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Curatorship practices with respect to ‘displaced assets’ 
collected in Polish museums have not been to-date subject 
of interest to art historians. Maybe due to the fact that 
museums themselves are unwilling to tackle the topic of 
troublesome collections1 whose depositaries they became in 
the period immediately following WW II. That was the time 
when Polish collections became home to numerous movable 
historic monuments which had lost their owners: German 
museum administrators and collectors, Polish owners of 
estates and museum historic monuments as well as Polish 
private collections, and those of unknown provenance, 
dispersed as a result of the war operations.2  

In 1945–52, the National Museum in Warsaw turned into 
the largest museum repository in Poland, comparable only 
with the Cracow one at the Wawel.3 It is a known fact, wri-
tes Roman Olkowski, that as a result of WW II and the so-
-called requisition action following it, the Museum was the 
destination reached by monuments from other museums or 
private collections, or of unidentified provenance… historic 
monuments found in former German repositories, previously 
belonging to Wrocław museum collections and other private 

collections from Lower Silesia, but also the property taken 
from Warsaw following the Warsaw Uprising…, monuments 
confiscated in court trials and political processes… that came 
as so-called former manor property… collections of no-lon-
ger extant institutions, e.g. the State Collections of Art or of 
the Society for the Encouragement of Fine Arts in Warsaw.4 

In 2000–12, the National Museum in Warsaw conducted 
a thorough provenance research, whose consequence was 
the returning of the objects to their rightful owners, or their 
heirs.5 Such research to be the priority in museum praxis 
was proclaimed by Piotr Piotrowski, Director of the National 
Museum in Warsaw in 2010–11 in the prepared Strategy for 
the Operations and Development of the National Museum in 
Warsaw 2010–2020 Project. In my considerations on the cu-
ratorship praxises with the ‘displaced assets’ at the Xawery 
Dunikowski Museum at the Królikarnia Palace, branch of 
the National Museum in Warsaw, 2011 is the cut-off date.  

Since 2011 Agnieszka Tarasiuk, manageress of culture 
and an artist, has been the Chief Curator at the Xawery 
Dunikowski Museum of Sculpture. The exhibitions she 
has been mounting have introduced works testifying to 
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troublesome heritage into the museological discourse.6  
The question of the troublesome collections has in this way 
been moved  to the edges of the institutions, to one of the 
branches of the National Museum in Warsaw. The boundary 
conditions of this transaction are precisely the topic of my 
reflection. 

In 2012, the Królikarnia Museum held the Exhibition titled 
‘Inventorying’.7 The lasting over a year routine physical in-
ventory was turned into a performance participated by vi-
sitors and artists. Out of the collections of sculptures, the 
Curator picked 264 works (11 percent of the collections), as 
much as the Palace ceilings could bear,8 including works of 
questionable genealogy. Three years later she displayed the 
sculptural remains of the former Prussian collection whose  
first part had reached the Królikarnia in the post-WW II 
transport campaign and again after the archaeological exca-
vations in the early 2000s, which inspired Tarasiuk to mount 
the Exhibition ‘The Estate. Sculptures from the collection 
of the Von Rose family and films and photographs from the 
archive of Zofia Chomętowska’.9 

Both Exhibitions seem to have been of real impact in view 
of the historical policy of the institution which encourages 
a public discussion on the topic of its own genealogy within 
strictly delineated limits.

At this stage of the investigation what interests me is the 
meta-narrative that the National Museum in Warsaw starts 
on the genesis of its own collections, using the medium of 
an exhibition, not really the actual state of the provenance 
research in 2020.

In the spirit of Pierre Bourdieu, I perceive the curatorship 
praxises adopted by the Dunikowski Musuem  to ‘displaced 
assets’ as a symbolical struggle to acquire distinctive signs 
of the museum institution, this following the crisis caused 
by the dismissal of Piotr Piotrowski from the position of the 
Director of the National Museum in 2011. On the one hand, 
I see the Exhibitions as the continuation of the idea of the 
‘critical museum’, which used to be the programme goal of 
the former Director, but on the other as the praxis petrifying 
the museum status quo of the largest museum institution 
in Poland after 2011.

