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przypadek
Saszy Blondera

For English - see p. 163

Szasza Blonder (1909-1949, il.1) byl jednym z najbardziej aktywnych i utalen- NATASZA STYRNA
towanych czlonkow przedwojennej I Grupy Krakowskiej. Mimo to o jego zyciu

| tworczosci napisano do tej pory niewiele, a jego interesujacy dorobek nie zostal

poddany doglebniejszej analizie. Te dwa watki, tworczosc i koleje losu artysty, spla-

taja si¢ w przypadku Blondera bardzo mocno. Jego rysunki
| obrazy wypelniaja postaci przyjaciol, czlonkow rodziny,
domowe sprzety, ktore zawsze mial pod reka, pejzaze z ro-
dzinnych stron. W kazdym z tych przypadkow artysta zdra-
dzal bardzo emocjonalng postawe wobec studiowanego
tematu. Byl ekspresjonista, portretujac ludzi, z ktorymi sie
stykal, podobnie traktowal swiat wokol siebie, krajobrazy
przesuwajace sie przed jego oczami, miejskie scenki poja-
wiajace si¢ w jego pracach, najbanalniejsze otaczajace go
przedmioty. Rownoczesnie potrafil zachowac dystans - to
wszystko stanowifo dla niego przede wszystkim pozywke,
ktora karmil swoje malarstwo, zaspakajal potrzebe wypo-

wiedzenia si¢, wyrzucenia z siebie nadmiaru obserwaciji.

Tworzyl z niezwykla pasja, gdy sie patrzy na jego rysun-
ki mozna powiedzie¢ - wrecz goraczkowo. W jego pracach
wyczuwa sie jakas zachtannosc, zeby opisac wszystko, co
:—:najdﬂwaim sie w zasiegu jego wrazliwosci jeszcze lepiej,

dosadniej, probujac roznych srodkéw wyrazu, siegajac

czasem po catkowicie odmienne konwencje stylowe, aby

odkry¢ ich potencjal i wybrac najodpowiedniejszy z jezykow wypowiedzi. Podobna 1. sasza Blonder,
fotografia wykonana

w Czortkowie 15 wrzesnia
dylematow, z ktorymi staral si¢ uporac - historia czlowieka, ktory szukal swojego 1927 roku, kolekeja
Halene Feydy-Blondel

i Marca Blondela.

byla biogratia artysty, petna nieoczekiwanych zwrotow, chwil niepokoju i rozdarcia,

miejsca na ziemi, chyba bezskutecznie, miotany miedzy podolska prowincja, skad
pochodzil, Parvzem, Krakowem, Warszawa i innymi miejscami w ciagu jego dosc

krotkiego zycia.
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2. Estera Dwora | Markus Co go wypchneto z Polski do Paryza tak wezeénie? Dlaczego wracil i wyje-
(Mordechaj) Blonderowie
z synami Fiszelem i Sasza,
Czortkéw, 1929, fotografia | kariera artystyvczna w Polsce byty dla niego atrakeyjne przez jakis czas, nawet po
z kolekeji Héléne Feydy- '
-Blondel i Marca Blondela,

chat znowu? Dlaczego zamiast w Paryviu wolal studiowac w Krakowie? Jesli studia

paryskich doswiadczeniach, dlaczego zdecydowal si¢ w koncu opuscic kraj i na stale
przeniesc do Francji? Czy byly to przemyslane wybory, czy raczej wynik przypadkau,
miotania si¢ wlasnie w trudnych okolicznosciach miedzy rozwiazaniami, z ktorych
zadne do konca mu nie odpowiadalo? Odpowiedziec¢ na te pytania pomagaja za-
FOWNo zapis ki, jak i prace artysty.

Wazny etap historii Blondera rozpoczyna sie w Krakowie w 1931 roku, Wlasnie
wtedy artysta rozpoczyna studia na krakowskiej Akademii Sztuk Pigknych. Mial
wowczas 22 lata 1 niemalo ciekaw;-*ch doswiadczen na swoim koncie. Dwukrotnie,
w 1926 roku oraz dluzej, w latach 1929-1931, przebywal w Paryzu. Zdobyta wtedy
wiedza wyrdzniata go na tle kolegow z [ Grupy Krakowskiej, wsrod ktorych byl
prawdopodobnie najlepiej zorientowany w aktualnych nurtach i tendencjach sztuki
swiatowe).

