Akademia Sztuk Pięknych w Gdańsku, dzięki dotacji ministerialnej w konkursie Doskonała Nauka II na rok 2025, realizuje angielską wersję monografii naukowa prof. UMK Hanny Brzuszkiewicz - wybitnej współczesnej artystki i wieloletniej wykładowczyni rzeźby na Wydziale Sztuk Pięknych UMK w Toruniu, dawnej uczennicy prof. Stanisława Horno-Popławskiego na gdańskiej PWSSP.

Monografia naukowa pt. „HANNA BRZUSZKIEWICZ – Tworzywo i Tchnienie [ Material and Breath] jest wydawnictwem realizowanym we współpracy z Muzeum Okręgowym w Toruniu, recenzowanym, opracowanym oraz redagowanym przez dr. Dorotę Grubba-Thiede z ZHiTS ASP w Gdańsku oraz Annę Kroplewską-Gajewską z Muzeum Okręgowym w Toruniu. W monografii, której autorką tłumaczenia jest dr Katarzyna Podpora, znalazł się m.in. problemowy esej interpretacyjny autorstwa prof. UG dr hab. Magdaleny Howorus-Czajki, jak I fragment habilitacyjnego opracowania prof. UMK Hanny Brzuszkiewicz, dedykowany ceramice współczesnej, (prezentowany wraz z ekspozycją jej Prac) - z sukcesem na gdańskiej PWSSP w 1978 roku. 
Prof. Jerzy Malinowski prezes Polskiego Instytutu Studiów and Sztuką Świata podreślał: 

“Monografia prof. Hanny Brzuszkiewicz, uznanej artystki i wykładowczyni rzeźby na Wydziale Sztuk Pięknych UMK w Toruniu od 1958 roku, do dziś biorącej czynny udział  w ruchu wystawienniczym 
w Polsce i za granicą,  jest pierwszym tak obszernym opracowaniem badawczo-naukowym dedykowanym tej Artystce, zarazem rodzajem książki artystycznej. Publikacja opracowana przez dr Dorotę Grubba-Thiede we współpracy z współredaktorką Anną Kropolewską-Gajewską oraz z samą prof. Hanną Brzuszkiewicz imponuje rozległością oryginalnego dorobku Artystki. Umiejętnie zebrane przez Dorotę Grubba-Thiede i Annę Kroplewską-Gajewską w pracach kuratorskich dzieła rzeźbiarskie i rysunkowe, zostały poddane interpretacji w eseju wprowadzającym pt. Profesor Hanna Brzuszkiewicz – Tworzywo i Tchnienie  autorstwa Grubby-Thiede i drugim pt. Rzeźba, którą się pamięta… autorstwa Anny Kroplewskiej Gajewskiej oraz w bogato ilustrowanym Kalendarium życia i twórczości, m.in. z fotografiami Janiny Gardzielewskiej czy Władysława Szulca.  Dla wzbogacenia interpretacji twórczości Artystki, redaktorki zaprosiły prof. UG dr hab. Magdalenę Howorus-Czajkę, autorkę eseju pt. Rozdarcie – pęknięcie – pauza. Wobec prac Hanny Brzuszkiewicz. Strukturę publikacji i jej estetyczną wartość wzbogacają wyjątkowo uważne, podkreślające walory rzeźb Hanny Brzuszkiewicz fotografie współczesne: autorstwa Krzysztofa Deczyńskiego, przygotowane specjalnie do monografii, które towarzyszą uznanym zdjęciom historycznym Andrzeja Skowrońskiego.  Na okładce znalazła się tajemnicza rzeźba Hanny Brzuszkiewicz pt. Portret Pani Z (1965) z kolekcji Muzeum Narodowego we Wrocławiu, w medytacyjnej interpretacji fotograficznej Czesława Kuchty [artysty z Grupy Zero-61].  Percepcja książki, której bardzo ważną częścią są zarówno imponujące materiały archiwalne, [w przejrzystym projekcie katalogu autorstwa Miłosza Thiede] daje poczucie respektu, także przez konfrontację z wyborem bibliografii – obejmującej rozliczne katalogi wystaw nie tylko krajowych ale i międzynarodowych, w których Artystka uczestniczy od lat  50. XX w., by wzmiankować srebrny medal jaki otrzymała w Pradze w 1962 wraz z zespołem polskim na Międzynarodowej Wystawie Ceramiki Współczesnej. Monografia pt. Hanna Brzuszkiewicz. Tworzywo i Tchnienie po raz pierwszy w tak bogatej formie wizualnej i merytorycznej, wydobywa na światło dzienne dokonania prof. Hanny Brzuszkiewicz, wybitnej artystki i wykładowczyni rzeźby Wydziału Sztuk Pięknych UMK w Toruniu od 1958 roku do początku XXI wieku, która nadal tworzy i wystawia. Monografia wydana z właściwym warsztatem badawczym, poprzedzonym licznymi kwerendami (w archiwach, bibliotekach, w tym Gabinecie Zbiorów Graficznych Biblioteki UMK, instytutach jak i u samej Artystki) oraz we współpracy z licznymi instytucjami kultury stanowi kompendium wiedzy nie tylko o prof. Hannie Brzuszkiewicz ale i o przemianach sztuki współczesnej, które będzie oddziaływać na przyszłe pokolenia odbiorców.”
prof. Jerzy Malinowski 

Ph.D. Dorota Grubba-Thiede

Professor Hanna Brzuszkiewicz –

Material and Breath

“The future, as always, belongs to the dreamers”
.

The artwork and the personality of Professor Hanna Brzuszkiewicz form a multidimensional, dynamic phenomenon, somewhat intertwined with states of inspiration. Despite her intimate knowledge of the tragic aspects haunting history and the present day, the artist instigates us to listen to the world, finding the source of enthusiasm in it.

