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ACADEMIC PORTFOLIO  
WITH OWN COMMENTARY ON THE WORKS  
OF ART FORMING THE PRACTICAL PART OF THE 
POST-DOCTORAL (HABILITATION) DISSERTATION

In “the true history of the prince Minotaur” as told by Zbigniew Herbert in his 
famous prose miniature Pasiphaë did not bear Minos a monster, but a boy, only 
that “with an abnormally large head”; he “grew into a […] slightly melancholy 
idiot”. In order to develop his intellectual skills the Cretan ruler had Daedalus, 
a celebrated master builder and inventor, build a unique pedagogical labyrinth. The 
walls were covered in frescoes intended as educational materials for the unfit prince.1

A self-review of one’s works seems to me to resemble an attempt at describing 
a similar labyrinth perceived solely from inside, being a unique structure, whose 
winding corridors undergo incessant mutations, evolving with its inhabitant. My 
experiences are the material used to build this labyrinth. As in nightdreams one 
cannot see a face that he or she has never seen before when awake, experiences 
and images of actual situations are visible on the walls of this structure, as well as 
variants of these experiences and variations on these themes.

There is no map that could help find the way out. It is impossible to trace the 
route or go back. From time to time a familiar place will be seen, but usually to be 
discovered already to belong to a new whole. All one can do is describe the route 
left behind. A warning has to be issued, however, that my report will not satisfy 
lovers of cartography, maps and charts.

As all the elements make up a whole and I cannot delineate clear borders 
between them, I have decided not to divide this story into chapters.

Some ideas permeate several concepts, and similar elements in different con-
figurations make up new wholes. Sometimes I find some remains of an idea that 
has lost its validity still valuable. I use them just as master builders of medieval 
cathedrals used what had been left from temples from classical antiquity. Some 
concepts may look like ideas that were given up. Unfortunately, what I have dis-
covered myself is everything I can show.

1 Zbigniew Herbert, Collected Poems 1956 — 1998, Atlantic Books Ltd., London 2014 (translation 

by Alissa Valles).
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Because of variable borders between my actions, beliefs and personality Mino-
taur and the labyrinth are one entity in this story. It results in some difficulties as 
I have to write about very personal issues from which we can never have suitable 
distance. Sadly, as Stanisław Lem rightly remarked in His Masters’ Voice, “the 
number of metaphysical beliefs is no greater or less than the number of different 
beliefs a man may entertain on the subject of himself — sequentially, at various 
periods of his life, and occasionally even at the same time”.2 This description might 
be applied to me, the structure of my labyrinth of beliefs seeming neither simple 
nor uniform to me, due to which I could present numerous ideas concerning my 
artistic work. In order to get a description making an impression of at least some 
coherence some self-censorship has to be employed. Therefore I intend to show 
only larger corridors, omitting shorter branches, smaller rooms and cramped closets. 
Let me ask the reader for leniency, however, as I am facing a very unpleasant task. 
For it may turn out that drawing the map which will be shown here I left out 
a place that in time will become significant or even paramount. There is no way 
of knowing whether the room that now is a cluttered broom closet will become 
a main hall soon.

A human form was my first inspiration. Almost all my sculptures allude to the 
human body, therefore they are classified as figurative art. Over the years of my 
work my attitude towards nature has changed, though. At the beginning of my 
sculpting I competed with nature, I wanted to name things and take possession 
of them. This “possession”, however, quickly turned out to be illusory and never 
final, while the reality far more complicated than it could be shown by means of 
a clay copy of nature. Excusing myself I would like to note that nature relishes in 
copying itself. A butterfly is not aware of it, but the patterns on its wings resemble 
eyes of a larger animal; Jack Frost makes patterns imitating forms from the plant 
world on our windows, though no-one would dare suspect the cold of conscious 
actions. Maybe the need of imitating is not a human-only inclination, but a pro-
pensity of the whole nature?

It was relatively late that I realised what the first avant-garde had achieved. 
After initial incomprehension, repression and anger, I finally accepted the obvious 
fact that Magritte had been right to paint “Ceci n’est pas une pipe” (“This is not 
a pipe”) below the pipe in his The Treachery of Images, as it is not a pipe that we 

2 Stanisław Lem, His Masters’ Voice, Northwestern University Press, Evanston (Il.) 1999, p. 5 

(translation by Michael Kandel).
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see, but its representation. Similarly, people made of clay are just sets of forms. 
Particular constellations of solid figures are interpreted by us as human shapes; 
we can see a face in a gnarl, and a human silhouette in the shadow of a chair with 
a heap of clothes on it. Perhaps this propensity of the human brain to perceive 
biological forms in particular sets of solid figures developed and remained because 
it helped our ancestors discern a camouflaged predator.

The initial period of my artistic work was also characterised by a lack of aware-
ness of a particular cultural context I was destined to live in. There are tribes of 
Amazon Indians still living in Neolithic cultures. I could say something similar 
about myself from the times of my early sculptural experiments, when the sculp-
tures known to the nineteenth-century artists were my reference. The pipe by 
Magritte, the urinal by Duchamp, minimal art, modernism and postmodernism 
did not escape my perception, but I tried not to see these artistic phenomena. All 
these artefacts and concepts did heap, however, within the recesses of my sub-
conscious, arousing fear. As I did everything not to see them, they irritated like 
a stain on your shirt at an important meeting.

Some cognitive processes occur even when we do not want them, and require 
no conscious participation at all. Sometimes being in certain circumstances is 
enough, although in such a situation it is hard to talk about any depth or con-
scious participation. There are, however, various kinds of advantages. “Ants that 
encounter in their path a dead philosopher may make good use of him.”3 I was 
more or less aware of the changes and processes taking place around me, the re-
ality radioactivated me, which resulted in changes in my perception of the world, 
and — consequently — in the way I built my artistic realisations.

Every work of art has not only the history of its creation, but also the history 
of thoughts, beliefs, impressions, forebodings, dreams and fears that found their 
expression in this realisation. In his essay on The Sound and the Fury by William 
Faulkner Jean-Paul Sartre famously stated that the technique of a novelist is always 
related to his metaphysics. This observation applies to my field as well. A conven-
tion chosen by a sculptor building a sculpture of a human head discloses much of 
whether in his own belief (even if not fully realised) man is closer to a “piece of 
work” and the “paragon of animals” or the “quintessence of dust”.4

3 Lem, p. 22.

4 Shakespeare W., Hamlet, The Arden Shakespeare, ed. by Harold Jenkins, Thomas Nelson & 

Sons Ltd., London 1997, pp. 253f.
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Content and form have always been influenced by idea which made them 
according to its likeness. In order to provide a justification for so lofty a statement 
I would like to mention two examples from other artistic fields.

