina domat, ka 
uzbrukums var sakties no jebkuras debess puses. Makslinieks 
nav attelojis kauju. Gleznotas ainas patieslgums izpauźas 
tadejadi, ka makslinieks ir attiecies no kardinajuma radTt 
mitu, tautas cieśanu un varonlbas slavinajuma - tas viss ir 
aizstats ar lietiśku stastljumu par bailu un ilgstośas 
nedrosibas sajutu. 

Tomer - ja lietojam polu makslas zinatnieces Marijas 
Popśenckas apzlmejumu - savu Tsto "laimes stundu" Polijas 
makslas piedzlvoja 19. un 20. gadsimtu mija. 7

IMPRESIONISMA LEKCIJA
19. gadsimta beigas Polija tapat, ka visa Eiropa, izmainas 

maksla vispirms saistljas ar impresionisma maclbu apguvi. 
1889. gada divi vienaudzi un draugi Juzefs Pankevics un 
Vladislavs Podkovinskis devas uz ParTzi. Te vini apmekleja 
Kloda Mone retrospekciju, iepazinas arl ar citu impresionistu 
darbiem. Pec gada abi makslinieki atgriezas Varsava. 
leradies dzimtene Juzefs Pankevics uzgleznoja daudzas 
ainavas, kuras bija redzama Kazimieźas apkartne pie Vislas, 
piemeram, glezna "Siena vezums" (1890). Śajas ainavas 
makslinieks ir radljis gandrlz abstrakcijai lidzigu koloristisku 
pasaules redzejumu. Zeme, koki, plavu augi, ar sienu 
piekrautie rati un cilveki, kuri rosas tiem blakus - viss klust 
par krasainam svltrinam, saplustot un viendablgi nosedzot 
audekla virsmu. Prieksmetiskajam łimenim śaja glezna nav 
nekadas nozimes - pats svarlgakais ir gaismas radlta krasu 
spele uz audekla. 

Turpreti Vladislavs Podkovinskis ir palicis daudz uzticlgaks 
realistiskam redzejumam. Vina darbos ainava paliek nolasama - 
neatkarrgi no ta, vai attelots dlka skats ar lauku ciemu fona, 
kosumdarza sturltis, vai arl pilsetas ainava. Glezna "Strauts 
starp kokiem" (1893) attelots strauts, kas ieplust daleji 
ierobeźota vide ar kokiem un źogu udeni. Ta tiek radlta 
telpa, kas skiet drośa un apdzlvota. Impresionisma tehnikas 
pielietojums izcel si dabas sturlsa maigumu un samtainumu, 
tadejadi uzsverot sis vietas atvertlbu un draudzlgo 
noskanojumu. Vladislavs Podkovinskis rada variacijas par 
veco, kops antlkajiem laikiem zinamo idilliskas vietas temu. 
Varetu teikt, ka makslinieks ir izmantojis franću makslinieku 
sasniegumus, lai atsvaidzinatu realismu un izveletajiem 
idilliskas ainavas fragmantiem pieskirtu majlgu noskanu vai 
arl, lai vienkarsi paverotu, ka krasu saspele atrodama ne tikai 
acumirkla saules gaismas nirba, bet art zinama materialitate. 

Kaut ari apzinati parspllejot, makslas zinatnieks Vieslavs 
Juśćaks traplgi ir sacljis par impresionistiem raksturlgo 
uzticeśanos acij un ta sekam: "Un tad, kad maksla <... > 
pieversas optiskas nepastavlbas noslepumam, <... > notika 
katastrofa. Jo <... > gleznas, kuras balstas vienlgi uz redzes 
iespaidiem, parada deformetu realitati, kas principiali svesa 
naturalisma pamatpienemumiem. <... > Solis, kuram butu
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refreshing of realism and idyll, to giving selected fragments 
of the landscape a cosy character and finally to the observation 
which, in the colouristic game, finds not only the volatile 
effect of sunlight but also some substantiality. 

Wiesław Juszczak accurately, albeit with conscious exag­
geration, described the effects of the Impressionist entrustment 
to the eye: "And then, when art (... ) reached for the secret 
(... ) of optical changeability, there took place a catastrophe. 
Because (... ) images constructed from purely visual impressions 
showed reality in a deformation that was not felt and that 
was foreign in principle to the premises of naturalism (... ) 
The step intended to bring the painter much closer to nature, 
a step taken with the intention of becoming submissive and 
faithful, brought realisation about the existence of a new 
road, one on which art was moving away from the world of 
real concrete things''8. Pankiewicz's paintings from 
Kazimierz Dolny show the rightness of this diagnosis. 

On the other hand, in Podkowinski's works there takes 
place a return to objectivity. The Impressionist sensualism 
becomes not the end but only a means. The lightened 
palette of colours and the divisionism serve to reveal the 
secrets of nature: reflection on a single plant or the desire to 
find happiness in the quiet of a garden. External reality ceases 
to be exclusively the supplier of visual stimuli. It has its own 
essence. This is the first step towards thinking in symbolist 
categories. 

The Impressionist period in the case of Podkowiński and 
Pankiewicz finished quickly, since it was already over by the 
mid-1890s. Just as with many other Polish painters, it was a 
short episode or merely the inspiration for becoming liberated 
from academic rules. It then became widespread to lighten 
the palette and to draw the brush freely across the canvas. 

JACEK MALCZEWSKI AND "OPEN SYMBOLISM"
The premise of realism was adhering to facts and limiting 

painterly visions only to that which was "tangible". Its 
followers turned, therefore, to such subjects as rural themes, 
showing the poverty of the Polish people and the lamentable 
conditions of life in the countryside. However, the Romantic 
note was never fully extinguished in Polish culture. It was 
revived by Witold Pruszkowski, who emerged from the realist 
premises. In Water Nymphs [Rusałki] (1877) we see canes 
along a shore weakly lit by the narrow crescent moon. 
Among the thick reeds we can see three emerging figures of 
girls, two in rustic costumes and one naked. Among them 
can be seen a mysterious light, whose origin is unknown. 
The scene is observed by a boy wearing a hat and hiding in 
the shadows. Seemingly, Pruszkowski's painting is a realistic 
scene of country girls bathing while being observed by a 
youngster. This is suggested by the realism of the costumes 
and the tangible materiality of the canes. But the moonlit 
night introduces a mood of mystery and danger, while the 
non-material light shining from the girls forces us to see in 
their figures supernatural creatures. In this way the realistic 
means of expression have been harnessed to perform another 
task: the painter is no longer ridiculing folk superstitions - 
after the fashion of the positivists - but is giving them a realistic 

bijis pilnTbä jäsatuvina gleznotäjs ar dabu; solis, kurs tika 
sperts ar nodomu paklauties dabai un palikt tai uzticlgam, 
läva atskärst, ka eksiste jauns cels - tads, pa kuru ejot, mäksla 
attälinäs no konkretu priekśmetu pasaules. "8

Juzefa Pankevica gleznas ar Lejas Kazimezas skatiem 
apliecina sTs tezes pareizTbu. 

TurpretT Vladislava Podkovinska darbos notiek atgriesanäs 
pie prieksmetiskäs glezniecTbas. Mirkla iespaids, kas ir 
impresionisma glezniecTbas pamatä, klüst nevis par merki, 
betgan tikai par lTdzekli. Gaisä kräsu palete un divizionisma 
tehnika kalpo dabas noslepumu atkläsanai - pärdomäm par 
kädu atsevisku augu vai velmei atrast laimi därza klusumä. 
Ärejä realitäte pärstäj büt vienTgä redzes rosinätäja - realitätei 
piemTt paśai sava bütTba. Tas ir pirmais solis pretT domäsanai 
simbolistiskäs kategorijäs. 

Vladislava Podkovinska un Juzefa Pankevica impresionistiskais 
periods beidzas ätri - jau 19. gs. 90. gadu pirmajä puse. An 
citiem polu mäksliniekiem tä bija vai nu Tsa epizode vinu 
radosajä dzTve vai an vienTgi iedvesma, lai atbrTvotos no 
akademiskäs mäkslas likumiem - gaiśa palete un brivi otas 
triepieni klüst par vispäreju parädibu. 

JACEKS MALCEVSKIS UN "NESLEPTAIS 
SIMBOLISMS"

Reälisma pamatprincips bija precTza faktu ieverosana un 
glezniecisko izteiksmes lTdzeklu ierobeźośana lTdz "taustämam" 
iTmenim. Mäkslinieki-reälisti pieversäs arT lauku dzTves 
tematikai, parädot polu tautas nabadzTbu un noźelojamos 
dzTves apstäklus. Tomer romantisma dzirksts polu kultürä 
nekad pilnTbä neapdzisa - tos atjaunoja Vitolds Pruskovskis. 
Balstoties uz reälisma principiem, vina gleznä "Näras" 
(1877) redzam menesnTcas apspTdetas piekrastes niedres. 
No briksnäja iznirst trTs meitenu teli - divas ir terpusäs 
laucinieću apgerbos, bet viena ir kaila. Meitenu vidü attelots 
noslepumainas gaismas zibsnis. Pirmajä brTdT liekas, ka 
Vitolda Pruskovska glezna ir reälistiska, jo tajä parädTta meit­
enu peldes aina, ko slepeni noskatäs käds pusaudzis platmale. 
Tacu menesnTca naktT uzbur noslepumainTbas un draudosu 
briesmu noskanojumu, bet nemateriälä gaisma, ko izstaro 
meitenes, liek uztvert vinas kä bütnes no citas pasaules. 
Reälistiskie izteiksmes lTdzekli te tiek lietoti ar jaunu uzdevumu - 
gleznotäjs vairs neizsmej tautas mänticTbu, kä to darTja 
pozitTvisti, bet pieśkir tai TstenTbas statusu, liekot saprast, ka 
pasauli nebeidzas vienTgi ar lietäm, kuras var pärbaudTt ar aci 
un prätu. 

Vitolds Pruskovskis savu darbu bija radTjis, ietekmejoties 
no Arnolda BeklTna gleznas "Päns niedres" (ir zinämas 
1856-1857 un 1859 versijas), kurä naturälistiski attelota 
grieku dievTba ar äza käjäm püsam stabuli krümäju vidü. 
Arnolds BeklTns savä mäkslä 19. gadsimta oträ puse 
iedzTvinäja romantisma ideälus - pirmäm kärtäm, emo- 
cionalitätes kategoriju, papildinot to ar reälisma 
panemieniem glezniecTbä. Tädejädi tika likti pamati 
simbolismam glezniecTbä - tädam simbolismam, kurs savu 
izpausmi atrada dTvainäs un neparastäs ainaväs ar tajäs 
naturälistiski iegleznotiem simboliskiem teliem un 
mitologiskäm bütnem. 
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Witold Pruszkowski, Water Nymphs [Rusałki], 1877, National Museum in Kraków
Vitolds Pruskovskis. Naras. 1877. Krakovas Nacionalais muzejs
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dimension and is suggesting that the world is not confined to 
that which can be examined by "eye and lens". 

