











Modern Art and Human Values 45

manners and morals. Nevertheless, ultimately in all undertakings of this kind the element

of spectacle was gradually becoming concerned, refer in a sense to the chromatic abstractionism of the
*forties and began to acquire characteristics increasingly similar to a special kind of theatre, a develop-
ment confirmed by the artists themselves who willingly applied the term 'theatre’ to them 2

In this way, if the early happenings at the beginning of the ’sixties, derived from the
assemblage and Environmental Art, and aiming at bringing art closer to life, then the
*performance’ from the middle ’seventies was characterized by striving for aesthetic
effects.

Happening loses its immediacy and spontaneity, its imporovised and unrepeatable character.
Performance ceases to be an aim in itself and becomes a means, another artistic medium, one of several
possibilities of artistic expression. This leads to an analytical attitude and to a presentation of certain
conceptions in a reflective rather than spontaneous manner. In this way the ideological assumptions
based on the art — life relation become subdued.

All this seems to indicate that, contrary to the declarations of some new avant-garde
artists proclaiming the abolition of artistic values, these values are still present in artistic
practice in one way or another. Likewise, the phenomenon of aesthetic experience was
not to be elimited, either. The activities of the new avant-garde artists resulted not so
much in an abolition of art as a separate domain of culture or in the elimination of
aesthetic values and experience from art, as in widening the range of these concepts. It
does not mean that the scope of the achieved transformations can be precisely determi-
ned today. Yet, one thing at least seems certain: the most recent art has liberated itself
from the authority of classical beauty, that is, beauty based on harmony, rhythm,
syme try, and proportion. In the art of today the so-called mild aesthetic values give way
to sharp, disharmonious, and dissonant values. The situation is similar in respect to
aesthetic experience: instead of evoking consoling emotions and admiration, modern art
aims at provoking strong agitation, often approaching shocks.'®

Therefore, the disintegration of classical forms in modern art does not mean a total
negation of form or of the human sense in art. Each new vision of the world and each
change of man’s attitude towards life produce a substitution of some forms by others in
art. The same reasons which make us believe that human spirit will go on developing
forbid us to think that art may ever freeze into ready-made forms established for good,
Thus, one cannot accept H. Read’s claim that the decline of classical forms in art (the
author of The Philosophy of Modern Art meant primarily the art informal, action-
-painting, and Pop—Art) was identical with a refusal to evaluate the world by the artist
and constituted a manifestation of modern barbarity and ethical nihilism.

Naturally, to complete the picture, the periphery of modern avant-garde does reveal

a tendency to abolish all form or a desire to annihilate form as such.

The art of the 20th century, especially of its second half, is often barren, empty, and boring,
because its battle against the Form and its attempts to liberate itself from Form do not constitute an
expression of new, original ways of looking at man and the world, nor do they lead to a discovery of

8 Ibid., p. 58,
9 Ibid., p. 64-65.

10 The distinction between mild and sharp aesthetic values and their corresponding aesthetic
experiences has been introduced by M, Wallis. Cf. M. Wallis: PrzeZycie i warto$¢ (pisma z este-
tyki i nauki o sztuce 1931-1949) (Experience and Value. Writings in Aesthetics and Science of Art
1931-1949), Krakéw 1968, p. 185-210.
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a new essence of man. They are but liberating art from art itself and from the possibility of characteri-
zing man and the world in a synthetic and symbolical manner.!

Such art is truly dehumanized since it has nothing to offer and does not enrich our
knowledge of ourselves, of the world, and of our condition in the world. The art which
pushes the degradation of form to the utmost achieves it ideal, that is, its unification with
nature, but at the same time it loses its humane aspect and ceases to be needed by
anybody. .