Scene I: Inventorying
The largest Polish collection of sculpture housed at Króli-
karnia, a Palladian Palace from the late 18th century,10  
amounts to just over 3.000 items.11 Compared to ca 830.000 
works gathered at the Warsaw National Museum,12 it seems 
a modest subset. Before WW II, the sculpture collection had 
featured merely 650 objects and architectural fragments.13 

Having been assigned the position at the Królikarnia 
Museum, Agnieszka Tarasiuk was quite astounded. At first, 
I was shocked that this vast collection was not really con-
trolled factually and physically, with objects dispersed throu-
ghout different storage places, also outside Warsaw. My 
first impression was that the situation was extremely bad, 
and the collection needed to be saved.14 The research of 
Joanna Turowicz into the collection of modern sculpture at 
the Królikarnia Palace merely confirmed this first identifica-
tion. Objects are dispersed throughout e.g. painting galleries 
in the building of the National Museum in Warsaw, in the 
Royal Łazienki Museum, and in most varied storages. This 

subset of the Museum of Sculpture made up of 1.412 works 
has never been properly catalogued.15 Turowicz also points 
out to the lack of a reliable catalogue of the collections and 
errors in the MONA computer system which often does not 
contain full data, e.g. related to the objects’ provenance.16    

The rescue for the collection was to be found in the 
display-research ‘Inventorying’ Project, namely inventory-
ing conducted publicly, participated by the public, art critics, 
and artists.17 The display rooms were arranged as a museum 
storage space with exhibits grouped according to the techni-
ques and sizes. The selected works, first of all figural sculptu-
res representative of the whole collection, were placed on 
specially prepared plinths and shelves. Several dozens cruci-
fixes that came from post-WW II transport campaigns from 
Lower Silesia were attached to a metal mesh. In compliance 
with the practice of storing collections, the displayed scul-
ptures did not feature any labels. The display order that ar-
ranges and camouflages many difficult issues,18 as phrased 
in her review by Maria Poprzęcka, had been eliminated from 
the Exhibition. The public could become acquainted with 
a multitude of techniques, from plaster bozzetto’s to fired 
clay and bronze casts, the variety of sculpture conventions, 
types of presentation, e.g. Modernist: plaster cast of the 
Pilot’s Head by Edward Wittig, sandstone Negro’s Head by 
Olga Niewska, an early bronze cast of the Portrait of a Polish 
Woman by Xawery Dunikowski, and a marble bust of an 
unknown cardinal from the second half of the 16th century. 

Equipped with the list of works, the public were enco-
uraged to search for themselves the political, aesthetical, 
existential, or even metaphysical motifs.19  The museum rou-
tine in which objects are: counted, described, conserved, 
transported, and stored [while] there is detective investiga-
tion going on,20 stayed behind the closed door. Those inte-
rested in detailed information on the displayed works were 
encouraged to contact Museum employees, obviously du-
ring the institution’s opening hours.21 

Mikołaj Grospierre’s installation called Typologies and 
composed of 16 wooden cases filled with pictures of scul-
ptures photographed in a storage space was to provide tips 
how to visit the Exhibition on the visitor’s own account. 
The display cabinet titled Interesting Pairs was placed side 
by side with another, documenting Headless Sculptures. 
Grospierre’s methodological joke, however, gave but slim 
chances to find metaphysical or political motifs, not to men-
tion the detective-like investigation on the provenance. 

An anxiety-inspiring excessive number of works without 
labels, authors, titles, techniques,22 with no information pro-
vided on provenance, made it impossible to conceptualize 
the display in any way. 

Clementine Déliss writes that exhibitions limit both the 
curator and the public to the spatial environment in which 
the form of visual conceptualization becomes supreme to 
interpretation.23 

At the Królikarnia Palace, several hundred works placed 
within the inside of a smallish building yielded an oppressi-
ve impression, particularly in Room 1 in which 117 pieces 
were accumulated, mainly busts and portraits. Arranged as 
an expressive meta-installation,24 the Exhibition limited the 
reference network only to what could be eye-witnessed. 
Just like any other exhibition, ‘Inventorying’ was a curator 
project, a structured composition, distilled order, which, 
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however, instead of uncovering, camouflaged many chal-
lenging issues, like the works’ provenance. The very concept 
of the physical list evaded the question of the histories of 
individual objects. 