Among the sources for Pruszkowski's work was Arnold 
Bocklin's painting, Pan among Canes (Pan im Schilf] (two 
versions: from 1856-1857 and from 1859), presenting the 
naturalistically painted Greek god with his goat's hooves, 
playing his pan pipes among the vegetation. Bócklin transported 
Romantic ideals into the second half of the nineteenth century, 
above all the category of the romantic aura, but he enriched 
it with a very realistic painterly technique and in so doing 
laid the foundations for painterly symbolism, both that which 
would express itself in the strangeness and uncommonness 
of landscapes and that which introduced naturalistically 
portrayed symbolic figures and mythological creatures. 

In Polish painting, symbolism with symbolic figures is 
automatically associated with the name of Jacek Malczewski. 
The first stage of the artist's creative work, however, was 
connected with an individual form of naturalism. Although 
the artist was already dealing with Polish national and 
martyrological themes, he did so in order to show the peculiarly 
"mundane" and blunt context of the sufferings and misfortunes. 
Thus, in Death during a Siberian Rest [Śmierć na etapie] 
(1891), the figure of the dying boy has been partially 
obscured by the figure of a man "doggedly scratching his 
louse-infested body"9. In this way, death has been stripped 
of its pathos. It is exclusively the result of the inhuman conditions 
in which the deportees were led to Siberia: dirt, disease and 
exhaustion. 

In 1894 Malczewski painted Melancholy [Melancholia], 
In this painting we can see the interior of a studio. In the 
foreground, in the bottom right-hand corner, there is a table 
with a painter's equipment, and along the diagonal in the 
background there stands a figure near some easels, facing 
away from us. The painter is not painting, but from the canvas, 
stretched on its frame, there flies out a procession of figures 
who are making for the window. They cannot, however, 
leave the room because they are "frightened" by a woman 
in black, standing outside and holding the window-frame. 
Among the figures lying down we recognise peasant soldiers 
armed with scythes with their blades upright, insurgents and 
Siberian deportees with manacles on their wrists. The 
painter's inscription, written on the reverse side, proclaims 
that the work presents Prologue / (Vision') (The Last Century in 
Poland) (Tout un siecle)". Malczewski has not created a naturalist 
image. He has painted a "vision". This is the vision of a Polish 
painter who, when sitting down to work, finds within his 
interior exclusively patriotic and martyrological subjects. The 
space of the studio is, therefore, the metaphorically depicted 
"content" of his soul. The artist cannot free himself from his 
obsession with serving the nation and "Polish melancholy" 
stands on guard (personified by the woman in black). The 
critic Stanisław Szreniawa-Rzecki wrote about this in the 
following way: "Bearing in mind perhaps the world's only 
illness caused by special historical conditions, the characteristic 
illness known as »Polish melancholy or rather Polish 
Weltschmerz«, we can obtain an excellent picture of the soul 
of the artist at that time"10. 

Tomer polu glezniecTbä simbolisms un simboliskie teli 
visvairäk asociejas ar Jaceka Malcevska värdu, lai gan bütu 
jäpiebilst, ka mäkslinieka radosäs darblbas pirmajam posmam 
bija rakstungs savdabigs naturalisms. Mäkslinieks jau tolaik 
bija pieversies polu tautas cieśanu temai - vips to darTja 
tälab, lai savdablgi un reize pärliecinosi parädltu cieśanu un 
nelaimju "ikdieniśko" kontekstu. Gleznä "Etapä" (1891) 
mirstosä jaunekla figüru daleji aizsedz vTriesa stävs, kurs 
parädTts "nikni kasäm savu utaino kermeni"9 - nävei tädä 
veidä tika atnemts patoss, jo to bija izraisTjuśi vienTgi 
necilvecTgie apstäkli, kuros celä uz SibTriju atradäs netTri, 
slimi un pärmocTtie izsütTtie. 

1894. gadä Jaceks Malcevskis uzgleznoja kompozlciju 
"Melanholija", kurä parädTts mäkslinieka darbnTcas interjers. 
Prieksplänä - gleznas labajä apaksejä stürT attelots galdinś ar 
gleznośanas piederumiem, bet telpas dzilumä pa diagonäli 
parädTta vTriesa figüra pie molberta, pagriezusies ar muguru 
pret skatTtäju. Tas ir mäkslinieks, kas uz bridi aträvies no 
darba, taću no audekla, kurs uzvilkts uz gleznas apaksrämja, 
"izlido" virkne telu un traucas uz loga pusi. Tomer teli nespej 
tikt ärä no telpas, jo vinus "atbaida" sieviete melnä terpä, 
kura stäv ärpuse un pietur loga rämi. Lidojośo telu vidü 
atpazTstam gan zemniekus - karavTrus, kas brunojuśies ar 
izkaptTm uz gariem kätiem, gan uz SibTriju izsütTtos ar vazäs 
iekaltäm rokäm. Uzraksts mäkslas darba aizmugure vesta, ka 
Sajä darbä attelots "Prologs. VTzija. Pedejie laiki Polijä". 
Jaceks Malcevskis nebija radTjis naturälistisku gleznu. Tä ir 
"vTzija"- redzejums, ko radTjis polu gleznotäjs, kas, keroties 
pie ŚT darba, savas sirds däsnumu spej radTt darbus vienTgi 
par patriotiskäm un tautas cieśanu temäm. DarbnTcas telpa 
ir metaforiski atkläts vina dveseles "saturs". Mäkslinieks 
nespej atbnvoties no uzmäcTgas idejas par kalpośanu savai 
tautai, taću to darTt liedz "polu melanholija" - to personifice 
sieviete melnajä terpä. Kritikis Stanislavs Śrenava-Źeckis par 
to rakstTja: "Ja büsim nemuśi verä, iespejams, vienTgo - Tpaśu 
vesturisko apstäklu izraisTto täda veida slimTbu pasaule kä 
"polu melanholiju", jeb polu Weltschmerz, tad varesim iegüt 
lielisku priekśstatu par mäkslinieka dveseles stävokli. "10

Jaceka Malcevska "Melanholiju" var uzskatTt par 
programmatisku darbu, kas iezTme lüzuma momentu vina 
dailrade. No vienas puses, mäkslinieks gleznä skaidri noräda 
uz temu loku, kurś nodarbina polu mäkslinieku, kas vinu 
nomäc un no kä vinś gribetu atbnvoties. No otras puses, vinś 
demonstratTvi lauź savu iepriekśejo darbu naturälismu, jo 
telu virknei, kas piepilda audeklu, nav reäla rakstura - tie, lai 
an gleznoti loti reälistiski, ir izteles radTti. 

Näkamajos gados mäkslinieks radTs gleznas, kuräs reälais 
savijas ar mitologiski pasakaino pasauli. Sie darbi ir ietureti 
diezgan spilgtäs kräsäs un konstrueti, izmantojot asas, it kä 
metäliskas formas ar gaismenu modelejumu figüru 
risinäjumä. Tä armijas śinelos ieterptie fauni atrodas lTdzäs 
berniem un pieaugusajiem; harpijas un himeras ar tTgeru 
astern ir noliekuśas pär pasu autoru vai an seź uz akas 
stiprinäjuma; engelis ved mazo Toviju pari laukiem Krakovas 
apkaime, bet no saindetäs akas nevar smelt tTru üdeni; 
Thanatos - Näve, kas pienemusi jaunas un raźenas sievas 
izskatu, parädäs lauku setä vai aizver acis dzTves nogurdinätam
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Melancholy can be regarded as a manifesto painting and 
a landmark for Malczewski. On the one hand, the artist 
clearly indicates in it the range of themes that are imposed 
on a Polish artist but which at the same time persecute him 
and from which he would, therefore, like to be liberated. On 
the other hand, however, he ostentatiously breaks through the 
naturalism of his works to date: the procession of figures fill­
ing the canvas does not have a real nature, since they are 
creations of the imagination, albeit very realistically depicted. 

In the following years, there began to be created paintings 
in which the real world was intermingled with the world of 
mythology and fable. These paintings have colours which 
are quite bright and which are constructed from sharp 
forms, almost metallic, with large figures modelled with 
chiaroscuro. Fauns in military greatcoats accompany children 
and adults, harpies and chimeras with tigers' tails lean over 
Malczewski himself or are seated on the casing of a well, an 
angel leads the young Tobias around the fields outside 
Kraków, and from a poisoned well you cannot draw clean 
water. Thanatos, death in the figure of a young woman with 
a curvy shape, appears near a country dwelling or closes the 
eyes of an old man tired of life. Following Bocklin's example, 
Malczewski gives the Greek mythological figures a naturalistic 
look and includes them in the landscapes outside Kraków, 
so dear to him, and in the world of the people surrounding 
him. On the earth tread Biblical figures, such as Tobias and 
the angel from the Old Testament or Christ talking with a 
Samaritan woman. Folk tales take on new hues. Malczewski's 
symbolism embraces both national and universal, human 
matters. Everyone is affected by the mystery of death, which 
is seen by Malczewski as, in essence, a friendly liberator. In 
the paintings with the poisoned well, there resound echoes 
of tales about living water. The angel leads Tobias through 
the life to which we are all condemned. The painter creates 
images which are ostentatiously symbolic and whose reading is 
dependent on the accurate definition of the portrayed figures 
and creatures. Malczewski's symbolism has an open character 
- his works cannot be understood literally. In order to 
understand them, we need the key, we need to ascertain 
what the particular figures mean, who the harpies are, who 
the fauns are and who the angels are. 

DECADENTISM
While Malczewski was creating images telling about 

Poland and the world in various aspects, from the inevitable 
necessity of death and the national liberation struggles to the 
various fateful events in the life of the artist, there appeared 
in the 1890s works which had an uncommonly gloomy and 
decadent meaning. This series was begun by the most 
famous painting by Władysław Podkowiński, The Frenzy of Rapture 
[Szal uniesień] (1894), a canvas sealing the artist's break with 
Impressionism. In a space that is difficult to define - in a 
chasm or abyss - there is a struggle between an enormous 
black horse and a naked woman on its back. The expression 
of ecstasy on her face and the degree of tender unity with 
the body of the animal leave no doubt that the painting has 
an erotic subtext. The work shows the ambiguous nature of 

sirmgalvim. Sekodams Arnolda Beklfna paraugam, Jaceks 
Malcevskis pieśkir mitologiskajiem teliem reäla cilveka 
izskatu un ieklauj tos mäkslinieka iemTlotajä Krakovas 
apkärtnes ainavä un tuvu cilveku vidü. Uz zemes ierodas 
BTbeles personäzi - Tovijs ar engeli no Vecäs DerTbas; Kristus 
sarunä ar samarieti. Tautas legendas iemirdzas jaunäs kräsäs. 
Jaceka Malcevska simbolistiskä uztvere ir loti plaśa, ietverot 
gan stästus par tautas likteni, gan ikdieniskas lietas, gan vis- 
pärcilveciskus jautäjumus. Mäkslinieka parada, ka visus skar 
näves noslepums - TstenTbä viris uzskata nävi par draudzigi 
noskanotu gläbeju. Mäkslinieks apzinäti rada tädas 
simboliskas gleznas, kuru izpratne ir atkarTga no uzgleznoto 
telu pareizas un precTzas uztveres - "nolasTśanas". Jaceka 
Malcevska simboliskai valodai piemTt neslepts raksturs - vina 
darbus nav iespejams uztvert burtiski. Lai tos saprastu, ir jäzina 
atslega - jäsaprot atsevisku figüru nozTme, atceroties, kas ir 
harpijas, fauni, engeli. 