Wyjazd do Paryza przekraczal jego mozliwosci finansowe. Rodzice malarza,
Estera Dwora i Markus (Mordechaj) Blonderowie (il. 2) prowadzili w podolskim
Czortkowie niewielki sklep z tanim obuwiem, jednak dochad, jaki osiagali, nie
W}-'f-;tarczai, ub}' pOMOC synowi w zrealizowaniu marzenia o u-'j.-'ju:ﬂ':dzic do Francjl.
W 1926 roku miodego artyste wsparli rodzice jego narzeczonej, Sabiny Adler’. Wy-
jezdzajac, mial zaledwie 17 lat. Rysowal, malowal, intensywnie interesowal si¢ sztuka.
Mimo skromnych zasobow tinansowych gromadzil literature poswigcona malarstwu.

Brak infnrmncji éwindczqcyc h, czy pierwszy pobyt w Paryzu 5;:@{ nit jego ocze-
kiwania. Sam artysta mowil o nim ponoc niewiele. Mozna si¢ domyslac, ze nie byl
dlugi. Pieniagdze darowane przez Adlerow zapewne szybko si¢ wyczerpaly, zmuszajac
ao do powrotu. Na pewno wazne h}-'{n rowniez ]{HI]’[}’I‘LLI{'!We‘{ﬂiE‘ edukncji | egza-
min maturalny, ktory czekal go w Czortkowie. Jednak nawet jesli nie byl to dhugi
pobyt, jego znaczenie bylo niebagatelne. Po raz pierwszy znalaz! si¢ w naprawde
duzym miescie, zobaczyl wymarzona, mityczna stolice sztuki, wszedl w tamtejsze

1 K. Tchorzewski, Zycie i tworczosd Saszy Blondera (André Blondela) 1909-1949. Zarys monogra-
ficzny (praca magisterska napisana 1973 roku na Uniwersytecie Warszawskim), eyt za: Henryk
Wiciniski i 1 Grupa Krakowska 1932-1937 [katalog wystawy w Panstwowej Galerii Sztuki w So-

pncic}, oprac. J. Chrobak, D. Luczak, W. Nowaczyk, Sopot 2007, s. 86.
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srodowisko artystyczne, zapoznal sie z dzietami sztuki, ktore znal co najwyzej
z reprodukcji. To, z czym sie zetknal, :—'.afraptmfaln 2o | w]_.-'nstr:r:}'fﬂ jego apetyt na
jeszcze wiecej sztuki - dobrej sztuki, dobrego malarstwa. W tym wypadku nie ma
watpliwosci: szvbko sie okazalo, i Blonder udowadniatl to wielokrotnie, #e malar-
stwo i rysunek stanowily jego najwazniejsza Zyciowa pasje. Od najwczesniejszych
lat byly czyms, bez czego nie mogl si¢ obejsc - jezvkiem, ktorym komunikowat sie
ze swiatem i wyrazal swoj stosunek do niego, tworzac zarazem skrupulatny zapis
wszelkich emocji, jakie mu towarzyszyty, czy to byvly zwykle zyciowe sprawy, czy
tez zaprzatajace go zagadnienia natury artystycznej.

Blonder z nieodtacznym szkicownikiem w reku byl wspomnieniem, ktore bardzo
mocno zapisafo si¢ w pamieci znajacych go osob. Pod wieloma wzgledami whasnie
rysunki, licznie zachowane i bardzo réznorodne, stanowia najciekawsza czesc jego
dorobku. Znajdziemy wsrod nich studia roznych zagadnien formalnych, przeplata-
jace si¢ z humorystycznymi obserwacjami na temat otaczajacych go ludzi, przyklady
abstrakcji geometrycznej przemieszane z wizerunkami przyjaciol, czlonkéw rodziny
albo zwyklych przechodniow mijanych na ulicy, obok nich nostalgiczne widoki
przedstawiajace okolice rodzinnego Czortkowa, bezkresne pejzaze z wtopionymi
w nie drobnymi sylwetkami ludzi.