The Museum offered the public a kind of a field game wit-
hout gratification for a well-done job, namely the inventory-
ing game. The comparison of the actual state: 264 objects, 
with the entries in the Museum registers, which could be 
demanded by the most determined visitors, was obviously 
an exaggerated promise. It is not true that everybody can 
look into the register.

The expressive meta-narrative, whatever that meant, 
referred more to emotions. This is most likely what Maria 
Poprzęcka had in mind, not really a laborious museum pro-
cedure, when she wrote about madness in museum,25 by 
this token recalling the Enlightenment definition of ‘mad-
ness’ as a defect in reasoning.26 I want to continue this motif 
of the defect, since the exhibition-simulation of a storage 
space in a museum, of a methodological ordering of what 
is material, was invented by a woman.27 Displaying  what 
had been hidden in the underground, upset the rational 
structure of the Królikarnia building based on the golden 
ratio.28 Moreover, it shook the idea of the museum as an 
authority, a holder of investigative instruments, and a pro-
ducer of knowledge. The multi-aspect presentation of the 
collection, the work conducted in the offices and workshops, 
showed the work at a museum ‘from the perspective of the 
kitchen’. Paraphrasing Marta Leśniakowska’s words, we can 
say that in the museum topography the inside is the spa-
ce synonymous and exchangeable with a woman’s figure.29  

As observed by the researcher, in modern Western culture 
kitchen was always excluded as architectural space gover-
ned by its own internal hierarchy of the ‘civilization’ of cooks, 
kitchen helpers, dishwashers, and maids, marking out the 
demarcation line between the stately and the labour zone.30 

Scene 2: Gaining control
More and more often museums open their storerooms 
to the public; study visits to the previously inaccessible 
spaces have become increasingly popular. The institution 
derives a double benefit from such practice. Like this it 
prepares potential public of art, but also, by disclosing its 
own practices related to amassing, description, attribution, 
and conservation, it consolidates the image of museums 
as effectively run expert machines.31 The machine at 
Królikarnia was effective despite the fact that 70 years 
after the war the sculpture collection remained factually 
and physically uncontrolled.32    

The public wandering through the Exhibition with a large 
piece of paper, were going through their own ritual of initia-
tion, re-acting over and over the trauma of the first contact 
of the Curator with the collection. They could experience 
the shock she felt at the sight of the crammed storages at 
the Sculpture Museum in which dozens of piling figures, bo-
dies, heads, busts, arms, legs, and torsos tightly pressing one 
against the other were awaiting inventorying.33  

The fact that the public were not treated seriously was 
disclosed by the text of the publication setting in motion 
infantile images, like from a fairy tale. With the list of the 

1. Exhibition ‘Inventorying’, Room 5, wooden sculpture, display fragment
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displayed works, they were to force their way through the 
clump of marble or plaster bodies,34 a mysterious crowd 
of statutes…35 host of enchanted figures… individuals pe-
trified by the basilisk’s glance, sight of the golden calf, or  
a witch’s spell.36 In the most popular online ‘biweekly’ Maria 
Poprzęcka, when describing the Exhibition, added an ero-
tic thrill and a drop of dread: strongman-monster, Grzegorz 
Klaman’s sculpture, and excess of naked women who were 
either flexing, making eyes, or felt embarrassed.37    

So what was the result of controlling the collection which, 
to paraphrase Agnieszka Tarasiuk’s words, was parasitizing 
the historic walls of Królikarnia like bracket fungus? To use the 
analogy, like 800.000 objects in the National Museum stora-
ges were parasitizing the Museum’s Modernist main building? 