DEKADENTISMS
Laika, kad Jaceks Malcevskis radfja gleznas par Poliju un 

pasauli dazädos aspektos - säkot ar näves neizbegamTbas 
temu, tautas atbrTvosanäs cTnäm lTdz vestTjumam par 
dazädiem atgadTjumiem mäkslinieka dzTve - 19. gadsimta 
90. gados parädTjäs virkne mäkslas darbu, kam piemita 
ärkärtTgi drums un depresTvs izteiksmes veids. So gleznu 
rindu ievada pati pazlstamäkä - Vladislava Podkovinska 
audekls "Sajüsmas ärpräts" (1894). Tas ir audekls, kas 
apliecina gleznotäja atteikśanos no impresionisma. Gleznä 
attelota käda grüti definejama telpa, bezdibenis vai zemes 
dzTles, kurp lielä ätrumä krTt milzlgs, meins rumaks ar kailu 
sievieti mugurä. Sievietes sejai piemTtosä ekstäzes izteiksme 
un jutekliskäs savienosanäs ar dzlvnieka kermeni intensitäte, 
neapsaubämi, liecina par gleznas erotisko zemtekstu. 

Mäkslas darbs paräda mTlestlbas ekstäzes divejädo dabu. 
No vienas puses, tä ir realitätes sajütas zaudeśana svetlaime; 
no otras puses - tä ir seksuälä dzina, miesaskäre. Stanislavs 
Psibisevskis (1868-1927) - rakstnieks, "Jaunäs Polijas" 
lTderis, kas savas radosäs säkumä bija saistits ar Berlines 
radośo vidi, bet no 1898. gada kluva par Krakovas laikraksta 
"DzTve" redaktoru, publiceja rakstus, kuros rakstija ar mäkslas 
darba uztveri, kä ari dzimumu konflikta problemäm. 
Büdams pazTstams ar saviem sätaniskajiem uzskatiem, vins 
izteica viedokli, ka "gleznä paräditä sieviete nav nędz cela 
jaunava, nedz cienTga däma vai Mäte-Polija, bet gan iekäres 
objekts - bütne, kas pati tiecas pec miesas baudäm. " Gleznä 
attelotajam mezonTgajam rumakam ar balto aci tiesäm 
piemTt kaut kas velniskTgs - sis tels apliecina, ka sievietes 
erotisms nav nevainTgs, bet gan sätanisks un ved uz 
pazudinäsanu vai ärprätu. Gleznä atkläj sievietes dabas 
tumso pusi, kä an gadsimtu mijai raksturTgo pesimistisko 
pasaules skatTjumu, jo tas, kam bütu jäbüt priecTgam un 
radośam spękam - mTlestTbai, TstenTbä ved uz pazudinäsanu. 
Gleznä "Sajüsmas ärpräts" izpauźas mäkslinieku-dekadentu 
nostäja, kuras bütTbu raksturo pesimistiska pärliecTba par 
kultüras un civilizäcijas norietu un jebkädu jaunu radośu 
ideju trükumu. 
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Jacek Malczewski, Melancholy [Melancholia], 1894, National Museum in Poznań
Jaceks Malćevskis. Melanholi/a. 1894. Poznarias Nacionalais muzejs

amorous passion: on the one hand being lost in sensual 
pleasures, and on the other hand the functioning of sexual 
drive, sexual urges, which was written about by Stanisław 
Przybyszewski, " a friend of Munch and Strindberg. In 
Malczewski's painting, the woman is not a noble virgin, a stately 
lady or a Polish Mother, but an object of desire and a creature 
capable of experiencing physical delights. The enormous 
horse with its whitened eye has something diabolical in it, 
which shows us that female eroticism is not innocent but 
satanic, leading towards perdition or madness. The painting 
reveals the dark side of a woman's nature and a pessimistic 
vision of the world that which should be joyous and creative 
(love) leads in essence to perdition. In The Frenzy of Rapture 
there emerges a decadent attitude whose core is the pessimistic 
conviction about the end of culture and civilisation, supported 
by the lack of any new creative ideas whatsoever. 

STANISŁAW WYSPIAŃSKI
Decadentism was not the only or even the dominant trend 

in the period of Young Poland (1890-1918). It did not affect 
Stanisław Wyspiański, undoubtedly the greatest creative 
individuality of that time. He received his painterly education 
in the Kraków School for Fine Arts under the tutelage of Jan 
Matejko. He obtained his first serious artistic experiences 
while still a student at the school, when, on the application 
of the master, he participated with Józef Mehoffer in the 
restoration work in Church of St Mary's in Kraków. The years 
1890-1894 were for the young artist a time for further education. 
At that time, Wyspiański made four journeys to France. The 
aim of the first visit was to broaden his knowledge of

STANISLAVS VISPJANSKIS
Dekadentisms nebija nedz vienlgais, nedz dominejosais 

mäkslas novirziens 19. un 20. gadsimtu mijä - "Jaunäs 
Polijas" (1890-1918) periodä. Dekadences ietekmei nepakläväs 
arl mäkslinieks, literäts un kritikis Stanislavs Vispjanskis - 
neapsaubämi, vislieläkä tälaika radosä personlba. Cleznotäjs 
Stanislavs Vispjanskis izglTtibu ieguva Krakovas Mäkslas skolä 
mäkslinieka Jana Matejko vadlbä. Pirmä nopietnä 
mäkslinieciskä pieredze tika iegüta vel skola laikä, kad pec 
Jana Matejko ieteikuma vins kopä ar Juzefu Mehoferu 
piedalTjäs Sv. Jaunavas Marijas baznTcas restauräcijas un 
noformesanas darbos Krakovä. 1890. -1894. gadi jaunajam 
mäksliniekam bijatäläkäs izglltosanäs laiks. Sajä periodä vins 
ćetras reizes apmekleja Franciju, lai padzilinätu zinäsanas 
par viduslaiku mäkslu, it seviski par gotiskajäm katedrälem 
un papildinätos ParTzes privätajäs mäkslas skoläs. 
Mäkslinieks reguläri apmekleja arT jaunäkäs izstädes, teätri 
un daudz lasTja jaunäko literatüru. 

Nenoliedzami, Stanislavam Vispjanskim bija iedzimta 
kräsu izjüta un uztvere. To apliecina ah Francijas pirmä 
celojuma laikä rakstltäs vestules rakstniekam Lucjanam 
Ridlam, kuräs katra redzetä gotiskä katedräle vispirms aprakstlta 
kä kräsu pilna parädlba. Tä vins rakstTja no Amjenas, ka 
"katedräle kädreiz ir bijusi briniskiga - visa gaiśa, dzeltenas 
gaismas liesmäs. Paśas enas bija brinumjaukä violetä kräsä. 
SpecTgä kräsu kontrasta del enas izcela celtnes plastiskumu. "1' 

lepazisanäs ar impresionistu gleznäm vel jo vairäk 
nostiprinäja mäkslinieka interesi un orientäciju uz kräsäm. 
Taću Stanislavs Vispjanskis noteikti redzeja ne tikai 
impresionistu veikumu. Vina veläkajiem darbiem joti tipiskä
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Stanislaw Wyspiański, God Creating the World [Bóg stwarzający świat], 1895, stained glass window in the Franciscan Church in Kraków
Stanislavs Vispjanskis. Dievs pasaules radiśanas bridi. 1895. Viträza Franciskänu baznicä Krakovä
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Stanislaw Wyspiański, The Damnation of Fallen Angels [Strącenie aniołów], 
1895, paintings in the chancel of the Franciscan Church in Kraków 
Stanislavs Vispjanskis. Enge/u kris'ana. 1895. 
Sienas gleznojums Franciskanu baznTcas prezbiterija Krakova 

medieval art, mainly Gothic cathedrals. Then he went to 
Paris to study in private painting schools. The artist encountered 
numerous monuments of architecture and sculpture in 
museums of ancient art and works of contemporary art presented 
at exhibitions. He also went regularly to the theatre and read 
modern literature. 

Wyspianski's extraordinary sensitivity to colour was 
undoubtedly inborn. Evidence of this can be found in the 
letters sent by him during his first visit to France to Lucjan 
Rydel, where each of the cathedrals he visited is described 
first of all as a phenomenon of colour. He wrote from 
Amiens, "The cathedral was beautiful on one occasion, all 
bright and burning with yellow light - it emphasised the 
whole plasticity of the building with strong shadows - but 
strong through the contrast of hues because they were taken 
for themselves - they were a gorgeous shade of pale lilac"12. 
His first-hand experience of Impressionist paintings merely 
set the seal on the artist's colouristic orientation. Wyspiański, 
however, must have seen not only the Impressionists. The 
expressive brush stroke so characteristic of his mature works 
and his attachment to contour were undoubtedly taken from 
his contacts with post-impressionist painting: the expressionism 
of Vincent van Gogh and the synthetism of Paul Gauguin, 
known both directly and through Władysław Ślewiński, a 
close friend of Gauguin's and a member of the Pont-Aven 
group. 

Stanisław Wyspiański, King Casimir the Great [Kazimierz Wielki], 
1900-1902, design for the stained glass window, National Museum in Kraków 
Stanislavs Vispjanskis. Kazimirs Lielais. 1900-1902. Viträzas projekts. 
Krakovas Nacionälais muzejs
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On his return to Kraków, the artist had a great opportunity 
to present his talent. The refitting was going on of the 
Franciscan church, which had been reconstructed after being 
burned in the great fire in Kraków in 1850. The competition 
had been announced in 1894 for the painterly decoration of the 
shrine had not brought any satisfactory effects. Wyspiański 
was initially due to help the winners of the competition but 
it was his own design that was eventually accepted for realisation. 
The works were completed in the second half of 1895. They 
embraced the eastern part of the church, which was built on 
the plan of a Creek cross. Wyspiahski's paintings cover the 
whole of the vaulting in the part of the church offered to him 
for decoration and almost all of the walls, with the exception 
of those surfaces on which were later to hang four great 
paintings by Władysław Rossowski, showing scenes from the 
history of the Franciscans. The walls of the building were 
divided into zones filled as follows: in the lower part with a 
square check pattern with superimposed, very flat motifs of 
flowers, among which we can recognise roses, pansies and 
nasturtiums while in the higher part, in the transept, with a 
strip of lilies, and at the beginning of the chancel with 
crowns and Piast dynasty eagles, while even higher with two 
strips filled with geometrical motifs made up of hearts, peacock's 
eyes and flames. The vaulting is covered with stars modelled 
on snowflakes and the western span has the "milky way", a 
recurring motif of wavy lines with stars interwoven among them. 