In the final scene of Le Nozze di Figaro count Almaviva, trapped and humiliated, 
begs his wife to forgive him the act of infidelity he planned. Even if only for the 
tiniest while, thanks to the melodies used by Mozart there appears a harmony 
vastly outreaching the level of marital reconciliation. Margaret Reynolds, pro-
fessor of English at Queen Mary, University of London, writes as follows: “[T]
his passage is more reminiscent of choral music for church than the burlesque of 
opera buffa. These may be simple words, ordinary people, but the music tells us 
that this is a sacred moment.”5 Thus the form of usual apologies is shaped by an 
idea of a cosmic harmony.

Czesław Miłosz raised his remarks on Pan Tadeusz to a similar level. This epic 
with a “somewhat silly plot” is, according to him, “a poem permeated by metaphys-
ics, its subject being the harmony of existence as an image (or a mirror reflection) of 
pure Being.” Miłosz argues it results from the fact that in this epic, like in some 
paintings by some old Dutch masters, “sunrises and sunsets, daily routines such 
as making coffee or collecting mushrooms are both what the reader believes them 
to be, and a surface under which there is hidden a profound acceptance.”6 The 
aggrandising form of the hexameter is naturally a contributing factor.

The word ‘metaphysical’ was nearly ridden to death already several decades ago, 
but it is difficult to find another one when we face something where a harmonia 
mundi is visible so clearly and convincingly, the world order which appeals to us 
in hexameter and rules of musical harmony, and arouses acute yearning.

To be sure, artists did not work severed from the real world, but expressed ideas 
hovering above their places and times. Form and content were not infrequently 
forced upon them by centres of political power or cult, and sometimes artists chose 
them themselves, influenced by the culture of their time, thus by factors such as 
philosophical theories, religious concepts and debates or scientific theories. In 
order to see that it suffices to glance at how sculpture has been changing in its 
history. Spatial objects made of bronze or stone are relatively immune to time, due 
to which there have remained examples of this activity from all epochs of human 

5 Margaret Reynolds, The revolution in action, „The Guardian”; accessed: https://www.theguardian.

com/music/2013/jul/10/mozart-nozze-di-figaro-the-revolution-in-action [2 October 2018]

6 Czesław Miłosz, Ziemia Ulro, Instytut Literacki, Paris 1977, pp. 101f.
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history (probably). Already artefacts from the earliest stages of civilisation are 
proofs of manual dexterity necessary to make convincing, realistic and sophisti-
cated representations. I would like to stress, however, that it is not any conviction 
(which I do not harbour) of superiority of the ability to create such forms that 
makes me focus on realistic sculptures, but a high measurability of this skill. This 
ability also demonstrates the scope of formal competence accompanying sculptural 
awareness and technical adroitness.

If content and form are shaped by an idea, it follows that art unavoidably 
expresses values. That is why individual displays of formal artistic skills were not 
highly valued before Renaissance, even though professionals were esteemed. For 
that reason artists, still regarded as artisans at that time, resembled scribes dili-
gently writing down words dictated to them. For example, sculptors were treated 
instrumentally in ancient Egypt, which was a total state. The today’s Central/
Eastern Europeans know the mechanisms of such polities particularly well (in-
deed, communists also strove for subordinating to the state all areas of life, from 
playgrounds to the sphere of aesthetic experience, with the intention of the same 
content permeating everything). As sculpture belonged to the most effective prop-
aganda tools, it was controlled by a strong centre of political power which saw the 
preservation of the social structure as a priority. This structure was meant to be 
considered as the only right and acceptable social order, so it was touted to derive 
from gods themselves, with the corollary that what is “perfect” cannot evolve. This 
conservatism had to spread to all areas of life, starting with sculpture.

Some cracks, however, can be seen in this petrified world. Some rare photons 
of freedom that managed to enter through these tiny cracks have survived. The 
sandstone representations of Nefertiti made in the 14TH century b.c., exhibited in 
the Neues Museum in Berlin, are a delight. And only many centuries later certain 
Roman portraits were sculpted that could match the Green Head made in 4TH cen-
tury b.c., which can be admired in the same museum (probably a representation 
of a priest). But these outstanding works were only flashes of individualism which 
were not visible in the mass of sculptures made according to the official recipe.

Interesting regression can be seen in Botticelli’s artistic activity, which is a par-
ticularly interesting example, as the change occurred during one life. Influenced 
by the charismatic monk Savonarola he gave up the style of light and voluptuous 
forms we associate him with and began making stiff compositions resembling 
the paintings from the late 1400s and early 1500s. A visit to the National Gal-
lery in London enables very clear recognition of the change in Botticelli’s style. 
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It suffices to compare Venus and Mars and Scenes 
from the Life of Saint Zenobius. When Botticelli 
began emulating Fra Angelico, his paintings 
were simply boring. Outstanding works are 
unassailable, being part of the whole culture of 
their time, while Botticelli simply strikes a false 
note in his paintings. This proves elegantly that 
the power of unquestionably imposing works of 
art — which can be seen as belonging to the 
group characterised by Jan Białostocki as the 
ultimate works, “destruction of which amounts 
to crime against humanity, being destruction of 
what they seem to value most in their historical 
output”7 — does not consist solely in compo-
sition, colours, subject matter and so on, but in 
a huge context which the viewer quite often is 
not fully aware of.

What is a dominant idea today? People from 
the generation born after 1980 are said to be the 
first to take most information about the world not from printed books but from 
illustrative press material, TV films and ever better photographs printed in albums. 
My generation is therefore believed to have developed a particular intellectual 
instrument called “a memory museum” by some sociologists, namely a set of arche-
typal images stored in the depths of consciousness and being a reference against 
which other works of culture are juxtaposed. Access to such resources certainly 
allows for an unhindered change of conventions (it often happens to me as well). 
It is easier to use a quotation or a pastiche, but also a plagiarism.

Throughout the history of art artists have entered dialogues with other creators. 
Already in the Lascaux caves Paleolithic painters added new scenes to previous 
representations. Now the possibility of such a plastic jam is remote. Artists much 
more often allude to other creators by means of recalling a representation. And 
citing a valued motif sometimes results in a transformation of a singular vision 
into a sign. For instance, the gesture of animation of Adam in the fresco in the 

7 Jan Białostocki, Sztuka cenniejsza niż złoto, Państwowe Wydawnictwo Naukowe, Warsaw 1969, 

v. 1, p. 15.