Yet, at this point we enter the domain of evaluating the phenomena in modern art.
From the point of view of certain humanistic ideals, the evaluation of art was fully
justified when art was regarded as a specific generator of life values while the aesthetic
merits of a work of art were seen as playing the role of a carrier of the desired moral,
political, ot religious ideas. But even then, when evaluating the importance of particular
social ideas for art, besides their qualitative aspect and the degree of progressive or
reactionary character, it was required to take into account also such features as unity,
coherence, internal integration, that is, characteristics which exert direct influence on the
structural qualities of a work of art. Even classical avant-garde, breaking the mimetic rule
or the principle of reproducing life in the forms of life itself, did not give up the
expression of Auman content. Ortega was quite right when, virtually contradicting his
thesis about the dehumanization of the new art, he saw a chance of saving the magic
power of art in self-irony. Regardless of the articulated intentions of particular creators of
classical avant-garde, their struggle for new forms was simultaneously an attempt to find
an expression for a new human content and new ways of reacting to the world. Still, do
we have the right to apply the same humanistic criteria of evaluation to the most recent
avant-garde which consciously questions all the former social functions of art? Would it
not be a misunderstanding to evaluate the works of the new avant-garde from the point of
view of formal purposefulness, if the most radical representatives of the new avant-garde
reject form as a determinant of art?

The problem of the evaluation criteria for the new avant-garde events, actions, and
manifestations, still remains an open question. Students of the new avant-garde pheno-
mena seem to be generally convinced that it is impossible to apply any constant,
commonly binding measures of values; anyway, one can hardly accept novelty as such

a criterion.

We all know perfectly well, S. Morawski, states: that the search for something "absolutely new’ at
any price has become a tradition in our times and a sort of humbug. As in the rhythms of fashions,
one —ism follows another, and the greater a revelation we expect in something pretending to be quite
fresh, the more acute our disappointment is bound to be. There are no and cannot be any artistic
phenomena without some roots. And, what is most important, cven the latest work, of such existed,
need not at all have to be the most intercsting or inspiring one within the avant-garde and, in any case,
it does not automatically cancel what succeeded to consolidate itself only yesterday and the day
before yesterday.1 2 A similar opinion has been pronounced by K. Jelenski who stated that.

My Skolimowski: Antynomie formy w sztuce wspdtczesnej (The antynomies of
form in modern art} ”Studia Estetyczne”, vol. IX, Warszawa 1972, p. 28. Cf. also his Dezintegracja
formy w sztuce wspotczesnej (The disintegration of form in modern art), “Studia Estetyczne”, vol.
Xit: 197S.

129 Morawski: Putapki idylematy neoawangardy (na marginesie pewnej wystawy) The
traps and dilemmas of the new avant-garde. Concerning a certain exhibition), "Sztuka”,
vol. 5:1978, no. 3, p. 57. '
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bourgeoisie intelligentsia.”"® We should not be misled, Trotzky warns, by the extreme
revolutionary phraseology about society and manners or by the nihilistic attitude towards
the whole preceding artistic tradition. In fact, the battle was fought to abolish the
dictatorship of the mandarins in art and to introduce the monopoly of the Futurism as
allegedly the only art truly modern. It was to win for the Futurists an appropriate status
in artistic life and to ensure formal acknowledgement by the cultural institutions of the
bourgeoisie, a lasting place in the handbooks of art history etc.

The author of Literature and Revolution rejects the aspirations of Russian Futurists
to spiritual leadership in the socialist revolution and he questions the proletariat character
of the Futurism, though he does not negate the artistic (and, more widely, cultural)
achievements of this trend. Seeking their own identity as a generation in relation to the
official art, the Futurists appealed to a new artistic sensibility that was only being born
and new ideals of beauty. It was precisely that factor that decided about the durability of
the Futurism and made it play an important role in the process of cultural transforma-
tions. In Trotzky’s opinion, the undeniable contribution of the Futurism was the
acceleration of the process of the re-evaluation of traditional aesthetic conceptions. The
Futurists formal experiments in plastic arts helped to demolish a wall between art and
life, between artistic beauty and applied beauty. Thanks to them, there now occurred
a possibility to take advantage of the technical experience of the Futurists for the needs
of the industry and to apply the methods of plastic organization of materials which they
invented to industrial production. In turn, the verbal inventiveness of Futurist poetry
exerted a strong influence on the process of the re-evaluation of language and contributed
to the supplementation of the inventory of living speech, typical of the 20th-century city
culture.