And why did the art historian Maria Poprzęcka in the arti-
stic replica of a storeroom with its rigorous grid of racks, scul-
ptures classified according to the museum key of sizes and 
materials saw something which she could not see: Marble, 
plaster, timber, bronze, concrete: all piled up with no rhyme 
or reason?38

Scene 3: The collection
In Joanna Turowicz’s opinion, it is moderately modern.39  
The assessment of the collection of modern sculpture 
reflected the character of the Exhibition dominated by 
works by the artists from the 1920s and 30s (except for 
several dozen wooden crucifixes in Room 5 which came 
from the post-WW II requisition campaigns),40 thus from 
the period of the first purchases of the National Museum 
in Warsaw opened in 1936. The noses, bodies, and busts 
pressing at each other were authored by quite decent 
artists, beginning with Henryk Kuna, Olga Niewska, Ludomir 
Sleńdziński, Katarzyna Kobro, or Master Dunikowski.  
A similarly reputable representation could be found in the 
19th-century sculpture amassed by the Museum of Fine 
Arts: from Cyprian Godebski to Meunier and Carpeaux. Not 
mentioning the excellent copies of ancient busts. Even the 
most refined detective investigation could not lead to the 
exhibits that came from the dynamic years immediately 
following WW II. If therefore, as Izabela Jabłońska writes, 
the current collections of the National Museum are in  
a perverse sense a faithful testimony to the times in which… 
they were created… [when] the imperative of the moment 
was to give shelter to the works of art extracted from the post-
war chaos and preserving them,41 this applies to Królikarnia 
only to a limited degree.

It is hard to find works of meagre artistic quality in the 
‘Inventorying’ Exhibition, this, according to Jabłońska, defi-
ning the not homogenous Museum collections.42  If organized 
by madness, it was consciously arranged. Figures enchanted 
in stone hardly deserve huddling.43 It is difficult to perceive 
formlessness in what is figurative.   

The metaphor of a slag heap may relate to the ousted tro-
ublesome past of the collection, hurried transport campaigns, 
recoveries, and deposits. Also, using the Curator’s words, to 
the factual and physical uncontrolling of the collection. The 
impression, particularly in Room 1, that objects attack the 
public44 demanding attention (namely inventorying) remin-
ded of the 2.736 sculptures that the Palace ceiling could not 
bear, awaiting a museum stock-reviewing.  

Scene 4: Gaining control over the 
uncontrolled

In the text of the publication called Inventorying at the 
Museum of Sculpture, it was the works from the interwar 
decades, thus from the period when the collection was 
formed, that were privileged. The over-presence of the 
images of Józef Piłsudski was explained in the paper by 
Jarosław Trybuś who wrote about the 1936 competition for 
the unaccomplished Marshal’s monument.45 The unknown 
ceramic sculptures of Mika Mickun were described by Ewa 
Ziembińska.46 Negro’s Head by Olga Niewska, breaking with 
the anthropological pattern of the heads of Polish women, 
rafters, and miners, together with the group of sculptures 
featuring in registers as Eight Negros was discussed from 
the post-colonial perspective by Aleksandra Janiszewska.47  
The latter author also conducted the provenance research 
for the sculptures. Even the marble 1865 Bust of Eugénie 
Sophie Léopoldine Servais by Cyprian Godebski reached 
the Museum as a gift of the artist’s friend Karol Smólski 
in 1933.48 The biographical notes of the papers’ authors 
at the end of the publication took the place of the works’ 
catalogue. 

The Inventorying Exhibition sent out a clear signal of the 
revival of the Museum of Sculpture at the Królikarnia Palace. 
The entrusting its collections to Agnieszka Tarasiuk intel-
lectually revived this National Museum Branch. The park 
around the Palace has become today a popular venue for 
recreation, concerts, cultural events, extraterritorial space 
for the display of sculptures that reached it following their 
conservation. The Museum has won its regular public, while 
studio visits to the storerooms have become a regular praxis 
for the Królikarnia Palace since the ‘Inventorying’.