Po powrocie z Paryza w 1926 roku mlodziutki Blonder zaczal bardzo energicznie
dziala¢ w Czortkowie. Udzielal si¢ jako scenograt w miejscowym teatrze amatorskim
dla mlodziezy, organizowal kursy plastyczne dla zainteresowanych. Na powrot
do Paryza zdecydowal sie w 1929 roku. Tym razem byl lepiej przygotowany.
Wryjechal z Leopoldem Lewickim, ktory takze pochodzit z Czortkowa. W Paryzu
wykorzystali kontakty nawigzane wezesniej przez Blondera. Zamieszkali w jednym
z malych hotelikow w poblizu Notre-Dame, zwiedzali paryskie galerie i muzea,
starali sie pracowac. Malarz, cale zycie bardzo podatny na inspiracje, probowal
roznych jezykow wypowiedzi. W jego szkicownikach z przelomu lat dwudziestych
i trzydziestych znajdziemy typowe miejskie scenki zapisane Zywa nerwowa kreska,
obok nich rysunki wyrozniajace sie sktonnoscia do upraszczania i syntezy ksztaltow,
dwie strony dalej studia abstrakcyjnych, geometrycznych form. Proby z zakresu
malarstwa sg bardzo swobodne, ekspresyjne. W wielu pracach znajdziemy sklonnosc
do deformaciji ksztaltow.

Bez watpienia byl oszolomiony wszystkim, z czym zetknal si¢ w Paryzu, preznos-
cig Zycia artystycznego, rozlegloscia srodowiska artystycznego, mnogoscia trendow
obecnych na paryskiej scenie artystycznej. Tym bardziej zastanawia, dlaczego w1931
roku, gdy byl juz zapewne dosc¢ dobrze zzyty z nowym srodowiskiem i przyzwy-
czajony do tamtejﬁz}rch warunkow, p{:-ﬂtmmwil opusci¢ miasto i przeniesc si¢ do
Krakowa. W 1926 roku, nie trwoniac energii na 7zadne pomniejsze peregrynacje,
wyjechal od razu do Paryza. W 1929 roku, gdy byl juz po maturze, tez nie myslal
o studiach w Krakowie. Pisal wtedy o krakowskiej szkole wyraZznie zdegustowany,
powatpiewajac w wartosc edukacji, jaka w niej oferowano - nauke ,,pepkowo-sutko-
wych proporcji” czy umiejetno$c rozmieszczania w obrazie ,,subtelnych bliczkow™.
Dlaczego zatem zdecydowal si¢ na rozpoczecie studiow w Krakowie wiasnie teraz?
Odwrocil naturalny wydawaloby si¢ bieg rzeczy: niezamozny artysta z glebokiej

prowincji dostaje si¢ do pierwszego wigkszego osrodka artystycznego, po pewnym

2 Zbiory Specjalne Instytutu Sztuki Polskiej Akademii Nauk w Warszawie, Archiwum Saszy
Blondera, nr inw, 773-11-1 (1929}, 5.20 1.
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3. Sasza Blonder, Maja
awantura (portret Berty
Grunberg), technika
mieszana, Archiwum
Saszy Blondera 1929-1937,
Zbiory Specjalne 15 PAN,
Warszawa.

4. Sasza Blonder, Partret
Leopolda Lewickiego, 1930,
tusz na papierze, Archiwum
Saszy Blondera 1929-1937,
Zbiory Specjalne 15 Pan,
Warszawa.

czasie, jesli jest bardzo ambitny, dociera do paryskiej mekki sztuki, czasem zostaje
tam na stale. Blonder ow krok wykonal na poczatku swojej drogi artystycznej. Ale
dlaczego zawrocil?

Odpowiedzi moze bv¢ wiele. Moze po raz kolejny na przeszkodzie stanely pie-
niadze i uznal, ze w Krakowie latwiej bedzie mu si¢ utrzymac? Moze cigzylo mu
rozstanie z rodzing? Pewien wplyw mogt miec¢ na niego Lewicki, ktory studiowal
w Krakowie 1 by¢ moze probowal go do siebie sciagnac. Jest tez inna wazna oko-
licznos¢: w1932 roku zmarta matka artysty. Symptomy choroby zapewne pojawily
sie wczesniej i to one mogly spowodowac, ze chcial studiowac blizej domu.