The figural scenes are found exclusively in the chancel at 
the height of the choir platform, just in front of the windows 
illuminating this part of the church. They are, on the northern 
side, the Archangel Michael with his sword and, just below, 
The Fall of the Angels, and, on the southern side, there is an 
image of Caritas, below which is the Virgin Mary with the 
Infant Jesus. 

Two years later, the Franciscans asked Wyspiański to construct 
the stained-glass windows. In the chancel, the artist 
designed St Francis receiving the stigmata and a Polish sister 
of the St Clare order, the Blessed Salomea (her figure, in 
accordance with the idea of the artist, was only executed 
after her death) as well as the elements of fire and water, 
presented in the shape of water flowers, crimson lilies and 
poppies. The most famous stained glass is located in the window 
above the western entrance and it was created during the 
restoration of the church after the fire of 1850. It depicts 
Cod creating the world. 

The artist was undoubtedly referring in his polychrome to the 
decorations of the Church of St Mary's. This is testified to by 
the geometric parts of the paintings, using the motifs of 
square and rhomboid check patterns, plant ornaments and 
the imagining of the starry sky on the vaulting. There can be 
no doubt that the artist was a man deeply rooted in tradition. 
His references to the past were not, however, common and 
direct. Wyspiański never copied. His idea was to work in the 
spirit of a certain tradition, reinterpret it and exploit it creatively. 
In the church of the Franciscans he exploited, therefore, the 
principles of medieval polychrome but joined them with the 
Art Nouveau stylisation of flowers, the wavy line of the 
"milky way" and the fluid movement of accumulated flames 

lînijas ekspresivitâte un kontürêjums tika aizgùts no 
postimpresionisma glezniecïbas - no Vincenta van Goga 
ekspresionisma un Pola Gogëna sintêtisma, ar kuru 
darbiem vips iepazinâs nepastarpinâti, izmantojot 
Pontavënas grupas dalïbnieka - polu mâkslinieka 
Vladislava Slevinska palïdzTbu. 

Atgriezies Krakovâ mäkslinieks ieguva lielisku iespëju 
izpaust savu talantu. Tiesi sajä laika notika 1850. gada 
lielajä Krakovas ugunsgrëkâ sadegusäs un vëlâk pârbüvëtâs 
Franciskänu baznTcas iekârtosana. 1894. gadä izsludinätais 
konkurss par baznïcas mäksliniecisko dekorëjumu nebija 
devis pozitîvus rezultâtus. Sâkotnëji bija plânots, ka 
Stanislavs Vispjanskis vienïgi klûs par palïgu konkursa 
uzvarëtâjiem, taću beigâs tika akceptëts vina pasa projekts. 
Dekorêsanas darbi tika veikti 1895. gada otrajä pusë. Tie 
aptvëra baznTcas austrumu daju, kur mâkslinieka gleznojumi 
klâj visas velves un gandrïz visas sienas, iznemot laukumus, 
kur vëlâk novietoja ćetras lielas Vladislava Rosovska 
gleznas ar ainâm no franciskänu vestures. 

Atbilstośi projektam, celtnes sienas tika sadalïtas 
vairâkâs zonas un apgleznotas. Apaksëjâ dalâ tie bija rütoti 
kvadrâti, kuros izkârtoti loti plakani risinâti ziedu - roźu, 
atraitnïsu un kresu motïvi. Augstâk - skërsjomâ bija josla ar 
lilijâm, bet prezbitërija sâkumâ - kroni un Pjastu ërgji. Vël 
augstâk atradâs nâkamâs divas joslas ar geometriskiem 
motïviem, veidotiem no sirdïm, pava actinâm, liesminâm. 
Velvës tika izkârtotas zvaigznes ar sniegpârslinu rakstu, bet 
rietumu posmâ - "Piena cels" - motîvs ar vilnveidïgâm 
lïnijâm ar tajâs ritmiski izkârtotâm zvaigznëm. 

Figurâlâs ainas atrodas vienïgi prezbitërijâ - koru 
paaugstinâjuma lïmenï, tülït pretï logiem, kas apgaismo śo 
baznTcas dalu. Ziemelu pusë attëlots erœngelis Mikelis ar 
zobenu, zemâk - "Engelu kriśana. " Dienvidu pusë izvietota 
kompozïcija Caritas, bet zem täs - Sv. Marija ar bërninu. 

Divus gadus vëlâk franciskâni atkal vërsâs pie Stanislava 
Vispjanska ar lügurnu izveidot vitrâzas. Mäkslinieks 
piedâvâjumu pienëma. Vina projekts paredzëja vitrâzas 
prezbitërija dalai, kur tika plânots izvietot divus tëlus - Sv. 
Francisku brïdï, kad tas iegûst stigmatus, kâ arT polietes, Sv. 
Klâras ordena mükenes Sv. Salomejas figûru (sï vitrâza, 
atbilstośi mâkslinieka iecerei, tika ïstenota jau pëc vina 
nâves). Mäkslinieks radïja vitrâzu projektus ar uguns un 
üdens stihijâm - täs ieguva üdensrozu, kâ arT kosi sarkanu 
liliju un magonu formas. Baznïcas restaurâcijas laika pëc 
1850. gada ugunsgrëkâ tika izkalts logs virs rietumu ieejas. 
Te atrodas visslavenäkä vitrâza, kurâ attëlots Dievs 
pasaules radïsanas brïdï. 

Mâkslinieka polihromie gleznojumi ir saistâmi ar 
dekorëjumu raksturu un detalâm Sv. Jaunavas Marijas 
baznïcâ. Par to liecina gleznojumu kompozïciju 
geometriskais risinâjums, kur izmantoti kvadrâtveidïgi 
rutinu motïvi, augu ornamenti, kâ arï zvaigznotâs debess 
atveidojums uz velves. Nav śaubu, ka mâkslinieka darbs 
saknojas dzilâ tradïcijas izpratnê, taću vina atsauces uz 
pagâtni tomër nebija tik tieśas - Stanislavs Vispjanskis 
nekad burtiski nekopëja, jo vins varëja strâdât kâdas 
tradïcijas gara, taću to radośi interpretëjot. Tieśi tâdël

24



Stanisław Wyspiański, A View from the Atelier Window [Widok z okna pracowni], 1904-1905, National Museum in Warsaw 
Stariislavs Vispjanskis. Skats pa darbnicas logu. 1904-1905. Varsavas Nacionalais muzejs
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and hearts. His work, based on tradition, decidedly breaks 
away from it at the same time. Wyspiański breaks the existing 
"dogma" of sacral art which had been strictly executed to 
that time - nil innoventur nisi quod traditum est (there is 
nothing innovative that is not in accordance with tradition) - 
with reference to the formal level of the work. 

From the beginning, Wyspiański had a crystallised idea as 
to what the decoration of the Franciscans' church should 
express. Even before starting the final designs for the wall 
paintings, he wrote to Lucjan Rydel: "I will name the two 
main compositions for the Franciscans, and these are: a garden 
of perfect happiness, where it is so delightful, so pleasant, so 
peaceful that such a place could never have existed on this 
earth and never will exist... a forest of doubt, struggles, diffi­
culties, conflicts, obstacles where any stay would be terrible, 
horrifying"13. The opposition of good and evil, love and 
pride, was depicted in the scene of the fall of the rebellious 
angels and in the accompanying imagining of the guardian 
of justice, the Archangel Michael (evil, pride and the fight 
against them are traditionally located on the northern side) 
and in the personification of Caritas and the Virgin Mary 
with the Infant Jesus (good and charity are on the southern 
side). The idea of the garden of happiness transformed itself 
into the Franciscan idea of charity to the world as a divine 
creation, hence the profusion of plants on the walls, the elements 
in the windows of the chancel and the very presentation of 
the moment of the creation of nature in the western stained- 
glass window. The complement to the whole programme 
became the statues of Franciscan saints - the founder of the 
order and Salomea, who is buried in the church, also depicted 
among flowers and plants. 

In 1895, there began the great restoration of the 
Cathedral in Kraków. The conservation works aroused great 
emotions, since they were dealing with a monument regarded 
as a great national holy of holies - the burial place of St 
Stanislaus (the so-called "altar of the fatherland") and a pantheon 
of great Poles (the coronation and burial church of Polish 
kings, where there also rested the earthly remains of such 
national heroes as Tadeusz Kościuszko, Prince Józef Poniatowski 
and the poet, Adam Mickiewicz). The Cathedral was regarded 
as a national relic. The dispute over the restoration raged, 
among other things, over the place reserved in the renovated 
shrine for new art. Stanisław Wyspiański had after all, on his 
own initiative, designed in 1900-1902 a complex of stained- 
glass windows. They were to represent great figures from the 
history of Poland. Colourful cartoons were prepared for four 
windows and were to depict Wanda, St Stanislaus, Henry 
the Pious and Casimir the Great, while the others remained 
in the form of sketches. The windows were to be filled with 
single figures. According to the relations of friends, at the 
bottom were to be depicted historical scenes connected 
with each of the presented persons. The manner of showing 
the heroes was uncommon: the phenomenal figures were to 
be depicted with a dynamic colourful line. The artist had for 
nothing the sacral nature of the interior of Kraków Cathedral. 
For him this was above all a temple to Polish history, perceived 
by the way ambivalently: on the one hand, as a ruin covered 

Franciskânu baznïcà tika pielietoti viduslaiku polihromijas 
principi, apvienojot tos jûgendstilam raksturTgo ziedu 
stilizâciju, "Piena cela" vilnoto lîniju, liesminu un sirsninu 
plûstoso kustîbu. Vina darba pamati meklëjami tradïcijâ un 
vienlaikus tie loti pârliecinosi no tâs distancêjas. Mâkslinieks 
lauź lïdzsinëjo, stingri ievëroto sakrâlâs mâkslas dogmu 
attiecïbâ uz darba formâlo lîmeni - nil innoventur nisi quod 
traditum est (nekâ jauna, kas nebütu saskanâ ar tradïciju). 