Door of Creativity
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Sistine Chapel, recurring in a great variety of 
versions, is now interpreted absolutely unam-
biguously. Out of the great number of examples 
I will recall just two, The Calling of St Matthew 
by Caravaggio and God as Architect by William 
Blake. I allowed myself to avail of this excellent 
sign, too. I used it in my realisation titled Door 
of Creativity.

The sculpture was commissioned for a par-
ticular space, therefore the challenge was doubly 
demanding. First, I had to design a composi-
tion satisfying the commissioner thematically. 
The other problem consisted in the necessity of 
adjusting the door to the architectural concept. 
The relief depicts a creative act, so I could de-
fine my own process of creation, which I face 
every day.

Although five human figures are depicted, 
in the sculpted drama there are four heroes. At 

the top of the composition there is a robust, dominating human form opening 
the scene with a gesture. It is a personification of inspiration or will of creation. 
The smallest representation, of a sitting woman, seen on the left, is of a poetess 
imagining the whole scene. Her poem is on the border of two worlds, which is 
represented by spreading it to two realities (which will be explained below). The 
draped figure at the bottom of the composition personifies a potentiality of the 
work, of something yet to be discovered. In the central part of the door I placed 
a representation of a woman nestled in a similar pose, inscribed in a circle. It is 
a personification of an idea. Beneath this “ideal” there is a male figure fighting 
against a heavy, “sheet-metal” drapery, depicting a discovering scientist or a cre-
ating artist.

The door is quite perverse. Although it is the only entrance to the building, 
due to its being fixed to a glass wall it is the only non-transparent element of the 
wall. When planning the whole composition, I envisaged the poetess to remain 
on the one side (on the “doorframe”) of the opened door and her poem to be on 
the other side (the opposite “doorframe”), with empty space between them. If you 
want to pass the threshold of creation, you must face this emptiness.

Door of Creativity
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In the central part of the composition, which is surrounded by the chaos of the 
irregular frame, harmony is gradually appearing. The heroes of the drama (points 
of tension) emerge in it to the rhythm imposed by a golden spiral. I divided the 
composition into two spheres. The material reality is confined in the quadrangle 
made by the beams emanating from the fingers of the top figure, the fold of drapery 
on the left (which also has the function of the handle used to open the door) and 
the line formed by the leg of the “artist”. The parts of the composition situated 
outside the quadrilateral are an area of chaos and inspiration. The poem on the 
right lies on the border of these two worlds.

My generation have experienced the collapse of communism in Poland (though 
for obvious reasons our participation was passive), the murky period of political 
transformation, economic crises, the millennium bug (which probably is to be 
regarded as a modern version of an apocalyptic vision characteristic for declining 
years of all centuries, and especially millennia), as well as a multifarious end of 
the world, which finally, due to the frequency of proclamations, was called a mov-
able feast. It is necessary to add the IT revolution caused by the ever-growing 
popularity of the Internet. We have been shaped by constantly changing pictures, 
music videos, reproductions, ads and commercials. The speed of preparing new 
incentives we are being targeted with by creators of TV programmes has resulted in 
the shortening the length of the average film shot from eight seconds in the 1950s 
to about three seconds. I feel that life in this changing, dynamic era deftly called 

“liquid modernity” by Zygmunt Bauman must evoke the sense of there being no 
ultimate things. The present pace of the depreciation of values, including aesthetic 
values, may have caused that artists are not willing to talk about beauty. More 
than that, they avoid it. Despite this post-modern dilapidation I still yearn for so 
outdated and elusive beauty. It may have resulted from my parochial background 
or having been brought up in a catholic faith which I later denounced. Some 
fullness, completeness, durability and finality of things have always appealed to 
me and still do. I can give up a started motif only when I have got satiated with 
it. I must be sure that I have chosen the best possible form.

I have accepted diverse definitions of beauty in various periods of my life 
(probably that is why I return to some topics). Now I would say that beauty is 

“adequacy”. I am aware how disappointing this definition must be. I will keep my 
earlier concepts to myself in order to spare the reader more clichés, not only trite, 
but also no longer valid to me. It should also be noted that according to a prevalent 
opinion, any attempts at defining beauty are doomed to failure.
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My attitude towards the present world is 
ambivalent, with a slight tilt towards accept-
ance. On the one hand, I cannot accept rampant, 
omnipresent relativity which now has taken an 
extreme form of the so-called post-truth. On 
the other hand, I would never consider my-
self as someone desirous of living in the times 
past, when the reality used to be less plastic, 
and a dominant idea imposed the direction of 
artistic quests and lifestyle. In my realisations, 
I seek fullness, but I allow myself the freedom 
of adventuring into various areas, from expres-
sionism to classicism, merging figurative and 
abstract forms and all possible opposites. Com-
bining these elements, I seek to obtain some 
energy that could compete with biological life 
on its own terms. I may be a botched child of 
postmodernism, or a very slick one, or both.

Despite various perturbations the turn of 
the millennium seemed to me a peaceful period in comparison with the tumultuous 
previous century. To a large extent this sense of safety was certainly caused by the 
fact that no end of the world occurred, whose inevitability was unquestionable 
to me in the early 1990s. To the contrary, Polish dreams of entering the circle of 
Western civilisation were coming true. Thirty years earlier they seemed to be just 
political fiction, if anyone harboured such visions. Expressing such dreams in 
public could result in being penalised by the authorities.

That reminds me my homework composition written in the mid-90s, where 
I described two possible future scenarios. Everything that I imagined in the opti-
mistic variant actually happened a decade later (EU membership, relative stability 
and so on). In the pessimistic scenario cyborgs killed people. Now the future has 
become unpredictable again. If apocalyptic visions typical for declining centuries 
have a less fertilising influence on my imagination, our culture appears to be at 
a turning point again. I leave unanswered the question about the future course. 
I seem to myself to have been more courageous in describing the future.

As for calling the present reality, now I use a completely different “language”. 
The composition named Standing Differently represents a twisted organic form with 

Standing Differently 
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some anatomic elements — there are legs over a twisted trunk and the whole form 
leans on the hand. (It is a good moment, I think, to make a note on terminology. 
Whenever I write about a hand, for instance, I mean a set of forms resembling 
a hand, and so on; it seems to me, however, that the text would be unnecessarily 
heavy if I repeated it endlessly).