Trudno odgadnac. By¢ moze wszystkie wymienione powody w jakiejs czesci
zlozyly si¢ na decyzjg artysty. A moze bylo ich wigcej? Probujac odpowiedziec na
to pytanie, warto siegnac rowniez po szkicowniki Blondera. Ich strony wypelniaja
dziesiatki prostych, skromnych, nostalgicznych prac ukazujacych rodzinne stro-
ny malarza. Pejzaz jest bezkresny, formy surowe, galeziami pojedynczych drzew
czy svlwetkami ludzi okutanych w chusty miota wiatr, Takie tematy przewijaja
sie w szkicownikach nieustannie i s3 ujmowane w dosc szczegolny sposab. Jesli
swoich przyjaciol z Grupy Krakowskiej Blonder portretowal z humorem 1 lekka
ironia (il. 3-4), wyraz tych pejzazy jest inny. Srodki, ktoérymi sie postugiwat byly
bardzo proste, kilka kresek czy pojedyncza smuga (il. 5-6). Jednak pejzaze, ktore
tworzyl, sa pelne wyrazu, przywoluja u widza jakies niesprecyzowane wspomnie-
nia. Porownujac z innymi pracami Blondera, brak w nich dystansu, z jakim artysta
traktowal caly otaczajacy swiat z wyzyn swojego dwudziestoletniego zycia. W tym
wypadku zdradzal sig, odkrywal swoje uczucia, zwiazek z miejscem, z ktorego
pochodzil, gdzie biegal jako dziecko i obserwowal wszystko wokat: chlopow na
targu, maszerujace wojsko, kondukt zalobny, kuternoge wspartego na lasce, w tle
koscielne wieze albo cebulaste kopuly cerkwi. To byla jego ojczyzna, Zzydowskiego
chlopca z ortodoksyjnej rodziny, wychowanego na podolskiej prowincji. Tego
watku tez nie sposéb pominaé. Artysta pochodzil z religijnej rodziny, zostal wy-

chowany zgodnie z nakazami tradycji, znal jidysz oraz hebrajski, w tych jezykach
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korespondowal ze znajomymi. Mocno angazowal sie w Zycie swojej spolecznosci,

interesowal si¢ syjonizmem, jako miody czlowiek nalezal do Haszomer Hacair,
zydowskiej organizacji mlodziezowej wchodzacej w sklad Swiatowej Organizacji
Syjonistycznej. Interesowata go polityka i przysziosc¢ narodu zydowskiego, ale chyba
nie do tego stopnia, co jego brata Fiszela (il. 2), ktory w polowie lat dwudziestych
postanowil wyjecha¢ do Palestyny”. U Szaszy zwyciezylo co$ innego, w 1926 roku
odbyl podroz do Parvza i prawdopodobnie ten wybor zdecydowal o jego dalszej
drodze zyciowel.

Byl przywiazany do rodzinnych stron, a jednoczesnie od samego poczatku cos
go wypychalo z kraju. W pierwsza daleka podroz wybral sig jeszcze przed matura.
Po jej zdaniu, nie czekajac dlugo, wyjechal znowu. Przebyl droge z Czortkowa
polozonego na wschodnich rubiezach Europy od razu niemal na jej przeciwlegly
kraniec. Dlaczego? | skad w mlodym czlowieku z prowingji tak silna pasja do
sztuki?

Odpowied?, przynajmniej na to ostatnie pyvtanie, znajdziemy ponownie w jego
szkicownikach - rysunkach mlodego artysty zdradzajacych ogromna wrazliwosé
na caly otaczajgcy swiat: ludzi, relacje migdzy nimi, przedmioty, zwierzeta, pejzaze.
Formy ukazywane w wymownym skrocie zdradzaja reke wnikliwego obserwato
ra wyczulonego na kazdy szczegol. Ksztalt 1 kolor zwisajacej kotary sa nie mniej
istotne od twarzy przyjaciela czy rysow kochanki. Piec kaflowy, na ktorym moz
na przygotowac positek i ogrzac sie w zimowe wieczory, staje si¢ samodzielnym
bohaterem prac artysty, powtarzajacym si¢ po wielekro¢, podobnie jak zapalona
noca lampa nattowa, w blasku ktorej swiat nabiera dziwnie demonicznego wyrazu.
Jednak o wyborze drogi artystycznej zadecydowaly w przypadku Blondera nie tylko

3 Fiszel Blonder urodzil si¢ w 1905 r. Wyjechal do Palestyny w pazdzierniku 1924 r., wrdcit do
Polski prawdopodobnie we wrzesniu 1925 r. Zostal zamordowany przez nazistow w lipcu 19411
w Czortkowie, https://yvng. vadvashem.org/nameDetails.html?language=en&itemld=619113
(stan na 12 vII 2018).

5. Sasza Blonder, Pejzaz
#dwiema pastaciami,
technika mieszana,
Archiwum Saszy Blondera
1929-1937, Zbiory
Specjalne 15 PAN,
Warszawa.