As a researcher, I feel endowed with Prof. Hanna Brzuszkiewicz’s daring art and the depth of interpretation in every spatial form, every drawing, every piece of text. In her art from the 1950s onwards, I can see early and bold, even variational games with pure modernism, parallel to the work of Oscar Niemeyer (the co-author of the ideal city - Brasilia, created in 1956–1960) and Carlo Scarpa (combining in his work a fascination with raw materials, landscape, culture of Venice and, among others, Japan), e.g. in projects for sacral interiors. In 1965 she emphasized that to her the inspiration comes:

“from the outside, from nature, life, literature. (…) while studying nature we can reach a synthesis, simplification, and express, as concisely as possible, something that would have an effect. It is similar in prose, for example, Hemingway's prose or poetry, with its broad linguistic simplifications, so characteristic of contemporary literature. (…) It is difficult to imagine (a contemporary sculpture) as a 19th-century monument, a bust on a pedestal with garlands or other decorations. (…); however, each sculpture should have some humanistic or biological element present”
.

In 1960, the artist interpreted the physiognomy of Ernest Hemingway - the outstanding, influential writer. The head, made in artificial stone, delights with synthesis and nuance - its expressive contemporary ambience. In 1965 it was reproduced in the weekly magazine "Pomorze", along with a text describing how the artist combined fantasy and a humanistic sense, which she was able to subordinate to her autonomous compositional rigors
. Portrait of Mrs. Z (1965, glazed ceramics) has an aura of peculiar mystery, it is organic and arbitrary at the same time, as if it remained in dialogue with icon art. It is the artist's poetic response to Kazimierz Brandys’s Listy do pani Z. Wspomnienia z teraźniejszości [Letters to Mrs. Z - memories from the present]
.

Ecological reflection forms another anticipating aspect in her philosophy of art and life. Which brings to mind sculptural buildings by Imre Makovecz, a Hungarian postmodernist and co-creator of the organic architecture trend, with its source in unconscious archetypes. Hanna Brzuszkiewicz's bottomless ocean of imagination and erudition is her daily workshop. The artist shares knowledge about new discoveries, like the international exhibition Spaceship Earth, dedicated to the progenitor of ecology - Richard Buckminster Fuller, a visionary who in 1933 developed a model of a solar-powered car
. This figure, represented in Toruń in 2011, can be deemed somewhat close to the artist - in her pursuit of lightness, vision and the desire to selflessly support wise life practices among the inhabitants of the Earth.

The personality, creativity and research work of Prof. Hanna Brzuszkiewicz (such as assembling the documentation concerning the artwork of her tutor Prof. Stanisław Horno-Popławski, which led to awarding this master of taille-directe sculpture with an honorary doctorate from the Faculty of Fine Arts at the Nicolaus Copernicus University in Toruń in 1994) remain visionary, and, at the same time, in constant bloom
.

The artist combines the expressive power of three-dimensional forms (including bas-reliefs, reliefs, and layers of painterly applied glaze, and drawings with their discreetness, majesty with whisper, monumentality with tremble, statics with vibrating energy; turning unmarked space into an active medium - an equal co-creator of her achievements
. 

Prof. Hanna Brzuszkiewicz - fascinated by intellectual possibilities of women, like her mother Joanna who, while studying Roman philology at the University of Poznań, received the highest grades in her exams - has devoted every day to learning and self-development. Among her favourite radio stations there is the cultured "Dwójka" - channel two of the Polish Radio. The artist sees the medium of radio in the history of civilization as one bringing people together. She recalls that it was present in her family since her early childhood - in the 1930s. Her commitment to intellectual independence and self-education emits an aura present in the art of the Iranian multimedia artist Shirin Neshat. Honing memories of many artists, researchers, and scientists, the sculptress shares their stories with other people. She talks about their achievements (such as published volumes of poetry) and struggles, nearly heroic at times, with adversity. She is an attentive erudite, an architect of space, with her actions and narratives showing sociological intuition, appreciation for community relations, and concern for the fate of our "lesser brothers". She engages in street negotiations and demonstrations aimed at improving the status of not only people, but also animals, e.g. maintaining funding for animal shelters. The artist sees a therapeutic element in art - as it can be selfless, and have a fortifying effect on people - in parallel to the work of Sławomir Lipnicki, carried out in public city spaces (e.g. his action Flowerbeds from the beginning of the 21st century), and Jean Duvignaud's text The Gift of Nothingness. Essay on the Anthropology of the Festival.

In 1965, Hanna Brzuszkiewicz said that she would like to feel needed in the city she lived in, since:

"there are many places worth furnishing with a modern, unconventional, spatial form (...) such as: new housing estates, parks, stadiums, cafes and other facilities (...). The material of these works may vary, from iron, to scattered concrete and ceramic tiles, stone, granite or wood. The possibilities are vast, it's just a matter of being able to make use of them”
.

Since the 1950s and 1960s, Hanna Brzuszkiewicz has been creating drawings and spatial sketches. Her block-based, vertical solutions, unique in Polish art, as if alluding to the human figure, but also a well-thought-out synthesis, allow these works to be perceived as pure abstraction. The compositions of the Japanese artist Isamu Noguchi seem to echo the former, but the decision to synthesize and abandon "ornaments" in Hanna Brzuszkiewicz's work means introducing this original concept of a vertical shape - almost pure "light of form". She creates series of completely abstract drawings as well, structures of energetic strokes with strong black accents, zigzags that are pure geometric and phenomenological abstraction. These could be realized, for example, in black "dębnik" stone, dark lumps of basalt, or even bricks of coal. There are also sketches depicting poetic, somewhat vast abstractions emitting the energy of a "dancing form" supported on three tiny points, as if alluding to Le Corbusier's architectural gestures - lifting a massive block on poles.