The idea which is underlying Trotzky’s comments about the Futurism seems to be his
conviction that the art of the beginning of the 20th century was a positive response to the
challenge posed to the artist by modern civilization while its objective cultural function
was an attempt to re-orient the society’s aesthetic awareness in such a way that it became
a factor adding a dynamic impuise to further development of material and spiritual
culture. Undoubtedly, a similar explanation of the genesis and function of the avant-garde
is closer to truth than Plechanov’s doctrinal conception that Formalist art constituted
merely a product of the decline of bourgeoisie culture and that it played a servile role to
the interests of the bourgeoise since it did not contribute to the recognition of the system
of social forces and did not reveal the real tendencies of historical development. For
Plechanov the artist’s resignation from the realistic reproduction of social life was
identical with his refusal to become involved on the side of the proletariat in their fight
against the bourgeoisie. The author of Letters Without Addresses seemed convinced that
the Futurist art was always a way of escaping from reality and arose from a discrepancy
between the artist and his social environment, between the artist and the political autho-
rity. Because of Plechanov’s conviction that socialism will totally eliminate the possibility
of such discrepancy, in socialist society the art for art’s sake will lose all justification of

'S\, Trotzky: Literatura i rewolucja (Literature and Revolution), Moskwa 1923, p. 102.
Trotzky's remarks concern mainly the Russian Futurism but their significance seems to be wider.
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term, has become an accomplished fact and the avant-garde, if it is to be worthy of its
name, must take some attitude toward it. Thus, it seems that the importance of the new
avant-garde in our culture will increase in time and, in consequence, sooner or later it will
cause a re-evaluation of our present opinions about the cultural mission of art. In partic-
ular, one should expect a rejection of the romantic convictions about the special role of
the artist-priest, as well as of theories of more recent origin, finding the sense of art in its
subordination to pure form,

If art is to retain its cultural function of regulating the relationships between the
individual and society, it should give up its posture of the teacher of life wisdom and
reconsider the idea that it represents nothing but itself and realizes no values but self-
-centered values. For the main task of the artist is a clear articulation of those subjects of
collective consciousness (or rather subconsciousness) that are only vaguely sensed or that
are only being formed. It is true that a distinguished artist does not limit himself to the
expression of fears, anxieties, longings, and hopes of his society, but he also enriches the
spiritual life of his society with new ideas, points out new goals, and mobilizes social
energy for new tasks. Yet, he should always bear in mind the fact that the success of his
mission is conditioned by leaving some freedom of axiological decisions to the addressee
of cultural operations.

What makes the art recipient get in touch with works of art is quite a natural impulse,
though not always conscious, to desire areconciliation of individual aspirations and
demands with, or a harmony between his own needs, and those of the community to
which he belongs and feels psychologically bound. But this is only one side of .the
phenonenon. An equally significant motive for the activity of the art recipient (and in
modern civilization the significance of this particular motive seems to be growing) is
a desire to manifest his own individuality through the choice of this or that form of
participating in artistic life and through an expression of his approval of certain aesthetic
and social values realized by art. The greater variety is there within a given artistic culture,
the more numerous possibilities of similar manifestations are provided for the individual,
the stronger is his attachment to this culture and its ultimate result, stronger ties with the
community.

As can be noticed in the above considerations, an optimal state of artistic culture is
that of arelative equilibrium between the socializing tendency and individualizing
tendency. In such a situation, artistic activity has then two strictly interconnected func-
tions; on the one hand, it leads to the consolidation of the inherited values, cementing the
community on a given stage of its development, and, on the other — it evokes in the
recipients a hunger for new values and initiates independent efforts aimed at achieving
ideals desirable from the point of view of far-reaching social interests. Both tendencies,
socializing and individualizing, mutually complement each other, Only their co-occur-
rence conditions the stability, as well as elasticity, of a given culture. The stronger is the
sense of identity of individuals constituting a given community with the system of values
acknowledged within it, the greater is their activity directed at creating new values and
the greater are the resources of the vital forces of the society and its ability of modifica-
tion.

The conclusions which the above remarks imply do not aspire to particular inven-
tiveness or originality. Today it does not seem necessary to persuade anybody that