Stanislavam Vispjanskim jau no pasa sâkuma bija skaidri 
priekśstati par to, kâ bûtu jâizskatâs Franciskânu baznïcas 
dekorëjumam. Vël pirms sienu gleznojumu projekta 
izstrâdâsanas vins rakstïja rakstniekam Lucjanam Ridlam: 
"Minësu divas galvenâs kompozTcijas, kas domâtas 
Franciskânu baznïcai - proti, pilnTgs svëtlaimes dârzs, kur ir 
tik daili, tik jauki, tik mierïgi, kâ uz zemes nekad nav varëjis 
bût un <... > śaubu, cïnu, darbu, pretrunu, skërsju meźs, 
kur uzturëties ir baisi, sausmïgi. "12

Labâ un sliktâ, mïlestïbas un augstprâtïbas pretnostatïjums 
tiek attëlots sadumpojuśos engelu izraidïsanas ainâ un virs 
tâs augstâk izvietotajâ taisnïguma sarga - ercengeja Mikela 
gleznojumâ baznïcas ziemelu pusê. Turpretï aina ar 
Mïlestïbas personifikâciju un Sv. Dievmâte ar bërnu rokâs kâ 
Labestïba un Mïlestïbas apliecinâjums izvietotas dienvidu 
pusê. Svëtlaimes dârzs franciskâniem pârtapa par Mïlestïbu 
uz Dieva radïtu pasauli. To apliecina augu un noformëjuma 
pârpilnïba - arï ordena dibinâtâji franciskâni un baznïcâ 
apglabâtâ Sv. Salomeja attëlota starp ziediem un augiem. 

1895. gadâ sâkâs Krakovas katedrâles lielâ restaurâcija, 
kas izraisïja daudz emociju, jo tas bija arhitektüras 
piemineklis, kurs tika uzskatïts par vienu no vislielâkajiem 
tautas svëtumiem. Te savulaik bija notikuśas Polijas karalu 
kronësanas un te atrodas Sv. Stanislava kapa vieta - tâ 
saucamais "Dzimtenes altâris. " Te ir tautas varonu - Tadeuśa 
Kostjuśko, hercoga Juzefa Ponatovska un dzejnieka Âdama 
Mickevica atdusas vietas. 

Viena no strïdïgajâm tëmâm debates par katedrâles 
resataurâciju bija arï jaunâs mâkslas vietu atjaunotajâ 
dievnamâ - Stanislavs Vispjanskis laikâ no 1900. lïdz 1902. 
gadam pëc pasa iniciatïvas bija projektëjis baznïcai vitrâzu 
komplektu, paredzot katrâ logâ attëlot izcilas personïbas 
Polijas vësturë. 

Tika sagatavoti ćetru logu krâsaini maketi dabiskâ lielumâ - 
Vanda, Sv. Stanislavs, Henriks Poboźnijs un karalis Kazimirs 
Lielais. Pârëjâs vitrâzas palika skiću variantâ. Tëlu risinâjums 
bija pietiekami neparasts - tie tika akcentêti ar dinamisku, 
izteikti krâsainu lîniju. Mâkslinieks nemaz nerëkinâjâs ar 
Krakovas katedrâles sakrâlo raksturu - vinam tâ vispirms bija 
polu vestures svëtnïca, kura varëjatiktuztvertadivëjâdi. No 
vienas puses, tâs bija ar gadsimtu putekliem klâtas drupas, 
kuras bremzë jebkuru tautas rïcïbu, gremdëjot to atminâs 
par smagam sakâvëm un spozâm uzvarâm. No otras puses, 
tâ tika uztverta kâ Akropole - vieta, no kuras varëtu sâkties 
valsts garïgâ atdzimśana. Tâdël mâkslinieks parâdïja Sv. 
Stanislavu, kura tels atspogulo sadursmi starp bïskapa 
morales un karała Boleslava Drosmïgâ politiskajiem 
uzskatiem - pie karaja zârka attëlotie Sv. Stanislava pïsji vedina 
uz domâm par karaja negatïvo lomu Polijas vësturë. Princi
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Józef Mehoffer, Strange Garden [Dziwny ogród], 1902-1903, National Museum in Warsaw
Juzefs Mehofers. Briniśkais darzs. 1902-1903. Varsavas Nacionalais muzejs
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with centuries of mould, dulling any kind of national action 
and shutting Poles away in the remembrance of defeats and 
great national victories from the past, and, on the other 
hand, as part of the Acropolis, a place from which there 
could actually emerge a renaissance of the country's spirit. 
St Stanislaus was for Wyspiański an element of the 
historical process in which there clashed the moral arguments 
of the bishop with the political arguments of King Boleslaus 
the Bold. Presenting the saint as a quivering figure chained 
to a coffin suggests the negative role he played in the history of 
Poland: for the artist, Boleslaus's misfortune (he killed the 
bishop for the excommunication imposed on the king 
because of his marital infidelity) was the beginning of the 
degeneration of the state instinct leading in consequence to 
the loss of independence, and the political renaissance of 
the nation could only take place after overcoming the legacy 
of Stanislaus. Prince Henry the Pious appears at the moment 
of his death in the battle of Legnickie Pole (1241) which, 
although lost, stemmed the advance of Tartar savages, thus 
saving Europe from being overrun by barbarians. Finally, 
King Casimir the Great was depicted in the form of a skeleton, 
just as he was discovered during the restoration of his tomb 
in 1869 (cf. the painting by Jan Matejko). The fact of the 
discovery of the remains of the great builder-king and 
renovator of the state at the time of the spiritual breakdown of 
the Poles after the defeat of the January Uprising was for 
Wyspiański significant and it was interpreted as a sign and a 
call for rebirth. 

Wyspiahski's designs were not accepted for realisation. 
Whereas with the Franciscans the artist had astonished the 
order with his formal innovation, in the Wawel windows he 
tried to break away from religious iconography by proposing 
works with a theme that was not only secular but was also - 
at least in a few cases - a blunt highlighting of the elements 
of death and decomposition. Such an artistic formula could 
never be accepted by any authority in the Catholic Church. 

Apart from his monumental works, illustrations and typo­
graphical works, Wyspiański also created a series of paintings, 
usually in the pastel technique, in which he achieved unusual 
mastery. They are all characterised by an edgy and very 
expressive - even expressionistic - brush stroke, building a 
precise outline of the figure or object. A great feature of 
these works is their colour: bold, light but at the same time 
greatly sophisticated. 

The first group of pastels is formed by portraits and self­
portraits. With particular delight the artist observed children. 
He observed them when they were asleep, at moments of' 
play but also at times of reflection. For Wyspiański, the child 
ceased to be a "doll" and became a self-contained being, a 
little impenetrable, with its own internal world. In any case, 
this is a feature of each of the artist's portraits. As Zdzisław 
Kępiński14 observed, "from the frame (... ) there looks at us a 
person who is undoubtedly living and real - but what kind of 
person this is, we cannot find out. He remains himself only for 
himself, for us he is only an occurrence, a phenomenon''15. 

At the turn of 1904-1905, Wyspiański was already very ill 
and for a long time he did not even leave his home. He 

Henriku Poboźniju makslinieks velejas paradTt vina naves 
brTdT - kauja pie Legnicas (1241). Ka zinams, lai gan kauja 
tika ciests zaudejums, tomer slvais polu pretspars aptureja 
tataru talaku virzTbu un izglaba Eiropu no barbariem. 
TurpretT karalis Kazimirs Lielais tika paradTts ka skelets - ta, 
ka vina pTsjus atrada sarkofaga restauracijas laika 1869. gada. 
Karała - celtnieka un valsts atjaunotaja mirstTgo atlieku 
atguśana laika, kad polu tauta pardzTvoja garTgo krTzi pec 
1863. gada janvara sacelsanas apspieśanas, bija ka tautas 
gara atdzimsanas zime un aicinajumu uz jaunu atmodu. 

Makslinieka projekti tomer netika pienemti realiześanai, 
jo baznlcas parstavjus bija parsteidzis vina darbu saturiskais 
un formalais novatorisms. 

LTdzas monumentaliem gleznojumiem, ilustracijam un 
poligrafiskiem darbiem Stanislavs Vispjanskis radTja arT virkni 
gleznu pasteju tehnika, kuras apliecina vina izcilo meistarTbu. 
Pasteliem raksturTga nervoza, loti ekspresTva iTnija, kas palTdz 
radlt tela vai prieksmeta preclzas aprises - tie izcelas ari ar 
skaidru, loti izsmalcinatu kolorltu. 

Pirmo pasteju grupu veido portreti un paśportreti. Ar 
sevisku milumu un maigumu gleznotajs vero bernus daźadas 
vinu dzTves situacijas - aizmigusus, rotalu un pardomu 
brTzos. Makslinieka uztvere berns vairs nav "lelle", bet gan 
pilntiesTga butne, lai arT nedaudz noslepumaina un ar savu 
iekśejo pasauli - katrs makslinieka radTtais berna portrets 
pauz so attieksmi. Zdzislavs Kempinskis13 rakstTja, ka "no 
gleznam uz mums raugas cilveks - noteikti patiess, tomer 
kads ir sis cilveks, mes nevaram uzzinat. Savu patieso butTbu 
vins patur tikai sev - mums vins ir paradTba, fenomens. ", 4

1904. -1905. gadu mija Stanislavs Vispjanskis ilgaku laiku 
negaja ara no majam, jo jau bija smagi slims. Tad vins, sekojot 
impresionistu paraugam, uzgleznoja vairakus pastejus - 
vienu un to pasu ainavu - skatu pa savas darbnicas logu. Tas 
bija katru reizi citados laika apstaklos tverts dzelzcela 
uzberums, lauki un kalnu masTvs ar Kostjuśko pieminas 
uzkalnu. Tomer makslinieks śai ainai pieśkTra ko vairak - 
taja ir iedzTvinata nostalgija pec brTvTbas. Sadus darbus radTja 
cilveks, kam slimTbas vajums liedza pamest dzTvokli. 
Atgriesanas pie viena un ta pasa motTva bija makslinieka 
bezcerigs meginajums izrauties arpus noteiktajam robezam, 
ilgojoties pec nesasniedzamas pasaules, prieka un dzTves pilnTbas. 

Stanislavs Vispjanskis bija neparasta, vispusTgi apdavinata, 
patstavTga personTba. Vins nekad nepienema svesus 
spriedumus un uz katru lietu, ka vins pats rakstTja - 
"raudzTjas citadi. " Śada attieksme izskaidro vina savdabTgas 
ieceres, piemeram, vitrazu projektam Vavelas Katedralei. 
Turklat ka maksliniekam vinam bija milzTgs temperaments, 
ko papildinaja smalka krasu izjuta. Stanislavu Vispjanski arT 
nekad neapmierinaja paradTbas virspuseja uztvere - vins 
visur mekleja psihologisku, vesturisku, religisku un 
metafizisku dzilumu. 
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produced at this time a series of pastels showing the view 
from the window of his studio. Following the path of the 
Impressionists, the artist often recorded the same landscape: 
a railway embankment, fields and the massif of hills with the 
Kościuszko Mound, each time under different weather conditions. 
This observation of changes was, however, complemented 
by something else. The images also included nostalgia for 
freedom. The returning to the same motif by a weakening 
man enclosed in his home was an attempt to escape beyond 
the boundaries of the window, a hopeless attempt, a specific 
record of longing for an unattainable world, for the joy and 
fullness of life. 