In 1963 "Przegląd Artystyczny" published a text, by the renowned theoretician (and the director of the Bydgoszcz museum) Marian Turwid, devoted to the work of Hanna Brzuszkiewicz, along with a reproduction of a synthesizing and discreetly glazed (matt) sculpture, entitled Indonesian Woman. He wrote:

“Fantasy, humane sense, pathetic tone with a hint of grotesque - this is what strikes one when faced with Hanna Brzuszkiewicz's sculptural achievements. (…) she knows how to subordinate the richness of her fantasy to the rigors of compositional arrangements and solutions. The rigors that are already (…) autonomous. Thanks to this, the non-visual content of her works not only does not bother the artist, but also inspires new, very fresh and original solutions. And the scope of these can be very wide. From the bombastic, Bourdell-like representation of Nike, to monumentally simple and definite Heads, to the wise ingenuity of compositional arrangements in  Woman Combing her Hair and Gazelle, to the brilliantly grotesque portrayal of Cleopatra. In the case of the latter, the clearly ceramic treatment is striking. Likewise in Little People and Birds which the sculptor referred to as “Birds-vase”
.

On the one hand, Hanna Brzuszkiewicz is interested in phenomena that democratize the world (she sees this potential in art, including applied arts, such as ceramics); on the other hand, she possesses a deeper notion of patriotism. In her pedagogical activity, she inspired independence, self-development and individual views, as if following the ideas of Jacques Derrida who knew that the most interesting situations arise from diversity
.

Material and Breath – the semantics of the exhibition title

"My inspirations - cosmos, space and humans on the one hand,

 on the other – the magic of the fire arts, and the rules governing them”
.

“Hanna Brzuszkiewicz's galaxy blooms, burns and spins. In her cosmic cycle, in 
bas-reliefs, there is movement and space”
.

Material and Breath is a monographic exhibition of work by Hanna Brzuszkiewicz - a personality of contemporary sculpture, for whom the process of shaping and self-development is a life necessity practiced every day. The artist was employed at the Faculty of Fine Arts at the Nicolaus Copernicus University in Toruń from 1958 to 2002. She initiated the establishment of the Ceramics Studio at this university already in the late 1950s. In 1955, Prof. Tadeusz Godziszewski, who led the studio where Brzuszkiewicz defended her diploma, wrote a letter to Prof. Stanisław Horno-Popławski, then a professor at the State Higher School of Fine Arts in Gdańsk, recommending Hanna for further postgraduate studies as "contemporary sculpture is her life"
. A two-year stay at the Gdańsk art university (1955–1957) strengthened Hanna Brzuszkiewicz's daring courage to follow the strings of her own intuitions and boldly draw energy from all - the primeval elements, archetypes and symbols, as well as - apart from history of art - from the vast horizon of the humanities, but also from scientific progress and the future trends of human civilization.

Since the year she obtained her diploma (1955), the artist has presented her sculptures, both intimate and monumental, not only during her individual exhibitions, but also as part of collective exhibitions in Poland and abroad. Somewhat analogously to the exploits of an athlete, she remained competitive among numerous other artists. As a result, she was recognized and rewarded many times. In 1973 the artist won a ministerial competition and received the Italian Government Cultural Scholarship. While in Italy, she established inspiring contacts with sculptors and professors at the Academies of Fine Arts in Rome and Florence, especially in the field of ceramics, these include: Ugo Lucerni and the Cipolla brothers (who worked creatively in various media: stoneware, porcelain, majolica, alabaster, metal, copper, glass and wood). She acquainted herself with famous museum collections, and visited many ancient cultural regions of the Italian Peninsula - she was delighted with the Museum of Etruscan Art in Rome, Siena and numerous beautiful towns in the mountains. She walked the streets of Lecco by Lake Como (where the outstanding medieval architects - the Komaskas - came from) and Bergamo. Finally, she went to Milan, from there she returned to Poland.

In the following decades, the artist's sculptures were presented not only in Europe, but also in Japan and Canada. Her art and pedagogy was already widely recognized. In 1963, for example, the flattering Sculptures by Hanna Brzuszkiewicz article (already mentioned) by Marian Turwid was published in the "Przegląd Artystyczny" periodical, which strongly supported the visibility of the artist’s talent
. In 1977, Barbara Bieniulis-Strynkiewicz emphasized: 'I have known Hanna Brzuszkiewicz's work for years from nationwide exhibitions. (…) Monumental tasks undertaken by [the artist], both in terms of dimensions and content (…) [and] a number of small, more intimate forms. Full of warmth and playful defiance, nonetheless  demonstrating mastery”
.

In the same year, 1977, Zygmunt Kotlarczyk commented: "For those who are familiar with the achievements of Polish sculpture, (...), high level of this exhibition is no surprise as Hanna Brzuszkiewicz holds a prominent position, especially in the realm of Polish ceramics"
.

At the turn of the 1970s, the artist started using metal (sometimes also glass) to create forms, and her spacial works were usually preceded by intuitive, extremely suggestive notes on paper: in various colors of crayon, pencil, charcoal, watercolor or ink. Their innovation translated into a variety of exercises assigned to the community of students attending the Faculty of Fine Arts at the Nicolaus Copernicus University in Toruń. Tadeusz Godziszewski emphasized that in her teaching work, Brzuszkiewicz: "cares very much about the level her students’ works represent, she is uncompromising and demanding in this respect, which influences their education positively. She shares a mutually friendly relationship with young people (...) a fully qualified and passionate teacher”
.