This sculpture is not a result of a particular inspiration. It rather expresses some 
unrest, shows the transvaluation of values that is taking place in me, simultaneously 
being a parable referring to the reality that I am watching. Some echoes of my 
earlier Dead Minotaur can be seen here. What these two works have in common 
are expressiveness and heaped forms resembling a muscular trunk. The difference, 
however, consists in Standing Differently being severed from the surrounding.

Dead Minotaur sinks into its base, which accepts it and absorbs. Undoubted-
ly, in this earlier work there is a tragic element due to the lack of a head where 
we expect it, but the elements surrounding the central part of the composition 
arouse some sense of belonging. The bright red colour and the lack of a base 
make Standing Differently emerge as a foreign object in the surrounding space. 
It is intended to torment the surroundings, which at the same time trouble the 

“meaty”, organic form. Like in Dead Minotaur, I used the contrast of strength and 
powerlessness. Despite the heftiness which can be perceived as muscularity, the 
sculpture is “standing” with its legs up. It might be called a caricature of standing. 
The hand functions as legs, while the expressive, as if gesturing, feet can be seen 
where a head would be expected. This “alternative standing”, however, can by no 
means be interpreted as inert lying. It is a fight for dignity fought by a loser, it 
is coping with unfavourable conditions, but also pretending normality. Nothing 
here is where it should be. This pulsing mass is a separate world. The bright red 
acts as the factor combining the composition and emphasising its heftiness, but 
also depriving it of reality and severing it from the surroundings.

The sculpture has a spiral composition. I intended to make the viewer’s atten-
tion pass from the splayed toes to the interior of the surging form of the torso. This 
intention of controlling the process of perception may suggest an inner painting.

Another self-portrait? Partly, yes. In this meaning to some extent each of my 
realisations is a self-portrait or rather an expression of some inclinations. It reveals 
my captivations with some formal concepts and my inner combats. But some qual-
ification is necessary here. I want to emphasise that I prefer interpreting creativity 
and artistic works as stemming from love of beauty and inner urge to create to 
perceiving it as an appealing lament, appropriately seasoned to make someone 
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feel like listening my wails. Which of these motivations is more stimulating? My 
intuition hints both are important, but I cannot decide which of them prevails.

The values entertained in a given epoch find their expression in every cul-
tural product, thus also in dance. Due to its communal character one can see 
in it many traits of social relationships. A trance tribal dance around a bonfire 
expresses many cultural aspects, the aristocratic minuet in which partners only 
took hands from time to time speaks volumes about European countries in the 
period of absolutism, the social changes taking place later were expressed in the 
waltz gaining enormous popularity and for a long time regarded as indecent, as 
partners whirled in a tight embrace, something different can be seen in the tango 
and rock’n’roll that originated in the New World, and other meanings in chaotic, 
unsynchronised movements in today’s discos. Now “dancing together” more often 
than not means a set of movements that are separated, individualised, deprived of 
common elements. The set is the same as in the case of individual dance, but the 
dancers form a circle. Although I have never taken a liking to dancing myself (as 
the careful reader certainly has deduced from the above), I see also in myself the 
tendencies characteristic for disco-goers. This remark does not refer to my frolics, 
but describes the rule of sculpture composition. My typical realisation is a solitary 
figure that forms a separate cosmos, is introvert and hermetic, not entering into 

Martwy Minotaur
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any relationship with the surroundings. Triple Heretic could be regarded as the 
only exception, but actually this realisation consists of three copies of the same 
figure. Apart from this there is no interaction between them.

I stick to an old-fashioned definition of a sculpture; to me, it is a set of solid 
figures being in a special, unique relationship, forming a unity.

Form is of key import to me not only as a content carrier, but primarily as an 
intensifier of the experience provided by this message. Art plays a communicative 
role, but very differently from a codified language with a unequivocal grammar, 
slowly evolving and common for a certain group. Many individual “grammars” 
and “dictionaries” of sculpture could be made, but sculpture will never achieve the 
precision of a language; in this respect it is more similar to music. A sculpture is 
not the best tool for ordering a coffee, but quite satisfactory to make us ponder 
the human nature or contemplate the surrounding reality.

It is not surprising therefore, I think, that the form understood traditionally, 
namely as a well-conceived and precise set of solid figures, is a value to me. On 
the basis of this assumption I seek to make compositions characterised by complex 
relationships between their elements so as to maximally lengthen the stimulation 
of the viewer. I loathe banalities. Admittedly, they can provide some stimulation, 
even a very strong impact, but it never lasts long. I share Lem’s verdict that “a sim-
plification touching upon the truth, but cheaply, is of no more value than a lie.”8

I am of the opinion that art should reveal the structure of reality (inner or 
outer), of a situation or the impression caused by it, doing it by non-routine, excep-
tional relationships of elements making up an artistic realisation. In this meaning 
a creative act is the opposite of the quotidian functioning of mind, because we 
usually search for a general rule which will let us “catalogue” a part of reality and 
consequently abandon observation. Thanks to it we can turn our attention to other 
areas of life, but at the same time our sensitivity is reduced because all that is ex-
ceptional in a unique situation is eliminated and turned into a routine experience.

Naming each of the things created by God was among the first activities of 
Adam landscaping Eden. By this symbolic gesture the first man took possession 
of the world (perhaps we should rather talk about the first self-awareness or first 
amazement that Karol Wojtyła wrote about). It also resulted in tracing a clear 
demarcation line between Adam and nature. The world ceased to be a unity, and 
became “tree”, “flower”, “panther”, “Adam” and so on.

8 Lem, p. 5.
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Language enables ordering the world, but also makes its users to accept some 
formulisation of the real world. A child watches in amazement every animal not 
seen before until they learn its name. After hearing it the child enters the animal 
into the catalogue of notions. Another part of the world ceases to be a mystery and 
is recorded in our memory as an idea. From this moment on the child perceives 
a specimen of this particular species in terms of this idea (the zebra is the one 
with stripes, the stork has a red beak and so on).

What are you saying to me, mountain stream?
Where, in which place, do we meet?
Do you meet me who is also passing —
just like you.

But is it like you?
(Allow me to pause here;
allow me to stop at a threshold,
the threshold of simple wonder).
The running stream cannot marvel,
and silently the woods slope down,
following the rhythm of the stream —
but man can marvel!
The threshold which the world crosses in him
is the threshold of wonderment.
(Once, this very wonder was called “Adam”).