Wyspiański was an uncommon phenomenon. Universally 
talented, he was at the same time a thoroughly independent 
personality. He did not accept others' judgements and he 
"looked differently" at every thing he himself wrote. From this 
came his individual artistic ideas, such as, for example, the 
idea for the stained-glass windows for Wawel Cathedral. As 
a painter, he had the temperament of an expressionist 
connected with a great colouristic feel. He did not stop on the 
surface of phenomena but searched for the depth in everything 
-whether it were psychological, historical, religious or metaphysical. 

JÓZEF MEHOFFER AND DECORATIVE PAINTING
A friend of Wyspiahski's from their youthful days, Józef 

Mehoffer had a completely different personality. Although 
he also painted easel paintings and designed works of a 
monumental scale, in all of them he aimed primarily to 
achieve decorative effects. Among examples of this are portraits 
of his wife depicted against a background of colourful patterns. 
Even in his most famous work, Strange Garden [Dziwny 
ogród] (1902-1903), before we notice the contrast between the 
family joy in the glow of the warming sun and the rapaciously 
twisted branches of dead trees directly above the child's 
head, our attention is attracted by the meticulously depicted 
meadow, the flamboyant dress worn by Jadwiga Mehoffer 
and the colourful garlands hanging from the branches. 

In 1895, Józef Mehoffer won a competition to design the 
stained-glass windows for the Cathedral (then the Collegiate 
Church) of St Nicholas in Fribourg in Switzerland. During the 
next forty years he prepared the designs for nearly all the 
windows in this church. They show the Holy Trinity and holy 
figures against ornamental backgrounds. While Wyspiański 
was striving to simplify his compositions, Mehoffer was not 
synthesising form but breaking it up into small surfaces, giving 
the viewer the effect of shimmering colours and shapes of a 
decorative nature. 

Begun by Matejko's decoration of St Mary's Church, the 
decoration of church interiors with paintings and stained-glass 
windows found its continuators in the Young Poland period, 
and not only in the persons of Wyspiański and Mehoffer. 
Windows and walls were covered with very colourful flowers, 
ornaments and - more rarely - figural scenes by a whole 
array of artists, among whom the most distinctive were Jan 
Bukowski and Włodzimierz Tetmajer. 

Wojciech Weiss, Self-Portrait with Masks [Autoportret z maskami], 1900, 
National Museum in Kraków
Yojcehs Yeiss. Paśportrets ar maskam. 1900. Krakovas Nacionalais muzejs

JUZEFS MEHOFERS UN DEKORATIVÄ 
GLEZNIECIBA

Stanislava Vispjanska jaunlbas draugs Juzefs Mehofers 
bija pavisam cita rakstura radośa personiba ar tiekmi uz 
dekorafiviem efektiem. Tädi, piemeram, ir vina sievas 
portreti, kuros sieviete attelota uz spilgti raibu rakstu fona. 
Pat vina visslavenäkajä darbä "BrTniskTgais därzs"(1 902-1903) 
- pirms pamanlsim kontrastu starp siltas, spoźas saules 
apmirdzetu gimenes prieku un pär bernu agresivi izliekta- 
jiem nokaltuśo koku zariem - müsu uzmanTbu piesaistTs 
visos slkumos attelotä plava, Jadvigas Mehoferas skaistais 
terps un zaros iekärtäs grezni kräsainäs vitnes. 

1895. gadä Juzefs Mehofers ieguva uzvaru konkursä par 
viträzu projektu Sv. Nikolaja katedrälei Śveices pilsetä 
Freiburgä. Turpmäko ćetrdesmit gadu laikä vins izsträdäja 
projektus turpat visu logu viträzäm sajä baznTcä, attelojot 
Sv. TrTsvienTbu un daudzu sveto figüras uz ornamentäla 
fona. Ja Stanislavs Vispjanskis centäs vienkärsot savas kom- 
pozTcijas, tad Juzefs Mehofers formas nesintezeja, bet gan 
täs sadallja slkäkos laukumos, panäkdams kräsu mirgosanas 
efektu un pieski rot viträzäm izteikti dekorativas iezTmes. 

Cleznotäja Jana Matejko iesäktä Krakovas Sv. Jaunavas 
Marijas baznicas noformesanu turpinäja ne tikai sie abi 
minetie mäkslinieki. Te strädäja vesela mäkslinieku plejäde, 
kuru vidü visvairäk izcelams Jana Bukovska un Vlodzimeza 
Tetmajera devums. 

29



Józef Pankiewicz, A Park in Duboj [Park w Duboju], 1897, National Museum in Warsaw
Juzefs Pankevićs. Parks Duboja. 1897. Varsavas Nacionalais muzejs

BETWEEN DOUBT AND REBIRTH
In 1895, Julian Fałat became the director of the School 

for Fine Arts in Kraków. In the following years he effected a 
complete reform of the teaching side and replaced 
Matejko's history school with the spoils of Impressionism, 
painting in the open air and non-academic subjects of 
works. He employed new teachers, including Jan 
Stanisławski, Leon Wyczółkowski, Jacek Malczewski and 
Józef Mehoffer. The effect of Fatat's work was that the 
school gained the status of an academy in 1900. 

One of the painters who survived the reforms at the 
Kraków school, completing his studies under the new con­
ditions, was Wojciech Weiss. Even as a student he had 
become connected to the "Life" ["Życie"] periodical, which 
had attracted the followers of Stanisław Przybyszewski. 
Under the influence of the latter's attitudes he undertook in 
his early paintings a decadent existential subject matter. 
Painted in Paris, Self-Portrait with Masks [Autoportret z 
maskami] (1900) shows the young painter with an armful of 
theatrical masks in his clasped hands. Standing on the 
threshold of his career, the artist saw his self-definition as a 
choice of masks. Also, the surrounding life was composed of 
masks, it was a masquerade. He wrote in his memoirs, "Paris is

STARP ŚAUBAM UN ATDZIMŚANU
1895. gada gleznotajs Julians Falats ienema Krakovas 

Makslas skolas direktora amatu. Turpmakajos gados vins 
realizeja maclbu procesa reformu, Jana Matejko iedibinatas 
vestures studijas aizvietojot ar impresionisma sasniegumu 
iepazTśanu, gleznosanu plenera un citiem - neakademiskas 
makslas darbu tematiem. Vins uzaicinaja stradat jaunus 
pedagogus, to vidu bija Jans Stanislavskis, Leons 
Viculkovskis, Jaceks Malcevskis un Juzefs Mehofers. 
Pateicoties Juliana Falata darbibai, Krakovas Makslas skola 
1900. gada ieguva akademijas statusu. 

Viens no pirmajiem gleznotajiem, kas piedzlvoja 
Krakovas skolas reformu un pabeidza studijas jaunajos 
apstaklos, bija Vojcehs Veiss. Vel budams Makslas skolas 
students, vins uzsaka sadarbTbu ar laikrakstu "DzTve" 
("Życie") ar kuru apvienojas decadences lidera Stanislava 
Psibisevska piekriteji. Vina uzskatu ietekme makslinieks 
Vojcehs Veiss savos agrinajos darbos pieversas dekadentu 
iecienltai eksistencialisma temai. ParTze radltaja "Paśportreta 
ar maskam" (1900) attelots jauns gleznotajs, kas rokas tur 
teatra maskas. Makslinieks it ka parada, ka savas dzlves cela 
sakuma makslinieks var izveleties jebkuru masku un identitati. 
Taću arl dzlve tiek lietotas maskas un ta vispar ir sava veida
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Ferdynand Ruszczyć, Earth [Ziemia], 1897, National Museum in Warsaw
Ferdinands Ruśćics. Zeme. 1897. Varsavas Nacionalais muzejs

boiling over within me. Thousands of the most varied races, 
passions and types. So the masks in my hands - a masquerade of 
emotions. In the foreground is the mask of a woman, but a 
devil-woman, who kills while giving delight"16. In Weiss's later 
paintings there took place a significant change. The place of 
pessimism was taken over by the joy of living and decadentism 
was replaced by the "feast of spring". This happened as early 
as Spring [Wiosna] (1898), where the naked figure of a boy 
with catkins in his hands becomes the embodiment of the 
youthful forces of nature reviving after winter. 

After 1900 these joyful accents began to be ever more 
evident in Polish art. However, the tragic vision of the world 
can be seen in the paintings by Witold Wojtkiewicz, an artist 
who died at a very early age and whose creative output was 
limited to a very few years (1904-1909). The subjects of his 
works are children. They are not, however, the same children 
as for Wyspiański, but child-adults. Among the dolls and the 
ponies there take place real dramas and tragedies - partings, 
betrayals, death. At the turn of the nineteenth and twentieth 
centuries it was discovered that there existed in childhood 
dark sides: the cruelty of this stage of life, its sexuality. 
Wojtkiewicz combined this discovery with an elementary 
contrast between that which is seemingly carefree and joyful 

masku balie. "Mani kusa ParTze, " - vins rakstija, "tukstośiem 
rasu, kaislibu un tipu. Visi ir masku vara - ta ir jutu 
maskaradę. Darba priekśplana ir sievietes maska. Ta ir sieviete - 
veinins, kas sniedz baudu un nogalina. "15

Velakajas Vojceha Veisa gleznas redzam butiskas 
parmainas. Pesimismu nomaina dzivesprieks, bet dekadentisms 
partop "pavasara svetkos". To apliecina glezna "Pavasaris" 
(1898), kur attelota kaila jaunekla figura ar pupoliem rokas 
klust par atdzimstoso dabas speku iemiesojumu. Jaatzime, 
ka pec 1900. gada Polijas maksla atradisim aizvien vairak 
gleznu ar dzivespriecigu noskanu. 

Taću tragiskais pasaules redzejums piemit ari Vitolda 
Vojtkevica gleznam. Makslinieks nomira loti jauns un vina 
radośa darbiba aptver tikai daźus gadus (1904-1909). 
Vitolda Vojtkevica darbu galvena tematika ir berni, kuru 
telojuma ir pavisam citas noskanas - salidzinajuma ar 
Stanislava Vispjanska skatijumu. Vitolds Vojtkievics parada 
bernus - pieauguśos. Gleznas uz lellu un śupulzirdzinu fona 
notiek Tstas dramas un tragedijas - śkirśanas, nodeviba, nave. 
19. un 20. gadsimtu mija sabiedriba atklaja bemibas turnsas 
puses - si dzives perioda cietsirdibu un seksualitati. 
Makslinieks savos darbos demonstre, kas slepjas aiz bezrupiga, 
prieciga izskata. Musu pasaules absurda dzilums, ko vina 

31



and that which is mature and tragic, giving our world the 
dimensions of absurdity. The death, betrayal and parting 
played out in his paintings by children do not become frivolous; 
on the contrary, they provoke questions about the principles 
governing reality, about the fate which has been prepared 
for people - a fate already apparent in childish games. 