Due to her aptness in spotting students’ predispositions and mindful support of them, studying under her supervision remains an important experience to the original, minimalist artist-philosopher Marek Zacharski, author of the awarded diploma work entitled Trójjednia (who then became an assistant at the university), as well as to his wife Urszula Zacharska, passionate about contemporary ceramics (whose diploma piece was also awarded at a national exhibition). Zacharski concluded that the community of students knew the scale of Prof. Hanna Brzuszkiewicz’s achievements, yet, despite Constantin Brancusi's warning that "nothing grows in the shade of a tall tree"
, they saw how her openness facilitated the individualization of their own development as "she would not care to cast her own shadow"
. Marek Zacharski recalls:

“When choosing Hanna Brzuszkiewicz's studio, I was looking for a promoter being a person as well as an artist, and I found just such a person. There are many ways to reach creative maturity, for the art student to open up and make contact with the outside world. Some people mature in a dynamic relationship: fascination and submission, and then, sometimes, rebellion against the master. Others become overly influenced, only to wake up stripped of their identity, and eventually regress to the place where they fully trusted their own inner voice. Finally, there are those who need someone more experienced to create a safe space for them, since only in such conditions they can flourish. Growing in the shadow of a master means seeing the great Light of Art slightly obscured, processed and dosed according to the conviction of one who guides and assesses the student’s readiness to accept it. Hanna Brzuszkiewicz allowed everyone to draw from the luminous source autonomously. She was more of a sensitive, kind witness of our birth than our co-creator. At the same time, whenever needed, she was ready, emanating great warmth and gentleness, to provide us with the necessary tools, and help break an impasse of powerlessness, while still leaving space for everyone to remain in harmony with themselves (...)”
.

Other students of Prof. Brzuszkiewicz share these reflections, among others: her graduate - sculptor and photographer (and a later also an assistant at her studio) – Jacek Kutyba. And Jarosław Perszko, who made numerous spatial installations and taught at several universities, recalled in 2022:

"My choice of the studio run by Prof. Hanna Brzuszkiewicz was informed and stemmed from the opinions I heard from both her graduate students (Andrzej Moskaluk) and lecturers (Andrzej Borcz). Professor Brzuszkiewicz never imposed her view concerning form on anyone. She remained mindful of her students’ thinking, supporting them with discreet advice. She never crossed the delicate line of privacy. In my case, she supported me by offering all of the necessary technological facilities, available at that time. (…) I will never forget her unobtrusive tenderness. Now, after many years, I see how alert she was, standing there, gently keeping me upright, always giving a great deal of creative freedom."

In 1989, Perszko completed his diploma under the supervision of the artist. It was an impressive spatial installation entitled Natura rzeczy [The Nature of Things], a kind of structure based on geometric grids with the archetypal, up-scaled form of a foot incorporated into it. Hanna Brzuszkiewicz personally asked the then director of the Nicolaus Copernicus University Library in Toruń for permission to implement the design in the interior courtyard of the building, where it remains to this day.

Regarding the directions in which the artist's work evolved, Bogusław Mansfeld, in the Warsaw cultural magazine "Tygodnik Kulturalny", 1977, made note of the progressive ecological sensitivity conveyed by her artworks
. In 1996, Zofia Tomczyk-Watrak pointed out the deep semantics present in the iconospheres that had been introduced by the artist since the 1960s:

“The diagram of the cosmic structure contained in Hanna Brzuszkiewicz's sculptures brings to my mind the archetypal image of the cosmic tree, symbolizing the cosmos as a body in cycles of rebirth. The ability of the cosmos to be endlessly reborn finds its analogy in the life of a tree which in many cultures is perceived as a symbol of youth, wisdom and immortality.”

During Hanna Brzuszkiewicz's exhibition. entitled "Material and Breath," at the District Museum in Toruń, over 80 sculptures were presented. Viewers perceiving her spatial forms often experience illusion of movement, vibration or activity. Metamorphic materials that endured the force of fire predominate here - stoneware,  stunningly glazed experimental ceramics, silicon brass, welded metal, glass clusters and so on. Material shaped by Hanna Brzuszkiewicz retains the energy of lightness, emergence into space, anti-gravity, unraveling, as if it documented her inspiration. In the exhibition the sculptures are met, almost symmetrically, by a counterpoint of masterful drawings created between the 1950s and the 21st century. They come from the artist's collection as well as from the Graphic Collection Section of the Nicolaus Copernicus University Library in Toruń - collected there by the renowned graphic artist Cecylia Wiśniewska (1928–1999), recalled by Elżbieta Hudzik and Lidia Gerc. The exhibition also presents modest,  lapidary drawings the artist has been creating since the 1960s. They seem to depict prefigurations of cybernetic iconospheres, ideograms and visionary phantasmagorias. Since the 1950s, the artist has also drawn a series of abstract pieces, ostensibly aleatoric, based on the Surrealists' method of automatism. Sequential, almost "stop-motion" compositions, filling the sheet of paper from edge to edge. They resemble sequences of trees, branches or wind trajectories, anthropomorphic allusions, as well as visual scores to avant-garde music. A distant association presents itself - with Marian Szpakowski's geometric compositions, due to the fact that the entire structure of each drawing is composed with one uninterrupted line. Their purity may remind one of the ecological philosophy represented by the work of Richard Buckminster Fuller (American visionary architect, the author of geodesic domes, among others), and appears to anticipate Magdalena Abakanowicz’s arboreal architecture.

The title of the exhibition refers to the energy and philosophy present in Hanna Brzuszkiewicz's work, captured in articles by such authors as: Anna Kroplewska-Gajewska (pointing to the optical kineticism of the artist's sculptures), Zofia Tomczyk-Watrak (revealing the artwork’s connections with symbols, archetypes and achievements of the avant-garde), Marian Turwid (emphasizing her distinctive language of expression in contemporary art) and Bogusław Mansfeld who first noticed, in 1977, the breadth of the forty monumental spatial forms which she realized, raw in aesthetics and ecologically engaged.