What was the outcome of the Inventorying at the Museum 
of Sculpture Project made up of the Exhibition of two scen-
es, the publication, and encounters with the public? It se-
ems that a conscious choice had been made to select first of 
all works of impeccable past for the Exhibition, thus avoiding 
the provenance issues. The question related to the status of 
a museum: an institution storing the past according to the 
once-established criteria was supplanted by the question 
related to the genesis of the collection. The symptoms of 
the troublesome heritage, the post-WW II displacement, are 
scattered across the papers in the publication Inventorying 
in a the Museum of Sculpture, with the Reader stumbling 
on over and over: neglection, degradation, painful feelings, 
museum as a black hole, like in Maria Poprzęcka’s paper; re-
quisition campaigns, post-war chaos, charred sculptures, all 
these interwoven with the story of the material worth of a 
work of art in the Introduction by Agnieszka Tarasiuk. Finally, 
the fragmented history of the Królikarnia Palace, from the 
beginning of its existence regularly changing hands, not spa-
red by the story of the material trace of displacement.49   

Scene 4: Assets
The question of ‘displaced goods’ was undertaken by the 
Exhibition ‘The Estate. Sculptures from the collection of the 
Von Rose family and films and photographs from the archive 
of Zofia Chomętowska’. The display at the Królikarnia Palace 
showed the material remains of the collection of sculptures 
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from the Palace of the Prussian family of von Rose at Dylewo 
(former Döhlau) not far from Grunwald. The estate together 
with the family residence burnt down by the Red Army was 
taken over by a State Farm (PGR).  

The sculptures from the von Roses’ collection, inclu-
ding some pieces by Adolf Wildt,50 reached Warsaw in a 
1950 transport campaign headed by the museum conser-
vator Stanisław Jasiewicz, who later returned to Dylewo 
at least twice. During the first transport, he brought a sar-
cophagus from the family mausoleum at the local Dylewo 
church, erroneously judged as Early Christian, later display-
ed at the Gallery of Ancient Art of the National Museum in 
Warsaw.51 Two other sculptures by Wildt were transported 
to the Museum of Masuria in Olsztyn.52 Following the se-
cond trip, still in 1950, the Warsaw Museum collection was 
added two bronze copies of ancient works: the statues of 
Zeus and Dancing Faun,53 as well as of Narcissus. The third 
portion of destroyed marble and stone sculptures of von 
Rose arrived at the Warsaw Museum following the archae-
ological excavations at the Dylewo estate conducted from 
2001 by Prof. Tomasz Mikocki of the University of Warsaw.54

The trajectory of the complicated displacements and the 
relations among the temporary owners of the objects were 
reconstructed by Katarzyna Kucharska-Hornung. Upon the 
decision of the Warmia-Masuria Voivodeship Conservator of 
Monuments, the remains of the von Roses’ property were 
deposited with the National Museum in 2002 for the periods 
of two and ten years. In 2014, Agnieszka Tarasiuk began the 
process meant to confirm the legal status of the heritage ob-
jects55 and the possibility to transfer the ownership rights to 

the Museum.56 In 2015, the Warmia-Masuria Voivodeship 
Conservator of Monuments decided to have them trans-
ported to Olsztyn. The bronze casts of the Dancing Faun 
and Narcissus were left in Warsaw. The Zeus statute, in the 
park before the war, in 1995 reached Western Pomerania, 
and as deposit joined the display of copies of ancient sta-
tutes in the collection of Heinrich Dohrn, co-founder of the 
Pommersches Museum, from 1945 City Museum, in 1970 
elevated to the rank of the National Museum in Szczecin. 
The bringing of the fragments of sculptures to the Warsaw 
National Museum turned into an incentive to host an exhi-
bition problematizing the post-WW II history of collections 
and the real privatisation of nationalized facilities, including 
the Królikarnia Palace, which occurred after 1989.

In early 2016, forty crates of Prussian ‘survivors’ were sent 
to the Museum in Olsztyn which two years later incorpora-
ted them into the Exhibition ‘From Oblivion. Sculptures by 
Adolfo Wildt (1868–1931) from the Collection of Franz Rose 
from Dylewo’. The Conference following the Exhibition sum-
med up the history of the post-WW displacements. 