54 Tadeusz Szkotut

STRESZCZENIE

Artykul zawicra prébe analizy kulturowych i cywilizacyjnych dylematéw najnowszej awangardy
artystycznej. Wedtug autora, zasadniczym faktem wyznaczajacym poloZenie awangardy w systemie
wspotczesnej kultury jest jej stosunek do tradycji artystycznej. Neoawangardysci nie ograniczaja si¢
do odrzucenia ,starej”, ,,akademickiej” sztuki, lecz dowodza zbednosci sztuki we wspétczesnym
uktadzie kulturowym, kwestionujg wszystkie dotychczasowe funkge sztuki, w tym takZe funkcje
estetyczng. Ambicjq dzisiejszej awangardy jest unicestwienie wszelkich granic miedzy sztuka i Zy-
ciem, bezposrednie ksztattowanie materii 2ycia. Okazuje si¢ jednak, iZ neoawangardysci nie sa w sta-
nie zrealizowa¢ w sposéb konsekwentny programu demistyfikacji sztuki tradycyjnej i zespolenia
twoérczosdei artystycznej z Zyciem. Nie jest to sprawa przypadku: catkowite uwolnienie si¢ sztuki od
formy bytoby réwnoznaczne z zaprzeczeniem ludzkiego sensu sztuki.

Walka o nowe formy w sztuce jest zawsze proba znalezienia wyrazu dla nowych tresci ,Judzkich”,
odzwierciedla zmiang postaw cztowieka wobec Zycia. Zaproponowany przez autora schemat ewolucji
(czy raczej: inwolucji) sztuki (od sztuki tradycyjnej, wkladajgcej wartosci spoteczno-kuiturowe
w ,,piekng” forme dzieta sztuki, do sztuki eksponujgcej wartosci czysto estetyczne, a stad do dziatal-
nosci bezposérednio zaangaZowanej w proces przeobraZania $wiata) nie ttumaczy jednak wszystkich
perypetii wspotczesnej awangardy. Obraz stanie si¢ pelniejszy, jesli na fenomen awangardyzmu spoj-
rzymy nie tylko z punktu widzenia immanentnej logiki rozwoju sztuki, lecz réwnieZ z punktu widze-
nia logiki ewolucji wspotczesnej cywilizacji. W tej perspektywie neoawangarda moze by¢ zinterpreto-
wana jako swoista ,nadbudowa” dzisiejszej technologicznej cywilizacji, jako forma krytycznej reakcji
pewnej czgsci mtodej inteligencji tworczej na kryzysowe zjawiska towarzy szace masowemu spoteczeni-
stwu ery industrialnej, bagdZ jako wyraz aprobaty dla zachodzacych obecnie proceséw cywilizacyj-
nych. Pod tym wzgledem praktyka neoawangardy réwnieZ nic jest wolna od niekonsekwendji czy
sprzecznosci.

W zakonczeniu artykutu autor formutuje pewne wnioski na temat wplywu neoawangardy na
catoksztatt kultury artystycznej spoteczefistwa, stara si¢ naszkicowaé optymalny model takiej
kultury. Wedtug autora, w przysztosci nie zmaleje bynajmniej znaczenie homeostatycznej funkcji
sztuki: sztuka nadal pozostanie unikalnym narzg¢dziem przywracania zaktéconej réwnowagi kultu-
rowej.