One can notice the aspect of anamorphicity in her oeuvre as the artist appears to bring shapes to the edge of association, which allows the audience to read the semantics of the form, and at the same time observe the nature of the material. In the sculptures made of metal (which at times involve also irregular glass clusters), one can sense the artist’s fascination with its properties - it’s dialogue with gravity. Thanks to the well-thought-out use of techniques, the artist achieves the effect of movement, uplift, certain independence from the laws of gravity. Her metal sculptures and drawings evoke a sense of kinship  with the nature of calligraphy or Chinese watercolor, stemming from a unique gesture. While her ceramic pieces  appear ephemeral, both in the richness of textures - the discretion of sweeping relief gestures, and in the depths of the impressionistic, nuanced, painterly rich glazing.

In 1978, Hanna Brzuszkiewicz emphasized:

“We are living in a world that has entered the era of technological civilization. Many of us are under the impression that technology has dominated humanity. Ceramic art is focused mainly on small forms that often contain the vastness of great civilizations. It can be assumed that this art that employs ancient elements as materials - earth and fire - will accompany humans on their further journey in this mechanical-concrete world (...). (…) as one of the ways to return to nature, a place of harmony and balance between people and their environment”
.

Spaces of scattering metaphors

The energy present in the artist's sequential works relates to pacifist ideas advocated by the artists from the international COBRA group, who researched prehistoric practices, especially the Paleolithic and Mesolithic communal functioning, in order to unearth primeval tools that would prevent wars
. Hanna Brzuszkiewicz wants art, especially sculpture, to be a meaningful event in space and time - bold, provoking controversial even. As if she sensed - in line with Wanda Czełkowska, another outstanding contemporary sculptress - that working in three dimensions is radically different, unique among the arts, perhaps closer to musical composition. This conviction gave her the strength to resist the social expectation, imposed on the countries then remaining in the "Shadow of Yalta" and announced in Poland in February 1949 in Nieborów
, to tackle propaganda topics in trivial, predictable forms.

Since around 1955 the language of Hanna Brzuszkiewicz’s art has, subconsciously, been strongly connected with the trend of metaphor, which allowed creators to emphasize their  autonomy, through the complexity and openness of semantic structures. This was noted by Ryszard Stanisławski in his curatorial concept of the exhibition entitled Metaphors, organized in two editions in 1962, first at BWA Sopot, and then at Zachęta CBWA in Warsaw
. Stanisławski stressed that this specific strategy has been present in art for centuries, also Polish art - where it has developed despite the often dramatic external, historical conditions. He was able to research its many contexts, among others, distant ones, e.g. drawings and paintings by Witold Wojtkiewicz. Already in the 1950s, Hanna Brzuszkiewicz created a group of outstanding in form, ceramic sculptures, such as those from the series "Imagined Portraits", among others: Scherzo, The Unloved and The Prophet (whose stony, furrowed face seems, at the same time, to be in a discreet dialogue with the theology of icons). The artist draws inspiration from all sources, including modern media, such as cinema and television. The crudity of the ceramic material influences the power of her message (as if parallel to Miron Białoszewski's poetic experiments) in the Postradiation sculpture - made of segmented strips of clay. Here the artist introduced the open-head motif typical of her work, to which she would return many times, also in later years, in such pieces as the sculpture Trauma and various drawings, sometimes showing the entire figure of a slender girl.

One of the theoretical references that comes to mind is Julia Kristeva's research on neo-roaesthetics and sensitivity to stimuli, devoted to depressive states, especially female ones, presented, for example, in her book Black Sun (1987) where she recalls Walter Benjamin's phrase about "the essence of deep melancholy meditation"
. Hanna Brzuszkiewicz often gives her compositions a feminine form, as if to emphasize that she is speaking on her own behalf. In the sculpture Trauma (2001), rays of "terrified energy" seem to evaporate from a modestly shaped head split in half. This halo of painful flames is the only thing holding the two halves of the broken whole together. Kristeva recalled the concept of hiatus which she used to interpret states of the fundamental and „psychically necessary discontinuity (...) many separations that build up the psychic life of individuals"
. Mieke Bal, the author of numerous texts on contemporary sculpture, including insightful interpretations of Louise Bourgeois's Cells, defined metaphor as a "condensation of meanings" that "takes us out of the sticky concreteness of metonymy and synecdoche”,
 since it is neither literal nor descriptive, but creative and allusive. It serves better to display relationships - without ossifying them into literal things.

In 1969, after many years of experimental research on the psychology of shape, Rudolf Arnheim emphasized that with the use of metaphorical language an artist perceives and communicates to the audience a world of visual sensations that is full of immanent meanings and internal forces; on the one hand, by projecting their [the artist's] internal states or their personality [onto the artwork], and on the other hand, by discovering in the process of perception the meanings inherent in reality (which can be described as natural metaphors)”
. Regarding the artist’s use of new media - in the first half of the 1960s she created a surprising, highly organized and geometricized, but at the same time somewhat "tangled", group of silhouettes, which she entitled Dancing Eurydices. It was a reference to a song that she heard on the radio, sung by Anna German (1964)
. The non-literal meanings were inspired by the poetics of the text: "In the cafe on the corner/ Every night there is a concert/ Stop at the threshold/ Dancing Eurydices/ Before dawn casts the first ray/ Onto the walls/ Let them hug you in their arms/ Drunk Orpheuses/ (...)/ And the wind dances through the streets/ The wind circles like a drunk/ Hanging onto the branches/ A scarf woven from cobwebs/ (...) The mists dispersed like yarn/ Only the black cat remained.”

Anima(e) – towards metahumanities

The artist's iconographic explorations focus also on the natural force and imagery of animals. In her visionary interpretations, they become magical beings, full of expression and vital powers. In the 1950s and 1960s she created such pieces as: Camel, Gazelles, Little Horses, Owls, as well as numerous conceptual sketches and spatial forms dedicated to cats, such as Kitty and Scherzo. Admiring famous cat sculptures, including those of ancient Egypt, Hanna Brzuszkiewcz distilled for herself some thoroughly modern, daringly flirtatious, and masterfully synthetic shapes. The facial features of her cats seem be inspired by Egyptian youthful dancers, or the female musician depicted en face in the Tomb of Nakht (1410 BC). She created numerous sketches depicting silhouettes of cats and dog-cat-lions. Some static (as if under the authority of Egyptian art), some dynamic; there are also many cat motifs among her designs for platters, plates as well as some more monumental ceramics.