He was alone in his wonder,
among creatures incapable of wonder —
for them it is enough to exist and go their way.
Man went his way with them,
filled with wonder!
But being amazed, he always emerged
from the tide that carried him…9

9 John Paul II, The Roman Triptych, accessed: http://www.ewtn.com/library/papaldoc/jp2poet.

htm [20 November 2018] (translation by Jerzy Peterkiewicz).
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As a university teacher, I often encounter the problem of perception of the 
world being shaped by an idea. This mental attitude results in considering a set of 
elements making up a certain unity as separate objects being adjacent. For instance, 
because of knowledge of anatomic details students tend to see divisions where 
there are none. Because of the tension of abdominal muscles of a standing person 
there is no clear division between the abdomen and the chest. Many students, 
however, add a division suggested by knowledge of the difference between the 
hard chest and the ribless abdomen. It is a clear example of an idea dominating 
over a sensory experience.

Patterns and reflexes let one suspend thinking. Pulling down this routine is 
one of the functions of art. The art of the kind I love suspends our presence in the 
world due to admiration, sometimes a shock or surprise, to cast us deeper in life 
afterwards. Art returns us more sensitive, marvelling anew. George Steiner argues 
that “he who has truly apprehended a painting by Cézanne will thereafter see an 
apple or a chair as he had not seen them before. Great works of art pass through 
us like storm-winds, flinging open the doors of perception, pressing upon the 
architecture of our beliefs with their transforming powers.”10

In order to achieve this effect art has to contribute an “added value”, something 
not present in nature, something that enables making up for its fundamental 
privation, preferably with an abundant compensation. After all, one cannot make 
a human being of clay, wood, stone or any other material. Blood pulses through 
our veins, we move and gesture unceasingly, and our faces change all the time due 
to miming also belonging to emotional messages which we use to complete verbal 
communication. It is impossible to reproduce this richness in an immobile copy. 
The relation of such a sculpture to the original living being would be the one of 
“a bird in the ornithological atlas to a flying bird.”11 Other means have to be found, 
which let one replace multifarious natural elements, especially the ones in which 
biological life is manifest.

“How to make hair?”, is one of the questions most frequently asked by my 
students during classes devoted to the head study. Making hair of clay is naturally 
impossible, which is quickly discovered by anyone having anything to do with 
sculpture. One cannot make so many tiny elements, but it is possible to make 
immobile forms in a particular constellation which will tell a story about hair.

10 George Steiner, Tolstoy or Dostoevsky, Yale University Press, New Haven–London 1996, p. 3.

11 Zbigniew Herbert, Barbarzyńca w ogrodzie, Fundacja Zeszytów Literackich, Warsaw 2004, p. 33.
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We therefore create an interpretation of the real world. It is equally impossible 
to make an eye, mouth or any other part of our body! But we can tell stories about 
them. When we want to do it, however, we have to diverge from the laws of nature. 
New rules are necessary, new “physics” using the limited means which a sculptor can 
avail of. The field of this new “physics” is a sphere of freedom and chaos where reality 
is precisely what matters. And, ironically, one has to abuse this reality to reach its 
core; to ignore its laws and look for new ones in order to show life convincingly. To 
me, in this meaning the task facing an artist resembles an alchemist’s work. In both 
cases it is about extracting an essence. I am not sure, however, where the limit of 
abstracting is, how far one can go detaching a work from the natural, not depriving 
it of communicativeness. I have no doubts, however, that unless one makes an effort 
to construct a mechanism enlivening a sculpture the effect will resemble a copy of 
a clock made by an adroit caveman: a wonderfully carved face with motionless hands.

In order to avoid it one has to enter a complex game between chaos and order. 
At the beginning, if the goal is defined, work on a sculpture seems to be easy. The 
matter gets complicated, however, as the work proceeds, because every unfinished 
realisation contains an infinite number of potential sculptures. The number of pos-
sibilities paralyses. Freedom becomes a prison, which necessitates self-limitation. 
One must find a rule thanks to which a cosmos will emerge out of this chaos of 
innumerable possibilities. In Doctor Faustus by Thomas Mann Adrian Leverkühn 
utters the following statement in defence of freedom in relation to necessity: “Bound 
by the self-imposed constraint of order, which means free.”12 What will emerge from 
the endless sea, is imbued with energy, even if its composition is very simple. It is 
like an old olive tree which makes one feel like listening to its story. Sculptures do 
not say much, but also in music “one certainly does not have to hear everything.”13 
It is enlivened by the order imposing the final form.

While it is easy to define practical problems, it is harder to find a way out of the 
corner to which I drive myself, limiting my own room for manoeuvre by imposing 
a particular order. A new immersion in chaos in order to surface and expose a new 
order is a way out that lets me avoid sentencing myself for perpetual recurrence. Dur-
ing a conversation with Adrian Leverkühn Serenus Zeitblom formulated a charge 
I always try to remember about:

12 Thomas Mann, Doctor Faustus, Vintage International, New York 1997, p. 207 (translation by John 

E. Woods).

13 Mann, p. 206.
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Beg your pardon, but the whole time 
your every other word has been ‘con-
stellation’. But it really belongs more to 
astrology. The rationalism you call for 
has a great deal of superstition about 
it — of a belief in something impalpa-
ble and vaguely demonic that’s more at 
home in games of chance, in lying cards 
and casting lots, in augury. Contrary to 
what you say, your system looks to me as 
if it’s more apt to resolve human reason 
into magic.14

The rationalism that the composer is warned 
of by his friend can result in a fundamentalist 
sclerosis.

However, the world of magic and myths at-
tracts with great force, which I experience anew 
constantly. Out of the works which I made after 
my doctorate Miranda seems to be the most 
classical. This word was used for the first time as 
a proper name by Shakespeare in the fable-like 
Tempest (in Latin miranda means „admirable”). 
I was inspired by the drama, in many respects 
resembling The Magic Flute. It was long after that that I read really amazed the 
following sentences by Wystan Hugh Auden: “Lastly, in The Tempest, Shakespeare 
succeeds in writing myth […] Who has authority in the society of a sinking ship? 
How is the magic of authority maintained? […] Everyone is equal in the face of 
death, as well as of suffering. The magic of authority belongs to the person who 
has professional skill and courage in a crisis.” Or this one, about Miranda and 
Ferdinand: “Both are good but untempted and inexperienced — they think that 
can produce Gonzalo’s Utopia here and now.”15

14 Mann, p. 207f.

15 Wystan Hugh Auden, Lectures on Shakespeare, Princeton University Press, Princeton 2015, pp. 

296–302.

