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Niezwykle roznorodna twérczoéé fotograficzna Beksifskiego trwajgca zaledwie do 1959 roku
konkurowata z dynamicznie rozwijanymi formami rysunku, monotypii oraz heliotypii, wreszcie
reliefowych obrazéw abstrakeyjnych i rzezb. W rysunkach dominowat wéwezas motyw figury
ludzkiej i zwierzecej, czasami agresywnej, najczescie| okaleczonej i zdeformowanej. Czyms
zupetnie wyjgtkowym jest seria obrazéw malowanych na szkle z 1957-1958 roku - sq ana-
logiczne do rysunkow wykonywanych w tym czasie woskowymi kredkami na duzych arkuszach
brystolu. W latach 60. powstato wiele monotypii i heliotypii, ale takze rzezby, a potem juz
gtownie obrazy. Wielokrotnie pojawiaiq sie u Beksifiskiego fe same, wcigz na nowo, w poszu-
kiwaniu wiasciwej formy, opracowywane motywy. Przykiadem jest posta¢ kobieca en face, sto-
iqca lub czesciej maszerujgea wprost na nas. Albo lezgca posta¢ w butach na wysokim obcasie
— drobny i niewazny szczegdt, dla nas prawie niezauwazalny, kiéry jednak powraca w réznych
momentach twérczoéci. Wydaie sie, ze zagadnienia formy byty wazne réwniez w tzw. ,okresie
fantastycznym”, mimo tego, ze dominowata juz wéwczas niezwykta wizyinoé¢. Poszukiwanie for-
my zdolnej zaspokoi¢ zardwno potrzeby estetyczne, jak i ekspresji, byto bowiem jednym z pod-
stawowych zagadnier sziuki Beksifskiego. Drugim elementem byta — jak to sam artysta okreslat
— architekfonika obrazu. Chodzito mu o takg kompozycje, kiéra swoim charakterem, czasami
monumentalnosciq, nawet pewnym patosem, czasami dynamikg lub przeciwnie — wiecznotrwo-
tym bezruchem, wyzwala site poruszania naszej wyobrazni lub wywotywania w nas emociji.
Beksiriski nigdy tego nie definiuje, raczej pordwnuje z muzykg. Tre$¢ obrazu, ten najprostszy
sposéb komunikowania sie z widzem, jest dla niego bez znaczenia. ,Ze tez nadal, mimo lek-
cji abstrakcjonizmu, ludzie muszq widzied na obrazie co$ innego niz sam obraz — zanofowat
w Dzienniku 10 pazdziernika 1996 roku. — Kobieta nalewajgca mleko na obrazie Vermeera
(chyba jednym z najwiekszych arcydziet malarstwa) moglaby by¢ (jesli idzie o przekaz trescio-
wy) mezczyzng czytajgeym ksigzke. To bez znaczenia, co jest na obraziel Wazny jest obraz”.



Beksinski's exceptionally diversified art photography, which lasted only up to 1959, compet-
ed with his dynamically developing forms in drawing, monotype and heliotype, and with his
bas-relief, abstract pictures and sculpture. The dominant motif in his drawings was the human
and animal figure, sometimes aggressive, usually maimed and deformed. His 1957-1958
series of pictures painted on glass is in a class of its own, yet analogous to his wax crayon
drawings made in this period on large sheets of Bristol board. In the 1960s Beksinski did
a lot of monotype and heliotype, as well as sculpture, but later concentrated chiefly on paint-
ing. The same motifs recur in his work, reprocessed time and again in his search for the best
form. One example is the female figure presented en face, standing, or more often marching
straight at us. Or a recumbent figure in high heels — just a small, unimportant detail, hardly
noticeable but recurring at various points in his career. Form seems to have been an impor-
fant issue in his “fantasy period” as well, despite the fact that by that time the predominant
feature was his extraordinary visuality. The search for a form to meet both aesthetic and
expressive needs was one of the fundamental issues in Beksiriski's work. The second aspect
was “the architecture of the image,” as he put it himself. He was affer a composition with
a character, a monumentality, even a pathos, sometimes a dynamism or on the contrary — an
endless immobility capable of exciting our imagination or emotions. He never defined it,
but instead compared it to music. A picture’s content, the simplest way for an artist to com-
municate with his viewers, had no meaning for him. “Why, oh why, in spite of the lesson
of abstract art, must people still see something in a picture other than the picture itselfe” he
wrote in his diary in the entry for 10th October 1996. “The woman pouring milk in Vermeer's
picture (perhaps one of the greatest masterpieces in painting) could just as well be a man
reading a book (as far as the meaning conveyed is concerned). It doesn't matter what's in
the picture! What matters is the picture.”
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Poszukiwanie formy zdolnej zaspokoi¢ zardwno potrzeby esfetyczne, jak

i ekspresji, bylo bowiem jednym z podstawowych zagadnien sztuki Beksinskiego.
Drugim elementem byfa — jak to sam artysta okreslat — architekionika obrazu.
Chodzito mu o takg kompozycje, kiéra swoim charakterem, czasami
monumentalnosciq, nawet pewnym patosem, czasami dynamikg lub przeciwnie —
wiecznofrwatym bezruchem, wyzwala site poruszania naszej wyobrazni

lub wywotywania w nas emocii.

The search for a form fo meet both aesthetic and expressive needs was one of
the fundamental issues in Beksiriski's work. The second aspect was “the architecture
of the image,” as he put it himself. He was after a composition with a character,

a monumentality, even a pathos, sometimes a dynamism or on the contrary —

an endless immobility capable of exciting our imagination or emotions.
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