There are other semantically fascinating drawings, such as her design sketches for sculptures and bas-reliefs with the motif of people carrying a boat - as if they were establishing a primeval altar. These compositions present people figures in various ways - rhythmically separated or concentrated in the central part of the boat. Ami Ronberg emphasizes that the semantics of a boat can be related to carrying one across deep waters, which is why its solidity (even the sound it makes) is extremely important. Its integrity often sets the boundary between life and death. For this reason, in most cultures, boat building was linked with ritual practices, and concealed taboos, which contributed to tension between communities
. They bring to mind motifs of carrying a deceased on a bier, such as those on ancient Greek Dipylon vases.

The artist also created several sketches presenting figures of spinning dancers, including an intimate sculpture Infanta. In addition to her modernist intuitions, the artist is interested in prehistory (e.g. figures of Venus) and medieval sculpture, including the symmetrical, Romanesque Madonna of Goźlice - the showcase piece at the Jan Długosz Museum in Sandomierz. In the artist's apartment living room - at a prominent place - there is a beautiful, black and white photograph of this extremely original, enthroned Madonna and Child, the pupils of her intensely gazing eyes are made of lead. Hanna Brzuszkiewicz has achieved many original iconographic solutions, by skilfully weaving archetypes and symbols, for instance, superimposing layers of allusions to primeval elements and cosmogonic motifs onto a drawing of an eye which, like an ellipse, seems to accommodate a whole spectrum of open semantics. According to Władysław Kopaliński's research, an eye symbolizes the world, globe, God, sun, life, power, love, vigilance, care, omniscience, supernatural perception, and, among others, witchcraft, magic, inner vision and even clairvoyance. “While the eyes symbolize the Sun and the Moon, the third eye corresponds to fire, and is the outer eye of the heart.”
 Incidentally, there also appears the motif of a hand, as if inspired by Romanesque relics. Since early high school, Brzuszkiewicz has expressed in her drawings attentiveness not only to animate and inanimate nature (views of the forest, springs, stones, etc.), but also to the expanse of the sky and space. Her Cosmogonies remain among the most original, visionary manifestations of modernity. They resonate, among others, with the work of Piotr Kowalski (active in Paris), an artists who co-created the Spaceship Earth exhibition (2011, mentioned in the introduction), as if anticipating multimedia pieces, e.g. by Ryszard Ługowski and Marek Rogulus Rogulski. Despite her admiration for her professors, Brzuszkiewicz quickly reached full autonomy of form in her artwork. During our talks the artist often mentioned the atmosphere of her studies, such as the house of Prof. Tadeusz Godziszewski, whose wife and son were pianists, filled with music; or the unique teaching methods of Stanisław Horno-Popławski and Anna Pietrowiec - the assistant professor in his studio (an the author of beautiful, subtle, figurative compositions)
.

Soon after graduation Prof. Hanna Brzuszkiewicz started creating such pieces as ceramic female figurines with vertical stripes marking them, sometimes in doubling relationships, as if referring to Mesopotamian figures, e.g. Little Humans -exhibited in 1957 at the collective exhibition of the Kadyny Group in Warsaw
.The artist recalls  extremely nice atmosphere during the exhibition assembly.

“Mrs. Maria Alkiewicz was also involved in arranging the exhibition - supporting the work of Professor Hanna Żuławska our main conductor. (…) Maria Alkiewicz was an exceptionally kind person, with many achievements in the field of art and pedagogy at the University of Gdańsk. (…) The Kadyńska Group's ceramics exhibition at Kordegarda was attended by many, including the famous actress Vivien Leigh who had been recognized among international film stars particularly thanks to her main role in Gone with the Wind
. Vivien Leigh even bought some ceramics (a small vase) by Janina Karczewska-Konieczna from Kordegarda.”

Already in the 1950s, Brzuszkiewicz created a series of synthesizing figurative compositions of individual characters or featuring the motif of a person holding a child. They are accompanied by ad hoc drawings - made "in one go" - noting original, surprising ideas for formal solutions, e.g. a head divided with one line across the center and eyes adjoining it on both sides. Horizontal variants were also created, wearing a crude expression, reminiscent of Inuit art or Brittany folk sculpture. There is also a series of figurative, phantasmagoric sketches in which the artist played with selected aspects of anatomy that led to specific permutations. For instance, she made the rhythm of the ribs on both sides of the spine into surreal protrusions, thus creating a "comb-man" or a "fish-man". Variations on another theme present a group of three figures en face, holding simplified nets. The artist would return to this "Romanesque" arrangement many times in later years, for example in the bas-relief The Jury of Socrates.

In addition to a series of drawings referring to myths, including those depicting hybrid birds, phantasmagorical sculptures were created. The artist recalls that under the influence of Zofia Abramowicz - a great tutor, when years later a theater from Greece came to Toruń, she went to see it enthusiastically.

“There was already a crowd, even though it was the second performance. The artists came to honor Prof. Stefan Srebrny who translated these original old dramas into Polish, in collaboration with Prof. Zofia Abramowicz. These two had been unearthing ancient theater: The Birds by Aristophanes and, among others, Aeschylus' Persians. The set design was stunning, reminding of Birds, something fantastic. Wonderful colors, beautifully composed, all the elements perfectly tuned”
.