SYMBOLIC LANDSCAPE
The most important feature of the Young Poland period 

was the discovery of the hallmarks of a deeper philosophical 
reality in all the areas of the world and human activity. A 
fruitful domain for a discoveries proved to be landscape. 
While for the realist landscape came down to a beautiful 
view or the scene for a certain event, now there was being 
sought in nature the essence of being and in atmospheric 
phenomena or the grandeur of the mountains and the sea 
coded signs of the Absolute. 

The starting point for the symbolic view of landscape was 
usually mood. Thus, Pankiewicz, having discarded 
Impressionism, painted several nocturnes. Park in Duboj 
[Park w Duboju] (1897) shows a fragment of an irregular garden 
with a pond and a chapel, depicted at dusk. The contours of 
the objects become blurred in the twilight and the pond and 
the trees remain unmoved in the early evening calm, which 
emphasises their reflection in the water, undisturbed by a 
slightest wind. A landscape painted in this manner evokes in 
us the feeling of peace, leading to an unclear premonition 
that the world may be somewhat different from how we 
perceive it during the day and that in the early evening calm 
there appears before us something eternal. 

Jan Stanisławski usually created small paintings of the 
surroundings of Kraków and Ukraine. What is striking in 
them is the Impressionistic vision of light and colour. In these 
paintings, however, the world does not melt away in a passing 
moment. In Mullein [Dziewanna], the solitary plant seems to 
endure in its substantiality. "Here, both the closest foreground, 
and the furthest background of the steppe, the distant row 
of huts closing off the low horizon, the great smooth plane of 
the sky - all of this, melted into one, opens up as if lazily, 
slowly onto the solitary shape of the common mullein, which 
in the light faded by the heat-wave demonstrates its heroic 
existence in a mysterious and hostile void"17. 

In the paintings by Ferdynand Ruszczyć, great planes of 
colour build up areas of earth, sky or water. In Earth [Z/'em/a] 
(1897), the reduction of the world has been pushed so far 
that we can discern really only two elements: the dark 
plough-lands and the cloud-covered sky. The man working 
in the field finds himself on the boundary between these two 
spheres, which gives his efforts a cosmic dimension. The 
ploughing grows into a sacral activity, and at the same time 
a heroic one, and it becomes the quintessence of existing on 
the earth under the vault of heaven, between hardship and 
blessing, between the favour bestowed by nature and the 
danger of the destruction of crops. 

The symbolism of landscapes was different from the 
"open" symbolism of Malczewski's works. Its essence was 
not the enclosing of meanings in significant figures or 

gleznas izbauda berni un lelles - tas viss vedina uzdot 
jautajumus par likumiem, kas valda pieauguśo dzive, stasta 
par cilvekiem nolemto tragisku likteni un kas gust savu 
atspogulojumu jau bernu speles. 

SIMBOLISKA AINAVA
"Jaunas Polijas" perioda makslas butiska iezTme bija 

velme paradlt dzilaku, filozofisku jegu ikviena pasaules vieta, 
mala un cilveka katra darbTba. Par śada vestTjuma izpausmi 
kluva ainava. Ja realistiska ainava tika paradltas skaistas, 
pievilcTgas vietas vai ar? ainava kaipoja par fonu kadam 
vesturiskam vai dramatiskam notikumam, tad 20. gadsimta 
sakuma makslinieki daba saka meklet eksistences butTbu, 
cenśoties dabas paradibas un vietu, kalnu vai juru cildenuma 
fikset sifretas zlmes par Absoluta klatbutni. 

Simboliski tvertas ainavas par izejas punktu parasti kaipoja 
kads noskanojums. Ta Juzefs Pankevics pec aizrauśanas ar 
impresionismu uzgleznoja daźas noktirnes - noskanu gleznas. 
Vina darba "Parks Duboja" (1897) iemuzinats darza 
fragments ar dTki un kapliću puskresla. Prieksmetu konturas 
izplust vakara gaisma, vienigi dTkis un koki ir nekustlgi 
novakara klusuma, kuru vel vairak izcel atspulgs udenl, ko 
nesavilno ne vismazaka veja pusmina. Sadi uzgleznota ainava 
izraisa skatitajos iespaidu par ramu mieru un nojausmu, ka 
pasaule varbut ir citada, nęka mes to ik dienu ieraugam, jo 
novakara lldzsvarotlba atspogulojas kaut kas muzTgs. 

Cits makslinieks - Jans Stanislavskis parasti gleznoja 
nelielus darbus Krakovas apkaime un Ukraina. Vina audeklos 
parsteidz impresionistiskas gaismas un krasu redzejums. 
Tomer pasaule sajas glezninas neizzud lTdz ar aizejośo 
acumirkli. Glezna "Saulessvece" makslinieks parada vientulu 
augu, kurs, liekas, eksiste sava nodaba. Stepe ir gan 
priekśplana, gan art talak, kur zemnieku maju rinda nosledz 
zemo apvarsni un lielu, gludu debesjumu - viss sakausets 
viena veseluma un atklajas attiecTba pret saulessveci it ka 
negribTgi, lenam, taću zieds tveices aptumsotaja gaisma 
demonstre savu varonlgo eksistenci noslepumaina un 
naidTga tuksuma. 16

Savukart, Ferdinanda Rusćica gleznas tvertie lieli krasu 
laukumi veido zemi, debesis vai udenus. Glezna "Zeme" 
(1897) pasaule tiek noreduceta tik talu, ka skatienam butTba 
paveras butTba tikas divas stihijas - tumsas zemes ares un 
makoniem aizvilkusas debesis. Cilveks, kurs strada uz lauka, 
kompozicionali ir novietots uz robeźlTnijas starp divam 
sferam, tadejadi pieśkirot vina darbTbai kosmisku lielumu. 
Lauka uzarśana parversas par sakralu darbTbu ar heroisku 
pieskanu, klust par kvintesenci dzivei - viss, kas notiek 
vienlaicTgi uz zemes un zem debesjuma, ir darbs un Dieva 
svetTba. 

Ainavas paradTtais dabas simbolisms, protams, atskTras no 
Jaceka Malcevska simbolisma, kur donna tika pausta ar 
nozimTgu telu vai prieksmetu palidzibu. Ainava simbolismu 
radija intrigejośu elementu kopums un to sakarTbu atk- 
lasmes. Ta parks vakara, vientula smildzina bezgalTgas stepes 
plasumos vai uzartais lauks uz debess fona ietver sevi domu 
par kadu nolemtibu, neizbegamibu. Ta ir mazas radibas - 
viena elementa pastavesana un sadursme ar bezgalTbu, 
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Wacław Szymanowski, Mickiewicz after Improvisation [Mickiewicz po improwizacji], 1898, National Museum in Kraków
Vaclavs Simanovskis. Mickevics pec improvizacijas. 1898. Krakovas Nacionalais muzejs

objects. This symbolism grew out of the discovery of an 
intriguing tangle, enchanted in a defined view. A park in the 
evening, a solitary plant on an endless steppe or a ploughed 
field against the background of the sky contained within 
themselves elements of some necessity. The collision 
between a small creature and boundlessness, one power 
with another, or the mood of silence suggested that the 
world is not a haphazard combination of events and elements. 
What this tangle might indicate, however, which philosophy it 
indicated or whether it led to a personal Cod or a metaphysical 
Absolute, or indeed somewhere else, all of this depended on 
the individual equipment of the viewer. Symbolism was 
ambiguous because it only suggested a certain general vision 
which everyone could fill for himself with concrete contents 
as appropriate to his own world-view and experience. Only 
one thing was certain - reality would not allow itself to 
become exhausted in a positivistic observation of facts. 

"PEASANT MANIA"
A phenomenon that was significant for Young Poland was 

also the interest in folk culture. Artists settled in the country,  

viena varenuma saskarsme ar otru, lead klusuma klätbütne 
liek apjaust, ka pasaule nav nejauśu notikumu. Kädu nozimi 
pieskirt sT notikuma raksturojumam mäkslas darbä - tas bija 
atkarigs no skatitäja sagatavotTbas, nonäkot pie Dieva, 
metafiziskä Absolüta vai varbüt vel kur citur. Ainavä sim- 
bolisms bija daudznozTmfgs, jo tas piedäväja vienfgi vis- 
päreju priekśstatu, ko katrs pats vareja piepildTt ar savu 
nozimes izpratni, kurs atbilda vispärejam pasaules uzskatam 
un personigai pieredzei. Bija tikai viens noteikums - dztves 
Tstenibu nevareja apgüt vienigi ar pozitivisku faktu verosanu. 

ZEMNIEKU DZIVES IDEALIZEŚANA
Interese art par savas tautas kultüru bija loti raksturiga 

"Jaunäs Polijas" loka mäkslinieku iezfme. Mäkslinieki nereti 
apmetäs laukos, kur pec ärzemju amata brälu parauga - 
franću barbizonieśu, väcu grupas Vorpsvede, krievu 
Abramcevo - dibinäja radosäs nometnes. Pirmä täda 
nometne radäs Bronovicos pie Krakovas, kur strädäja 
gleznotäji Ludvigs Delavo, Vladimirs Tetmajers un rakstnieks 
Lucjans Ridls. Tieśi te Vladimirs Tetmajers gleznoja zem- 
niekus un skatus ar vinu dzTves parazäm. 
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Wacław Szymanowski, The Procession to Wawel IPochód na Wawel], 1912, 
Vaclavs Simanovskis. Cajiens uz Vave/u. 1912. Krakovas Nacionalais muzejs

where, following foreign models (the French Barbizon 
school, the German group from Worpswede, the Russian 
Abramcewo group) they established creative colonies. The first 
such colony appeared in Bronowice near Kraków. It was created 
by Ludwik de Laveaux, Włodzimierz Tetmajer and some writers, 
including Lucjan Rydel. Tetmajer painted peasants and country 
scenes and customs, concentrating on the folklore side. Young 
Poland also brought a fascination with the Tatra Mountains, 
which bore fruit with the concept of "Zakopane style" in archi­
tecture and artistic craftsmanship and also great interest in the 
Eastern Carpathians and the culture of the ethnic group called 
the Hutsuls [Huculi]. The colourful costumes of this latter group 
and their exotic customs became the source of painterly 
stimuli for Teodor Axentowicz and Kazimierz Sichulski. 