PE3IOME

B npannoit pabore aBTOp NOMBITAJICA MPOBECTM aHaIu3 KYJAbLTYDHBIX U IMBUIU-
3aTOPCKUX JWJi€eMM aDTUCTUMYECKOrO aBaHrapjia. ABTOD CHMTAaeT, 4TO CaMbIM Cyllje-
CTBEHHbIM (DPaKTOM OINpPEeAEJIAIIMM COCTOAHME aBaHTapja B CHUCTEME COBPEMEHHON
KyJbTYpPb! ABJAETCA €ro OTHCLIeHMEe K apTMCTUYecKOM Tpazuuyu. HeoaBaHrapaucThi
HE YJOBJETBODAKTCA OTBEPIKEHMEM ,,CTapPOrO, aKaJeMUUEeCKOro’ MCKyCcCTBa, HO TaK-
JKe JOKa3LIBAKOT HEHYZK!IOCTh MCKYCCTBAa B COBPEMEHHOI KyJbTYDHOM CHUCTEMe, OCla-
pMBaA BCe CYLWECTBYHIOLME OO0 CUX MOPp PyHKIMM MCKyCCTBa, a OCCOEHHO I3CTeTH-
qecKyo ynkuuio. COBpeMeHlbI aBaHTapA, CTPEMALMIICA YHUMYTOXKMTb BCAKUE rpa-
BJIMATHL Ha MaTepuio ku3uyu. OKa3bIBaeTCA, YTO HE0ABaHrapAMCTBI HE B COCTOAHUM
JdUUbl CYLIECTBYKOLME MEXJAY MCKYCCTBOM a IKM3HBIO, CTAPAeTCA HENOCPEeACTBEeHHO
NoCNeLOBaTENbLHO PEaIM30BATL NPOTPAMMY JAEMHUCTM(PUKALMM TPALULMOHHOTO UCKYC-
CTBa ¥ CCEAMHEHMH XYJOXKECTBEHHOTNO TBOPYECTBA ¢ XKM3HLIO. He cayvainHo, 41O
noance ocpobomxpenme McKyccTBa OT (pOpMbI Ob1I0 GBI PAaBHO3HAYHO C OTPMUAHMEM
©1eJI0BeYECKOTO CMbICia 2KM3HMU. Bopnba 3a HOBble (POPMBI B MCKYyCCTBE SABJIAETCA
MONbITKOM OTBICKAHMA BLIPAXXEHMA JAJIA HOBLIX ,YeJIOBEYEeCKUX' COIepXKAHMII;, OHa
oTpaxkaeT M3MeHEHUA B OTHOLUSHMM UeJOBeKa K MXu3Hu. [Ipeanaraemas asTOPOM
cxema 9BOMIOUMM (MM MHBOJIOLMM) MCKYCCTBA OT TPAIAMUMOHHOTO MCKYCCTBa, BKJa-
AbIBAIOLIETO OOIECTBEHHO-KYJABLTYPHbIE 3HA4YeHMA B ,KpacuBylo’ ¢opMmy npousse-
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JeHMA MCKYCCTBA K MCKYCCTBY 3KCIIOHMPYIOLUEMY HMCTO 3CTeTHHEeCKMe 3IHAYeHUA,
M jgafiblle K JeATeJbHOCTHM, HEeNOCPeXCTBEeHHO CBA3AHHOM C npolleccoM mpeobparxe-
HMA Mupa) He ODOsAcCHAeT OZHAKO BCeX MNpeanpuATHii COBPEMEHHOro aBaHrapgaa. Kap-
TiHa Oyner 6oiniee monHOM, ecaym Ha (hPeHOMEH aBaHrapaM3Ma I[OCMOTPMM HE TOJBKO
C MO3UUMM MMMAHEHTHON JIOTMKM Pa3BUTHMA MCKYOCTBA, HO M € IMO3MUMM JIOTUKM 3BO-
JNOIMM COBPEMEHHON LMBMIM3auuu. Y unrbiBaa 6Gyayluee, HeOABAaHrapa MOMKeT ObITh
MHTepNpeTupoBaH KaK cBoeoDpa3Haf ,,HaACTPOMKA” COBPEMEHHON TEeXHOJOTMYECKOM
IMBUAM3AIMH, ' KaK POPMa KPUTHUHECKOTO OTHOLIEHMS HEKOTOPOM TPYMIBLI MOJOMONM
TBOPUYECKON MHTEJJMIEeHIMM K KPHUIMCHOMY SABJICEHMIO COIMIyTCTBYIOLEMY MAacCOBOM 00-
IECTBEHHOCTM MHAYCTPUMAJILHOM 3pbl MAM KaK of0OpeHMe BBICTYNAIOUMX LWBUIN-
3aTOPCKUX NPOLECCOB. B 3TOM OTHOWIEHUMM JEATeNbHOCTM HEOABAHTAPAY He YyXKAbl
HEMNOCJEeAOBATENBHOCTh U MMPOTMBOPeuMe. B okoH'iaTeJbHOM YacTH paboTsl aBTOP BHO-
CUT HEKOTOpble MPEeJIOKEHMS Ha TEMYy BAMAHMA HEOABAHrapja Ha COBOKYIIHOCTh
apTUCTUYECKON KYJAbTypb! OOLIECTBa, CTAapasCh HAYEPTHUTH ONTUMAJILHYIO MOJEJNbL Ta-
KOt KyabTypbl ITIo aBTOpy, B OyAylleM He yMEHBLIIMTCA 3HAYEHME FOMEeOCTaTHYEeCKOM
GYHKIMM MCKYCCTBA; MCKYCCTBO OCTAHETCHA OCODEHHBbIM MHCTPYMEHTOM BOCCTaHABJIM-
RAOLMM KYJbTYDHOE€ DaBHOBECHe.