The artist emphasizes the importance of the Toruń theater in her life since early high school. The amazing performances included those directed by Wilam Horzyca, they attracted people like a magnet: "High-school students ran there like crazy, including Drżema-Piasecka, a friend from the Queen Jadwiga Junior High School, whose mother worked for the theater. These were images from another world – theater and cinema – a true alternative, a different reality”
. The artist recalls that in 1960 the Toruń theater was named after Wilam Horzyca, and his portrait was made by Hanna’s former professor - Tadeusz Godziszewski. “This sculpture is still being displayed on a high plinth at the central point of the theater foyer”
.

There are various sketches for the sculpture Portrait of Mrs. Z made of glazed ceramics (National Museum in Wrocław), for which the artist applied thoughtful, mathematical proportions. Numerous linear drawings were made, with records of concepts for spatial forms, as well as the serene in expression Bust of a Girl With a Raised Hand - with an Egyptian-Minoan necklace and ornaments on her chest (April 23, 1972). As well as a drawing depicting a mythological female figure, as if inspired by Dürer's graphic The Sea Monster, with a motif alluding, again, to ancient or archetypal boats
. She also created several drawings of an abstract, vertical, openwork composition - related to the theme of cosmos - variants of a later stoneware sculpture.

A hybrid figure with three legs was interpreted by Ryszard Krzywka as an ex libris dedicated to Hanna Brzuszkiewicz. The drawing series includes spontaneous figurations made with charcoal and graphite  (Hardtmuth brand, produced in Czechoslovakia). These visionary images include: motifs of a woman's head (that could be designs for transparent glass sculptures). There are also various versions of a figure - lying, linear or "immersed in glass", many variants of a standing person, e.g. hugging a smaller one. There are also sketches-designs of small ceramic and terracotta sculptures which inspired, among others, the allusive, half-sitting, arched figure, balancing on the edge of a parabola, holding a tiny figure of a child. Other sketches were created in parallel - broadly drawn (with the side of a graphite) - like a sensual female figure deprived of feet, synthetically marked on paper with just a couple of lines.

A number of sketches exploring different concepts for the Nicolaus Copernicus' head have been preserved. For instance, the portrait emerging from a multitude of intertwining lines - "wires" - resembling an openwork structure.

There are also numerous, touching, figurative notes, drawn with a black marker, and focused on the theme of lamentation or mourning. Among them, a repeated, dramatic gesture of a falling body, hugging a child that is no longer breathing. All of them are extremely expressive and valuable (e.g. the drawing from March 1974 or the earlier one from February 1974). Large dark hands form a roof - protection over the three, brightly outlined, non-literal silhouettes - the archetypal image of a family.

In 1974 Hanna Brzuszkiewicz created several variants of a monument dedicated to fallen soldiers (an implemented form), and a slender figure holding a bundle with a child, as well as numerous further sketches with the motif of a standing figure, including a peculiarly ludic silhouette in a hat, supporting an emaciated, slender figure (August 12, 1974). Jerzy Malinowski wrote “Sculpture (…). From busts, funeral compositions, tombs and monuments, it evolved to be independent, and in the 20th century - the times of the avant-garde - it freed itself from the need to represent, taking over the space around for itself (...). However, the dialogue between modernity and tradition never ceases, as do the fluctuations between abstract form and figuration - the transformation and the reconstruction of the human figure.”

Interferences of memory and history

Hanna Brzuszkiewicz's art remains universalizing, her personal experiences are only intuitively perceptible; yet, she grew up facing both - events that inspired progressiveness, as well as the borderline, traumatic ones.

The artist emphasizes: „After the war, in Toruń, we went to the cemetery many times because someone was dying almost all the time. It started when I was in junior high school. It could have been the effect of the war”
.

Important, valuable experiences that began in the 1930s include the relationship of Hanna Brzuszkiewicz's parents with Eugeniusz and Janina Przybyła, who lived at 116 Mickiewicza Street, on the first floor. They had a collection of artworks, including folk art, as well as many souvenirs from their travels.

To Hanna, art almost immediately became a kind of a springboard - encouraging, inspiring activity and responsible for the "pheromones of happiness". She appreciated the personalities of teachers who shared their passions with students, such as Zygmunt Kruszelnicki - a young art historian, and Maria Pokorska - a graphic designer, later a lecturer at the Faculty of Fine Arts. There were other talented young sculpture enthusiasts: Janina Prawdzic Lejman and Nadzieja Maria Kowalów.

Since the 1950s, the artist has been combining reminiscences with archetypes of the unconscious, identified by Carl Gustav Jung, invariably designing platters and plates with masks, and creating metaphorical drawings in primary colors with crayons. For example, using a red crayon to isolate a lapidary figure with raised arms and ornaments placed in stripes (a sketch for a piece of ceramics, the terracotta sculpture Cleopatra was created in a similar convention). Thus, she achieves a kind of anamorphosis - the motif can be seen as a whole silhouette or a bust - bringing to mind the sculptures of Louise Bourgeois from the 1970s and 1980s.

There is a special drawing of a phantasmagoric, half-bird silhouette, dancing against a blue background. Brzuszkiewicz has also created a very original sketch using primary colors: yellows, blues and reds, depicting a geometricized Sitting Figure characterized by stocky proportions, with one hand placed over the heart and the other raised in a greeting gesture. The silhouette is marked with yellow and reddish lines, whereas blue and navy blue spots as well as lines define the darkness surrounding it. The aporia of a joyful mood and the apparent space of a prison cell - with a barred window - enhances the piece’s expression.