Press reports left out the 14 years of the storage of 
the Prussian monuments in Warsaw and the Królikarnia 
Exhibition, the excavations of the Warsaw archaeologists, 
the documentation of the objects, as well as the contribu-
tion of Warsaw conservators. The lasting over 100 years hi-
story of Dylewo/Döhlau and the Prussian settlement on the 
so-called Regained Territories were reduced to a local epi-
sode57 in the history of a region of a unique multicultural 
character.58 The trauma of the post-WW II migrations: the 
pendular displacement and resettlement, was reduced to 

2. Exhibition ‘Inventorying’, Room 1, ceramic sculptures by Mika Mickun (1886–1971): Woman with an Apple (actress Z. Smoleńska?, 1926) and  Woman 
Sitting on a Pedestal (1939)
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the pronoun ‘it’ (reviving the memory of it)59 targeted at 
the neutral once (regarded as alien) )60 that today symboli-
cally compensates the old lack of European substance61 and 
consolidates the belonging to the large European family.

The remains of the cultural heritage of Eastern Prussia: 
the consciously built collection of von Rose in the discourse 
of the Olsztyn Museum became a metonymy of a double di-
sinheriting. Perceived as the former German property, after 
the war categorized as abandoned objects,62 it was assigned 
to two, and after 1989 three institutions. And as a problema-
tic historic monument whose fate depended on the decision 
of voivodeship authorities, it was transferred for treatment 
to the National Museum in Warsaw.

The Museum of Warmia and Masuria in Olsztyn incor-
porated what had once been incorporated into the story 
of the beginnings of the institution founded in 1945. The 
cultural legacy of Eastern Pomerania deposited in 40 crates 
of ‘residues’, renounced during Communist Poland, was in-
strumentally used by the local historical policy. 

In the Królikarnia Exhibition the trauma of dispossession 
was similarly tabooised by  resuscitating the phantasm 
of the Borderlands: the eastern territories of the Polish-
Lithuanian Commonwealth and the lost Eastern Prussia.63  
The photos of Dylewo from before the disaster, the images 
of everyday realities from Eastern Prussia were accompa-
nied by the photos of Chomętowska’s Poleszuki, and the 
documents testifying to the life in her family estate in Polesia. 
In Józef Obrębski’s publication Polesia the author’s extract,  
preceded by Jan Sowa’s talk on the antagonistic nature 
of relations within the Sarmatian society,64 is side by side 
with the chapter Culture and Imperialism by Edward Said 
on the traces of British imperialistic culture in Jan Austen’s 
Mansfield Park.65 As remarked by Sowa, we did not indeed 
[emphasis E.T.] have colonies in Asia, Africa, or America, ho-
wever the relations of colonial character were present in 
the former Polish society,66 particularly in the Ukraine: the 
Borderlands mythologized after WW II. The culture of the 
Poland of nobility was built on exploitation and degrada-
tion of serfs smeared in mud.67 This is the kind of degrada-
tion that the ancestors of both Zofia Chomętowska and the 
Krasińskis, namely the pre-war owners of the Królikarnia 
Palace nationalized after WW II, whose heirs have been 
trying to retrieve it since 1989, had contributed to. Manor 

servants, descendants of colonized peasants, were hardly 
visible in photos and films documenting the life of the pre-
-WW II landlords. 

The Dylewo archaeological excavations helped recreate 
the trajectory of the great moves, of borders, individuals, 
and of matter immediately after WW II. The historical ana-
mnesis of the Museum expulsed from memory geographi-
cal space closer than the Nieśwież Castle: the post-reloca-
tion area that Kinga Siewior proposes to call the Western 
Borderland.68 When discussing literary works of the post-re-
location generation, she writes: I use… the terms ‘Western 
Borderlands’/’Westerborderlanderness’ first of all in order 
to signal the involuntary entanglement of this literature in 
the dominating identity- memory discourse that undoub-
tedly so-called Borderland nostalgy sets off.69 Not as ressen-
timent and an element of the national imagery, but simply 
as a real ‘heimat’.70 

Postcolonialism as the methodological framework of the 
Exhibition plays the role of the magic discourse making up 
for the injustice of history.71 The ahistorical perspective also 
obscures the post-dependence character of Warmia as a re-
gion of the state dependent on the Soviet hegemon.  