Miranda
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My realisation is a representation of a wom-
an sitting on a chair and clad in a male shirt. 
Miranda’s pure heart, her childlike naiveté and 
beauty in this story lead to reconciliation. Al-
though Prospero has at his disposal supernat-
ural powers, being a powerful wizard who can 
command Ariel, the obedient air spirit, he does 
not give vent to his passions. He observes all 
moral rules. Not before the ceremony is the 
consummation of the marriage of Miranda and 
Prince of Naples to take place, and Prospero 
abandons supernatural powers after entering 
into an agreement with his brother. Good wins 
over evil, purity over desire, law over ruse, for-
giveness over lust for revenge. It is also to be 
recalled that The Tempest is the only play in 
which Shakespeare respects the three classical 
unities (of time, place, and action).

My Miranda was meant to be such an 
emanation of classical beauty. Static, sitting, 
because of her passivity; clad in a male shirt, 
because brought up by her father in a desert 
island; in a white shirt, because she experi-
enced culture as it were indirectly and not fully, 

due to which her partial nudity is not salacious, but expresses innocence. When 
tempted, she did not give her virtue even for the love of her life. The drapery 
also enabled a formal play of vertical and slanted lines as well as of roughness 
of the fabric of the male shirt and softness of female body. The only element 
arousing some unrest that I decided to use is an unnatural tension of the muscles 
in the right hand, which reveals a hidden fear. I intended to achieve the effect 
of a momentary modulation of a melody in a major tonality, considered to be 
joyful, to a disquieting minor tonality. This is the fear of Miranda approaching 
adulthood.

Miranda
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We really do see astigmatically, in fundamental sense: our space and our 
time creations of our own psyche, and when these momentarily falter — 
like acute disturbance of middle ear.

— Philip Dick16

One of the first and most important — in my opinion — tasks that I set my 
students is designing and making a “dynamic abstract composition”. This exercise 
not only provides the opportunity to define basic notions used in sculpture, such 
as composition, solid figure, mass, a direction of a form, and so on, which vastly 
improves communication, but, most importantly, makes students aware of how 
formulaic the process of composing a sculpture is when you do not strain your 
attention. Moreover, seemingly paradoxically, this task increases one’s sensitivity 
during the study of nature.

Our perception of the world is undoubtedly influenced by the conditions in 
which our species and specific human traits developed, namely rhythm, balance 
and language. Rhythm, which we find everywhere (form the beating of one’s own 
heart to seasons to movements of planets and stars) provides us with a possibility 
to predict certain phenomena and therefore gain a sense of security. We can plan, 
which impacts our perception of time. As we can subordinate time to some extent, 
reflecting on it becomes useful. Though limited, this freedom is not despicable 
and is one of defining features of humanity. One can see the import of this partial 
control of time, reflecting on the famous question asked by Nietzsche: “To breed 
an animal with the right to make promises — is not this the paradoxical task that 
nature has set itself in the case of man?”17 This right to make promises implies that 
to some extent man is capable of conscious shaping of his life, not being a slave 
of reflexes, instincts and desires. I am very much aware that now such a defence 
of man’s freedom may seem old-fashioned or even naive, but to me it is valuable 
as it bestows upon us some dignity.

Rhythmic abstract patterns graved on bone handles of the tools of prehistoric 
hunters are one of the sources of art. It is impossible to find out whether a decorat-
ed tool was believed to be more efficacious thanks to acquiring magical properties, 
or simply using a carved object was more pleasurable. It need not concern us here, 

16  Philip K. Dick, The Man in the High Castle, First Mariner Books, Boston–New York 2011, p. 247.

17  Friedrich Nietzsche, On the genealogy of morals. Ecce homo, Vintage Books, New York 1989, p. 57 

(translation by Walter Kaufmann and R.J. Hollingdale). 
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what is more important is what rhythm brought. Mieczysław Porębski writes as 
follows: “The sense of rhythm […], A. Leroi-Gourhan argues, was to produce the 
idea of measure, and together with it — in the time to come — a musical scale, 
a calendar, a peristyle of a Greek temple.”18

Balance is one the first difficulties that we have to face because of life and 
gravity. The vertical and the horizontal (taken as opposites) are a reference for 
any object. In the case of a Greek temple, for instance, it was a standing man. The 
standing pose was one of the three acceptable bodily positions that could be used 
by artists working on a representation of a pharaoh (the divine ruler could also 
stride or sit).

Language can be used to create and express general ideas. They are extremely 
useful, but lead to formulisation of thought, as a singular, unique problem is re-
duced to some pattern. Formulae are necessary in mathematics, because they enable 
predicting phenomena when applied in exact sciences, but in sculpture recurrence 
results from suspended attention, laziness or simply the lack of concentration.

The consequence of the characteristics of human perception and ordering of 
the world that I mentioned above is that static forms are the most convenient to 
make, subordinated to the vertical or horizontal, symmetrical and made of elements 
of similar magnitude. There appears a threat, however, that such a realisation will 
turn out to be unbearably boring. When we want to oppose this human tendency, 
discarding all physical reference points or axes, it requires an intense intellectual 
effort and heightened attention. This experience makes us aware of the necessity 
of variegation when building the internal relations between solid figures during 
a study work with a model. Instead of simple division of a composition into el-
ements that form it one must search for numerous ways of expressing a formal 
problem. And it does not matter whether it has to do with the line formed by two 
adjacent shapes forming lips or sophisticated subtleties of the shape of an apple.

The information we can confer by means of a spatial form is very limited. Full 
organic shapes are associated with vitality and sexuality, they can also evoke the 
feminine; concave forms call to mind the weak and empty; sharp and regular 
geometric forms evoke the hard, solid and masculine. This is the dictionary that 
I use building my realisations. It causes me to put forward the thesis that in fact 
sculpture is abstract, as it uses abstract notions.

18 Mieczysław Porębski, Dzieje sztuki w zarysie, v. 1, Od paleolitu po wieki średnie, Wydawnictwo 

Arkady, Warsaw 1976, p. 21.
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A solid figure (the world) is defined most fully by kinds of relationships, but 
there must exist some community of elements so that we could experience these 
relationships. Similarly, we do not see the “other” in a chimpanzee, but we per-
ceive him in a person of a different race, faith or language, because there is more 
of what we have in common than of what makes us different. Involuntarily, we 
distinguish the elements of the whole. We seek to find the construction rule of the 
object, to reduce it to the simplest constituent elements; like an ancient sculptor, 
we search for a module.