Hanna Brzuszkiewicz's unconditional dedication to selfless creative processes reminds one of Leszek Brogowski’s reflections. He emphasized that the artist's incorporation of art into life by other means than history of art or the art market is somehow the antithesis of mental dogmas functioning on the common social horizon. Noticing interpersonal relations is Hanna Brzuszkiewicz's key intuition. To some extent, a similar attitude can be sensed in the practices of Andrzej Wojciechowski, a precursor of art therapy, who anticipated social art - developed mainly in the 1990s by numerous artists in many places around the world. In the article entitled André Cădere. Rozpocząć sztukę od nowa [André Cădere. Starting Art Anew] Brogowski emphasized that his "cultural humility was expressed in respect for tradition and as an attempt to return to the sources of art [...] The primary function of color is related to the variety of reality, different occurrences and objects [...]. Cădere suggested profound reflection upon the experience of art in the context of the era he lived in. [He wrote that:] Nowadays we find ourselves in a situation defined by cultural traditions, education, and the entire social environment (advertising, television and other media), which makes the vision particularly important”
. Hanna Brzuszkiewicz's work is impressive also due to her daring distance from popularly understood beauty, reaching for the energy of aesthetic dissonance, even masterfully incorporated ugliness (e.g. Cleopatra). Jerzy Malinowski recalls that the first text recognizing austerity as an asset of art was published in 1853, in a study by Karl Rosenkranz entitled Aesthetik des Hässlichen (Aesthetics of Ugliness), which began the process of validating the rejection of classical, post-ancient rules
.

Leszek Brogowski emphasized the situation of radical danger, threatening both art as well as individuals, which lies in the widespread aestheticization of the cultural and political environment in which Westerners live today.

“Threatening individuals, since the aestheticization of life not only renews and perpetuates their passive role in society, but also because today it has become the most effective tool of manipulation in the hands of the ideology driven by money and free trade. Threatening art as it is competing with trade, industry and marketing in the sphere of producing forms, creating imagination, and must defend itself against the loss of its uniqueness; thus, art has been pushed into the political sphere of activities performed in reality, where - deprived of adequate resources - it cannot compete with the effectiveness of the mass media. This new situation of art has not been realized yet by all artists”
.

Hanna Brzuszkiewicz's sculptures were preceded by expressive drawing explorations, for example, two figures unfastening nets, or a Romanesque-Cycladic standing Old Man with a Fish (a vertical composition). Additionally, sequential drawings with the motif of a billowing wave were created, one can notice here a distant echo of The Great Wave from the series "Thirty-six Views of Mount Fuji" by Hokusai (1831). Then the allusiveness of the waves turned into a cosmogonic composition, which the artist realized in glazed ceramics (Hanna Brzuszkiewicz's collection). A formally appealing design for a plate was also created, it is divided into two spheres where the artist placed phantasmagorical figures: Bird (top) and Fish (bottom), symbolizing two elements, two worlds.

Linear sketches with fairy-tale motifs were created, as well as some poetic variants of girls' busts (including one with a square-shaped head), to be realized in glazed ceramics. In quite a number of colorful drawings, the artist introduced the atmosphere of aporia, e.g. in a cheerful drawing in red crayon, she combined the figure of a youthful Mary Magdalene on a black throne, with a strange mirror in the shape of a human skull. It belongs to a larger cycle that explores themes involving Mary Magdalene (such as Noli me tangere) and the anchorite Mary of Egypt. Another series of stunning works was made with blue crayon, in various intensities and shades of indigo or ultramarine. They depict allusive, almost anamorphic shapes, lapidary female silhouettes, implying a dialogue with the tradition of Three Graces. The artist did sometimes introduce a different color into such monotonic sequences, for instance, by wrapping a blue figure in a pink veil, as if referring to Nabist art.

In 1964, Hanna Brzuszkiewicz designed, and then implemented in the Holy Spirit Church in Toruń, an impressive set of pieces: a figurative wall relief, a granite altar with a mensa (made of Strzegom granite), a metal cross with a ceramic figure of Christ incorporated into it, and several metal candlesticks. The artist recalls her journey by night train to Strzegom (to choose the stone), when the first rays of the spring sun were shining through the window. The Altar of the Holy Family is one of the best expressive achievements of contemporary art, combining the ideas of metaphorical figuration and modernism with originally reinterpreted Christian iconography. Immersed in reflection upon the iconosphere of Deesis, the Holy Trinity, as well as Virgin and Child with St Anne, Hanna Brzuszkiewicz created a large-format, poetic and gentle, seemingly levitating bas-relief with a group of adjacent figures: Saint Joseph with, much smaller, Mary and Baby Jesus. The sculptural representation of the Child - supported by Mary, but resting on Joseph's knee - is particularly sophisticated. The forms of geometricized halos, painterly oscillating between the forms of a square or a gentle trapezoid, seem to remain in correlation based on the golden proportion. The largest is the halo of Saint Joseph (filled with the rhythm of geometric lines), the middle-sized one crowns the head of Mary, and the smallest one encircles Jesus' head. The glazes, applied by Ryszard Surajewski, correspond to the nature of Marc Chagall's paintings, thus, adding some impressionistic character. The figures' faces and hands, as well as their robes and halos (the largest one glittering with golden rays), shimmer with a multitude of shades. The discreet, expressive form of the mensa, the cross, the candlesticks and the wall relief created by Hanna Brzuszkiewicz harbour a certain silence that brings to mind the Far East.

In 1965, the series "Sylwetki" [Silhouettes] published an article about Hanna Brzuszkiewicz. It was illustrated with a visionary photographic portrait of the artist, taken by a respected photographer Władysław Szulc (a member of the Toruń Photographic Society) who created a metaphor of her relationship to art
. In the center of a darkened space, Szulc captured the outline of a sculpture behind which there appears the illuminated, happy face of the artist, she’s standing with her hands raised - as if basking in the glow of her sculpture. In 2022, using watercolor paints, Hanna Brzuszkiewicz retouches the patina on the Hemingway sculpture which she created in the 1960s - her gestures and psychological aura remain unchanged.

Sketch, late 1950s, ink on paper, 14.1 × 6 cm, author's property

Sketch, second half of 1960s, ink on paper, 29 × 21 cm, author's property

Sketch, early 1960s, pen on paper, 21 × 15 cm, author's property

Sketch, late 1950s, ink on paper, 14 × 8 cm, author's property
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