Pre-war servants deprived of their subjectivity have their 
own avatars in today’s Dylewo. Kids who remembered the 
rubble heap in the shed and anonymous grown-ups paid for 
their work on the dig with pieces of plinths and balustrades.
I am therefore not sure if the Exhibition ‘The Estate. 
Sculptures from the collection of the Von Rose family 
and films and photographs from the archive of Zofia 
Chomętowska’ can be called the meeting of the Museum 
with the Real blotted out beginning of the post-WW II 
collection growing in the 1940s and 50s thanks to the 
transport campaigns of hundreds of thousands… of works 
of art from the Western Territories.72   

The Dunikowski Museum does not conduct any systema-
tic provenance research. The reason being lack of means, 
too frequent exhibitions, but certainly not lack of compe-
tences, the latter testified to by the research of Janiszewska 
and Kucharska-Hornung. The historical policy of Warsaw’s 
National Museum does not take into account the trouble-
some collection of the displaced assets.

The merely 3.000-object collection of the Królikarnia 
Palace whose statistics is boosted by the remains of 

3. Exhibition ‘The Estate’, fragments of damaged sculptures from the 
collection of the Von Rose family from Dylewo which reached the Xawery 
Dunikowski Museum following the 2001–2002 excavations at the estate

4. Exhibition ‘The Estate’, in the foreground the marble Statue of a Youth by 
A. Wildt; at the back bronze sculpture Statue of Zeus by an unknown artist, 
currently deposited at the National Museum in Szczecin
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something that once used to be sculptures requires a syste-
matic work on the collection, not only when exhibitions are 
organized. The assumptions of a critical museum seem close 
to the heart of the Curator of the Museum of Sculpture. The 
identification of the collections the need of which was once 
demanded by Piotr Piotrowski, has been occurring slowly, 
at the exhibition pace, with no deadline set. 

I am hopeful that this minimum programme does not 
push aside the questions related to the status of Polish 
collections whose over a third part is made up of ‘orphan 
works’.73

*The paper is a fragment of a (planned) larger whole.

Abstact: Two exhibitions at the Xawery Dunikowski 
Museum of Sculpture at the Królikarnia Palace, branch of 
the National Museum in Warsaw: the ‘Inventorying’ Display-
Research Project, which was a kind of a public inventory 
of the sculpture collection (2012) and the Exhibition ‘The 
Estate. Sculptures from the collection of the Von Rose fam-
ily and films and photographs from the archive of Zofia 
Chomętowska’ (2015) are case studies serving the Author 
to analyse curatorship practices with respect to the collec-
tions whose major part is composed of ‘displaced assets’, 
first of all from the so-called ‘Regained Territories’. In the 
words of the Chief Curator at the Królikarnia Museum since 
2011 and the Exhibitions’ Curator Agnieszka Tarasiuk: it is  
a troublesome collection testifying to a difficult heritage and 
not yielding to conservation.  

The paper’s methodological basis is the museum exhibits’ 

provenance research conducted by R. Olkowski, L. M. 
Kamińska, and M. Romanowska-Zadrożna, while its context 
is found in the programme assumptions of the Strategy for 
the Operations and Development of the National Museum 
in Warsaw 2010–2020 worked out by the former National 
Museum’s Director Piotr Piotrowski. One of its priorities 
is to clarify the origins of the collections of unknown pro-
venance, and settling accounts with their former owners. 
Furthermore, the question related to constructing museum’s 
genealogy and the memory of history of the period imme-
diately following WWII in the new socio-political situation 
in Poland after 1989 is posed. The position for dealing with 
collections’ provenance research introduced by P. Piotrowski 
was liquidated following the Director’s dismissal in 2012.
The paper forms part of a bigger whole.  

Keywords: ‘displaced assets’, provenance research of museum exhibits, Xawery Dunikowski Museum of Sculpture at 
the Królikarnia Palace in Warsaw, National Museum in Warsaw, Regained Territories, Museum of Warmia and Masuria in 
Olsztyn, Dylewo/Döhlau.

5. Exhibition ‘The Estate’, damaged sculptures which reached the collection of the Xawery Dunikowaki Museum after the excavations at Dylewo 

(Photos 1-2 – B. Górka; 3-5 – I. Omulecki; all photos courtesy of the Xawery Dunikowski Museum in Warsaw)
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