In the extreme form of this reduction the elements of a form are reduced to 
two opposites. I wonder whether the tendency to look out for pairs of antagonistic 
elements stems from the fact that our constant and life-giving daily star has its 
counterpart in our natural satellite, visible at night, changing and bestowed with 
cold light. The Sun is four hundred times bigger than the Moon, but because it 
is also four hundred times farther, it seems to be of the same magnitude. Because 
of this happenstance (?) the Earth is the only planet in the Solar System from 
which a perfect eclipse of the Sun can be seen.

Dualistic concepts have unquestionable aesthetic advantages, such as beautiful 
symmetry. I am of the opinion, however, that they lead to a dangerous separation 
of elements forming the complex whole of man. In many religious systems where 
a clear demarcation line separates the good from the evil everything material, 
therefore carnality, has been regarded evil. If the spirit comes from the highest 
Being, which is good, matter — the opposite of spirit — must be evil.

This reasoning is very logical and equally false. We can say “I have my own 
mind”, and someone has a beautiful or ugly body. What can we say about the 
possessor of this body or mind? Who is it? To me, we have neither body, nor 
mind/spirit, but they are what we are. In my opinion all endeavours to prove 
that one of these elements is less important or evil are simply foolish. The need 
to valuate the personality traits also stems from the dualistic passion to divide 
all the things that exist into things good and evil. And there is just one small 
step between this classification and denying an emotion, sensation or thought 
the right to exist.

Anxiety is not infrequently considered to be a state unquestionably unfavourable. 
After all, one cannot overlook its negative effects. However, Grzegorz Jankowicz 
uses the example of Franz Kafka to show the positive impact of this state on one’s 
ability to perceive the nature of reality:
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Immediately after Kafka’s death an unusual obituary was printed in the 
daily Národní listy. The author, Milena Jesenská, with whom Kafka had 
a tumultuous love affair, suggested that just because of this anxiety the writ-
er could not have a “normal” life. Insecurity and oversensitivity prevented 
happy existence, but thanks to them Kafka “heard everything perfectly also 
where others, being deaf, felt secure.” Thirty years later Hannah Arendt 
wrote that his emotional and intellectual tension, as well as constant inner 
struggle, made it possible for Kafka to write true parables that are radiated 
along and around occurrences like beams of light. However, they do not 
illuminate the outer contours of phenomena or events, but — like X-rays — 
reveal their inner structure, that is the structure of thought which remains 
inaccessible to most of us.19

There are many contradictions hidden in the complex human being. Either 
alternatively, or — often — simultaneously we are tossed by contradictory emo-
tions and needs. It seems to me that solely by means of a paradox can be man 
characterised fully, as a whole. In art the necessity of co-existence of contradictory 
elements seems even more inescapable. In her collection of essays named Jak 
przejąć kontrolę nad światem, nie wychodząc z domu (“How to take control over the 
world, not leaving home”) Dorota Masłowska cites Milan Kundera’s verdict that 

“kitsch is the world without shit.” She explains that “it is not to say that excrements 
should lie next to stone steps in a vineyard, but shit is meant as a metaphor of any 
decay, decomposition and rot which consume reality and that a complete removal 
of these processes out of sight of the viewer results in a certain kind of absurdity, 
which is called kitsch.”20

Another example of the coincidence of opposites is juxtaposing the comic 
and the tragic, which only seem to exclude each other, while in fact they make 
an inseparable pair. (It is to be mentioned that psychological regularities are 
meant here, not cultural phenomena; my sentence does not refer to the classical 
decorum principle, for instance). Now I feel an ever stronger urge to balance 
between various contradictions. Besides, this game has always inflamed artists. 

19 Grzegorz Jankowicz, Zbawienny zawijas niepokoju; accessed: https://www.tygodnikpowszechny.

pl/zbawienny-zawijas-niepokoju-149709 [27 September 2018].

20 Dorota Masłowska, Jak przejąć kontrolę nad światem, nie wychodząc z domu, Wydawnictwo 

Literackie, Cracow 2017, p. 28.
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This is exactly what showing an animal on a inanimate and cold rock, represent-
ing movement in a stone sculpture or presenting three-dimensional space on flat 
canvas consist in. We also have to remember that the realisation itself which we 
present as something complete and obvious contains potential trajectories that 
were discarded at the stage of concepts or formal experiments. We have therefore 
more opposites — of unity and multiplicity and of the consummate and the in-
complete. The consummate realisation has pretensions to the only right version, 
so it wants to be treated as a “consummate” work also in the second meaning 
of the term, ‘perfect’ (as you can declare someone, for instance, a ‘consummate 
beauty’). Let me avail of Doctor Faustus once more:

There is a great deal of illusion in a work of art; one could go farther and 
say that it is illusory in and of itself, as a “work.” Its ambition is to make 
others believe that it was not made but rather simply arose, burst forth 
from Jupiter’s head like Pallas Athena fully adorned in enchased armor. 
But that is only a pretense. No work has ever come into being that way. 
It is indeed work, artistic labor for the purpose of illusion.21

Jerzy Jarnuszkiewicz noticed another similarity of opposites; this one of ar-
tistic fields, namely sculpture (the most material) and music (the most abstract): 

“Sculpture is the polar opposite [of music], but at the same time has everything 
in common [with music].”22 On the one hand, we talk about mass of sound and 
musical texture, which is the principle of combining melodies; on the other hand, 
there is a notion of a composition of a sculpture. Moreover, a spatial form requires 
longer perception than a painting, as a sculptural realisation must be watched from 
every side. It is impossible to see everything in one look, because at least half is 
not visible. It takes time to see things that at the beginning were hidden. Either 
only after some time can we see significant parts of the realisation, harbouring 
some expectations, or we remember what we have already seen. Perception of 
a musical work is exactly the same, which is reflected in the following example: 

“[T]he four-note tag with which the movement began is repeated once more, piano, 

21 Mann, p. 192.

22 The sentence is cited in: Bogusław Mansfeld, O rzeźbieniu i rzeźbach [in:] Bogusław Mansfeld 

(ed.), Adolf Ryszka: rzeźba, Centrum Rzeźby Polskiej, Orońsko 2007, p. 18.
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but now harmonized and capped at last by the cadence that — we realize — has 
been standing patiently in the wings all the time.”23

This similarity also makes us aware of the most important difference between 
music and sculpture. This one, however, is discernible not in the process of crea-
tion, but in experiencing works of art. A person listening to music remains passive, 
while someone viewing a sculpture has to move, deciding to some extent about 
the chronological order of viewing particular elements of the composition. This 
element of freedom does not accompany perception of music, as a musical work 
needs time to develop. I am of the opinion, however, that when facing good sculp-
tures the viewer has limited freedom of deciding about the course of the process 
of perception, the reason being that the artist distributes the points of tension is 
such a way as to impose the order of watching the elements of his work. Perhaps 
because of that good sculptures seem to be more “musical”?