SCULPTURE
Sculpture belonged to the most conservative arts in the 

nineteenth century. The academic figure, fully completed, with 
a usually allegorical meaning, was the fundamental form of 
artistic expression. Romanticism introduced contemporary 
subject matter and movement while realism brought social 
accents and a method of modelling faces and attire that was 
ever closer to reality. But it was only the appearance of Auguste 
Rodin in France that directed sculpture onto a new path. Rodin 
unveiled before the viewer the technique of the sculptor. Until 
then, the bozzetto - a preparatory sketch in clay modelled by 
the master with his own hands - had simply served the assistants 
to transfer the idea of the artist into bronze or marble. Rodin

National Muséum in Krakôw

Mâksliniekus savaldzinâja arT Tatri - turienes folkloras 
apguve, kâ rezultâtâ radâs Zakopanes stila koncepcija 
arhitektürâ un dailamatniecïbâ. Bez tam 20. gadsimta 
sâkumâ daudziem mâksliniekiem radàs interese par 
Austrumkarpatiem un guculu kultûru. Sïs tautas krâsainie 
tërpi un tradïcijas kluva par iedvesmas avotu Teodora 
Aksentovica un Kazimira Sihulska glezniecïbai. 

TÉLNIECÏBA
Têlniecïba bija viens no visvairâk attïstïtajiem tëlotâjas 

mâkslas veidiem 19. gadsimta, kad akadëmiski izstrâdâtai, 
pilnïbâ pabeigtai figürai parasti tika pieskirta arï alegoriska 
nozïme. Romantisms tëlniecïbâ ieviesa laikmetïgu tematiku 
un kustTbu, turpretT reâlisms - sabiedriski nozïmïgus akcen- 
tus, arï tâdu seju un tërpu modelësanas manieri, kas 
tuvinâjâs realitâtei. Tomër tikai lîdz ar Ogista Rodëna dar- 
bïbu Francijâ têlniecïba ieguva jaunu attïstïbas virzienu - vins 
atklâja skatïtàjam tëlnieka darbnïcu. Lïdz tam bozzetto - 
toposo darbu skices no mâla, kuras meistars modelëja 
pasrocïgi, izmantoja un redzëja vienïgi palïgi, ïstenojot mâk- 
slinieka ieceri bronza vai marmorâ. Ogists Rodëns izstâdïja 
publikas apskatei gatavus dabus ar nelïdzenu, it kâ 
nepabeigtu virsmu. Savulaik vinu bija savaldzinâjusi 
Mikelandzelo "Vergi" - vins pârnëma itâlu renesanses 
meistara proponëto non finito principu savâ radosajâ darbâ 
un uzskatïja par pabeigtâm arï tâdas skulptüras, kurâs figuras 
tikai dalëji izcëlâs no neapstrâdâta akmens bluka. Tas viss 
atbilda impresionisma principiem par acumirkla reprezentâciju
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Konstanty Laszczka, Distraught [Zrozpaczonal, 1912, National Museum in Kraków
Konstantins Lasćka. Izmisusâ sieviete. 1912. Krakovas Nacionâlais muzejs

showed the public a completed work with a furrowed irregular 
surface. Fascinated by Michelangelo's Prisoners, he accepted 
for his own works the principle of non finito, treating as 
completed those figures half emerging from an unsculpted 
block of stone. This all harmonised with Impressionism, 
leading to the creation of sculptures as if grasped in a 
passing moment, full of chiaroscuro effects, possible thanks 
to the coarse texture and it also gave a starting point for 
symbolism, changing secretive only half-formed figures into 
mysterious phenomena. 

In Poland, many sculptors at the turn of the nineteenth 
and twentieth centuries experienced a fascination with 
Rodin. Wactaw Szymanowski in Mickiewicz after Improvisation 
[Mickiewicz po improwizacji] (1898) showed the fainting 
poet in a cascade of drapery of an undefined phenomenal 
nature, held up by two figures. His gigantic Procession to 
Wawel [Pochod na Wawel] (1912) was to be located on the 
ruins of the old royal kitchens as a procession of historical 
figures directing their way towards the Cathedral. Their 
phenomenal form gave them the appearance of spirits or 
sleeping figures, provoking a symbolic reading in the 
categories of national dreams or remembrances. 

The second "Rodinist" sculptor was Konstanty Laszczka, 
the author of many portraits. The influences of Rodin, as 
well as Laszczka's fascination with his "Satan-Thinker" and 
the figures by the French sculptor emerging from blocks of 
stone, can be seen particularly in Water Lover [Wodnik] and 
Distraught [Zrozpaczona],  

skulpturâlâ tëlâ un gaismênu efektiem, kuru iespëjams 
parâdït ar nelïdzenu virsmas faktüru. Tâpat sâda virsmas 
apstrâdes tehnika rosinâja arï mâksliniekus-simbolistus, kuri 
radïja dalëji izstrâdàtas skulptûras, kurâs figüras atgâdinâja 
noslëpumainas, mïklainas parâdïbas. 

19. un 20. gadsimtu mijâ Polijâ daudzi mâkslinieki 
paklâvâs izcilâ franću mâkslinieka Ogista Rodëna ietekmei 
un valdzinâjumam. To redzam Vaclava Simanovska veidotajâ 
skulptürâ "Mickevics pëc improvizâcijas" (1898), kur 
nenoteiktas formas drapëriju kaskâdë attëlots gïbstoss 
dzejnieks, kuru pietur divas figüras. Si pasa mâkslinieka radïto 
"Câjienu uz Vavelu" (1912) bija paredzêts uzstâdît uz senâs 
karała pils kompleksâ esosâm virtuves drupâm kâ vësturisko 
personâzu gâjienu uz Krakovas katedrâli. Savdabîgâ formu 
risinâjuma dëj visi tëli izskatTjâs kâ garas un miegainas bùtnes- 
tâdël tos varëja uztvert arT kâ simboliskus tautas sapnus vai 
atminas. 

Otrs tëlnieks-rodënists, vairâku portretu autors bija 
Konstantïns Lasćka. Seviski vina skulptûras "Üdensvïrs" un 
"Izmisusâ sieviete" var saskatït iedvesmosanos no Rodëna 
"Sâtana-domâtâja", kâ arï no tiem franću tëlnieka darbiem, 
kuros tëli nav lïdz galam izkalti no akmens bluka. 

Savukârt, Ksaverijs Dunikovskis atteicâs no impresionis- 
tiskâs maniérés. Vina "Sievietes mates cerïbâs. (Sievietes- 
grütnieces)" ir veidotas ar lielu vispârinâjumu un sintezëjosu 
pieeju - lîdzïgi skulptürâm, kuras grezno Krakovas Jezuïtu 
baznïcas portalu Kopernika ielâ. Tëlnieks neatsacïjâs no 
simbolisma - sieviesu-grütniecu tëli vedina domât par
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Xawery Dunikowski broke away from the Impressionist 
manner. His Pregnant Women [Kobiety brzemienne] was 
modelled synthetically, just like the sculptures adorning the 
portal of the Jesuit church on Kopernika Street in Kraków. 
The sculptor did not break away from symbolism since the 
pregnant figures become a question about the fate of human 
beings, about the mystery of life, birth and femininity. On 
the other hand, the simplified block form led in the direction 
of avant-garde experiences, presaging the issues of 
twentieth-century art. 

cilveka likteni, par dzTvfbas noslepumu, dzimsanu, 
sieviskTbu. TurpretT skulptüru vienkärsotäs blukveida formas 
liecina par avangardisku ievirzi, tädejädi piesakot 20. 
gadsimta makslas problemätiku. 

1 Julian Klaczko (1825-1906), literary critic, art historian, political 
columnist, essayist. Well known for his negative attitude to the realist trend 
in Poland. Dealt mainly with the history of Italian art and Polish Romantic 
literature. In his publication, originally entitled Causeries florentines (1880), 
he discussed the creative work of outstanding artists of the Italian 
Renaissance. 
2 Klaczko 1961, p. 49. 
3 Skarga 2003, p. 72. 
4 Witkiewicz 1971, p. 305. 
5 Ibidem, p. 52
6 Ibidem, p. 356. 
7 Poprzęcka 2000. 
8 Juszczak 1979, p. 129. 
9 Jakimowicz 1970, p. 102. 
10 Teksty o malarzach 1976, p. 159. 
11 Stanisław Feliks Przybyszewski (1868-1927), writer, policy formulator of 
the Young Poland movement, initially connected with the Berlin artistic 
milieu, from 1898 the editor of the "Zycie" periodical in Kraków, author of 
publications introducing the cult of art, elements of Satanism and the problem 
of gender conflict. 
12 Listy Stanisława Wyspiańskiego 1979, vol. I, p. 108. 
13 Ibidem, p. 262. 
14 Zdzisław Kępiński (1911-1978), art historian, Professor of the Higher 
School of Fine Arts and the Adam Mickiewicz University in Poznań, author 
of many publications both on the subject of the work of Wit Stwosz/Veit Stoß 
and on the art of the turn of the nineteenth and twentieth centuries, 
particularly those artists drawing inspiration from Impressionism. 
15 Kępiński 1984, p. 97. 
16 Szkicownik Wojciecha Weissa 1976, p. 24. 
17 Juszczak 1979, p. 126. 

'Julians Klaćko (1825-1906) - literatures kritikis, makslas vesturnieks, 
esejists. PazTstams ar negativiem uzskatiem par realisma virzienu Polija. 
Nodarbojas ar italu makslas vesturi un polu romantisko 
literaturu. Vina publikacija "Florences vakari" (1880) veltita izcilu italu 
renesances makslinieku dailradei. 
2 Klaćko 1961, 49. Ipp. 
3 Skarga 2003, 72. Ipp. 
4 Vitkevics 1971, 305. Ipp. 
5 Vitkevics 1971, 52. Ipp. 
6 Vikevics 1971, 356. Ipp. 
7 Popśencka 2000. 
“Juśćaks 1979, 129. Ipp. 
’Jakimovics 1970, 102. Ipp. 
10 Teksty o malarzach 1976, 159. Ipp. 
" Listy Stanisława Wyspiańskiego, I dala, 108. Ipp. 
12 Listy Stanisława Wyspiańskiego, I dala, 262. Ipp. 
13 Zdzislavs Kempinskis (1911-1978) - makslas vesturnieks. Valsts Makslas 
Augstskolas un Adama Mickevića Universitates profesors, daudzu 
publikaciju autors. RakstTjis par Vita Stvosa dailradi, 19. -20. gs. mijas 
makslu, ka ań par maksliniekiem, kuru iedvesmoja impresionisms. 
, 4 Kempipskis 1984, 97. Ipp. 
15 Szkicownik Wojciecha Weissa 1976, 24. Ipp. 
16 Juśćaks 1979, 126. Ipp. 
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Leon Wyczółkowski, Portrait of Jacek Malczewski. Study [Szkic do portretu Jacka Malczewskiego], 1910 (? ), drawing on paper. National Museum in Szczecin 
Leons Viculkovskis. Jaceka Malcevska portrets. Skice. Ap 1910 (? ). Papirs, zimejums. Śćecinas Nacionalais muzejs
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