My realisations are stories about man even if their forms resemble animals 
or what might be called an “abstract” figure. Much can be said about man, but 
certainly we would not ascribe to them “one-dimensionality”. Nor are they “two-di-
mensional”. The game of opposites that is taking place in me does not differ from 
the one that is visible on the surfaces of my sculptures. Constellations of inter-
relationships are at work in my sculptures, and the mechanics enlivening these 
immobile forms has nothing in common with biology, but much with music and 
a little with alchemy.

In order to make my method clearer I use the notion of a “cauldron of oppo-
sites”. This metaphor is intended to illustrate — inevitably imperfectly — some-
thing that cannot be shown, the process of creating a sculpture. The character 
of my realisation is determined by various proportions of the classicist and the 
expressionist, the comic and the tragic, the figurative and the abstract. The carriers 
(clay, paper, resin or bronze) do matter, naturally, as they constitute an additional 
signifying layer of the work, but this does not belong to the things I intend to 
touch upon in this paper.

A paradox, which I believe to characterise man as a whole very well, can prove 
very effective (probably for this very reason) as a creative method. The sculpture 
named Untitled is a representation of a male figure covering private parts with 

23 David Cairns, Mozart and his Operas, Penguin Books, London 2007, p. 15 (on the final bars of 

the last movement of the string quartet in G by Mozart (K387).
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his arms and a headscarf covering his head. The 
drapery alludes to a perizoma, which should 
cover the “shameful” parts of the body. Here 

— provocatively — the cloth covers the head, 
where knowledge gained and ideas grafted by 
culture are stored. It is where thoughts, night-
dreams and daydreams are born.

Because of the drapery we cannot recog-
nise the face, but at the same time the sculpted 
figure cannot see what is around him. Despite 
this blindness, or maybe because of it, the figure 
is ashamed. Doubly! The man covers both his 
carnality and everything which was born in his 
head. Shame is a very intriguing phenomenon. 
We do not see it in animals. Only some dogs 
behave in a manner that could be considered as 
shame. We cannot be sure, however, whether it 
is only an conglomerate of learned behaviours, 
or a genuine emotion. It is to be noted that 
only domesticated dogs strike a pose that can 
be regarded as shame, and only towards people, 
not surprisingly perhaps, as shame belongs to 
main educational methods.

The drapery is made of geometric forms. When I use such elements in my 
realisations, I usually intend to show something from without a single human 
being. When employed in my sculptures, geometric forms that have been used 
since the very beginnings of culture tell stories about deplorable aspects of our 
civilisation, such as ideology, religious fanaticism, conformism or mechanical ac-
tions resulting from ignorance. They grow in our personality and sometimes veil 
individual beauty (truth?) of a person.

In Bad Fruit this game between organic and geometric forms is visible most 
clearly. Solid figures grow out of the inside of the figure like crystals, covering the 
upper part of the figure. I was inspired by my experiences in the family orchard 
where I used to work with my father. Every spring the tree branches are to be 
pruned carefully, leaving only the thickest ones so that the apple tree can give 

Untitled
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tasty and healthy fruit. When you do not do it, 
a tree degenerates and gives ever smaller and 
sour fruit. Bad Fruit is a reflection on human 
nature. Without proper intellectual and spiritual 
hygiene a human being begins to resemble such 
a neglected apple tree, and his or her true face is 
covered in a degenerated “tissue” of unreflective 
mechanisms.

The sculpture named Progression goes fur-
ther, there is no human being. This triangular 
walking composition is deprived not only of 
ears, mouth and eyes, which are responsible for 
communication, but also of the whole trunk. No 
interaction is possible. We encounter a sharp, 
hard form. There is no human being any more, 
what has remained is stubborn and unyielding 
will. Perhaps élan vital?

As mentioned above, I do not know all the 
answers even to questions concerning my own 
work, perhaps because of creation resembling 
wandering without a map in a new place.

This is what an ad hoc construction rigged up from various definitions and 
arguments, the construction I use to prop up myself so that my doings can look 
right and purposeful to me, looks like. I know, however, that most decisions are 
motivated by emotions, and intellectual efforts consist in seeking to rationalise 
these choices. It is hard to admit that emotions determine my behaviour, and my 
work is a resultant of numerous fascinations which I try to glue together into a sys-
tem. Many theses presented above are too categorical, and the tone used by me is 
often lined with uncertainty. I am ready to admit that my realisations are a result 
of infirmity which I seek to justify at any cost. Perhaps I am like a “hunchback 
who, in ignorance of the fact that it is possible not to be hunchbacked […] has 
sought an indication of a Higher Necessity in his hump, because he will accept 
any theory but the one that says that his deformity is purely accidental.”24

24 Lem, p. 15.

Bad Fruit
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It is impossible to settle this matter, as there 
are no objective instruments that could be used 
as verification tools. Art evades rules, being — 
like a stock market — a field of speculations and 
emotions. Finally it is very often the personality 
of the artist, his ability to convince others and 
his persistence in adhering to a chosen course 
of action that determine the persuasiveness of 
his vision.

Every decent story of Minotaur ends with 
an encounter with Theseus. A dramatic fight to 
the death would be a perfect coda. Neverthe-
less, no hero can be seen approaching. Moreover, 
I have never heard a story in which Theseus 
announces his visit, so I cannot be sure whether 
he will arrive soon or there is still much time 
left. Another corridor comes into view instead. 
Familiar elements are combined to make unfa-
miliar formations, completed with new elements. 
New sculptures will be probably both new and 
a bit familiar.

I am very much aware how disappointing 
this finale must be. Still, I hope that I have not reached the most interesting areas 
yet, which, however, must be poor consolation for the reader who I am leaving 
now. Because of our culture we have become accustomed to closing history in 
compositional frames. Introduction, main body and conclusion make a nice order. 
Probably this makes nightdreams so unbearable. They begin unexpectedly, as if in 
the middle of the plot, and end without any point.

In this respect life seems to resemble rather dreams than art. Time is needed 
to pick out important things from the mass of occurrences. “Chaos […] is ordered 
ex post facto by generals, politicians and chroniclers, which reveals the beautiful 
human yearning for rational patterns and causative explanations of facts which 
are dark in their very essence.”25 Probably for this reason, hopefully and arrogantly, 
as is characteristic for our species, we call the labyrinth of life a path.

25 Herbert, Barbarzyńca…, p. 65.

Progression