6. Sasza Blonder, Pejzoz

z drzewami i wiezg
koscielng, technika
mieszana, Archiwum
Saszy Blondera 1929-1937,
Zbiory Specjalne 15 PaN,
Warszawa.
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wrazliwosc i wnikliwos¢ w obserwowaniu swiata, ale przede wszystkim dajaca sie
zauwazyC w jego pracach, przemozna potrzeba wypowiedzenia si¢, wyrzucenia
z siebie nagromadzonych emocji i mysli.

Zaden z otaczajacych drobiazgow nie uchodzi uwadze artysty. Przedmioty zdaja
sig zy¢ wlasnym zyciem. Nie tylko w rysunkach, ale rowniez w poezjach mala-
rza. Przy tym ,nadmiarze” wrazen, spostrzezen, refleksji nie jest zaskoczeniem,
ze Blonder potrzebowal je przelewac na papier nie tylko w formie rysunkow, ale
| wierszy. Obie formy tworczosci artysty dobrze si¢ uzupelniaja. Jednak rysunkow
jest znacznie wiecej i to wlasnie one mowia o artyscie najwiecej. W szkicownikach
Bloder odstania si¢ catkowicie, czujemy jego erotyczne wzruszenia, wyczuwamy
drobne zlosliwosci pod adresem kolegow, razem z nim stajemy przed obliczem
umierajacej matki. Ale nie chodzi tyvlko o to, co si¢ w zyciu artysty dzialo. Poznajemy
jego osobowosc, stosunek do rzeczywistosci. Podobng mozliwosc daja jego wiersze.
Znajdujemy w nich to o czym juz bvla mowa: czlowieka niezwykle wrazliwego

na wszystko, co dziato sie wokol. Blonder nie jest uczestnikiem tych zdarzen, stoi

<4
.

z boku i przyglada sie spektaklowi toczacego sie zycia. Jest oszatamiajace w mno-
gosci swoich przejawow, ale to nie znaczy, ze artysta dal mu sie uwiesc. Jest cierpki,

7. Berta (Blima) Griinberg sarkastyczny - i w rysunkach, i w poezji. Dwudziestolatek, ktéry nie ma wielu
| Sasza Blonder, lata

trzydzieste, fotografia
z kolekeji Héléne Feydy- si¢ wokol, zafascynowany. W tym samym wierszu pisze o martwocie, beznadziei
-Blondel i Marca Blondela,

ztudzen wobec rzeczywistosci. Jednoczesnie jest zyciem i tym wszystkim, co dzieje

i jednoczesnie o pigknie: ,,bezczelnie pigknej jesieni’, ,,nocach chlodnych i CI}’St}fch”*.
Ten dwugtos jest bardzo typowy dla jego tworczosci. Skorupa sarkazmu i ironii nie
chronita go catkowicie, rysowaly sie na niej peknigcia.

Rok 1931 rozpoczal nowy rozdzial w zyciu i tworczosdci artysty. Zwiazek z Sabina
Adler nalezal juz do przesztosci, prawdopodobnie w Krakowie na Akademii Blonder
poznal Berte (Blime) Griinberg z Grodka Jagiellonskiego koto Lwowa (il. 7). By¢
moze to on przyciagnal swoja przyjaciotke, znacznie mniej zdecydowana od niego
w kwestiach politycznych, do lewicowego srodowiska ksztaltujacej sie w tych latach
Grupy Krakowskiej. Przez kilka nastgpnych lat beda tworzy¢ nierozlaczny tandem.
Jej sylwetka przewija si¢ nieustannie przez strony jego szkicownikow: Blima przy
sztalugach, przy stole, na fozku, pogodna, zdenerwowana (il. 3). Z jej wizerunkami
sasiaduja rysunki przedstawiajace kolegow z ugrupowania: Lewickiego (il. 4), Sterna,
Schwanenfelda i innych. Wszyscy razem uczestnicza w wydarzeniach, ktore szybko
uzyskaja status legendy w krakowskim srodowisku artystycznym. Przyvjechali tu-
taj, do ,polskich Aten’, z odleglej nieraz prowingcji, zeby si¢ ucywilizowag, ,,lizna¢”
troche prawdziwej sztuki na krakowskiej Akademii Sztuk Pigknych. Wspominal
ten okres Jonasz Stern: , Poczatek Grupy Krakowskiej [...] to byl chyba najlepszy
okres w moim zyciu. Byly wtedy wielkie nadzieje, byly przekonania, ze stary swiat
zburzymy i zbudujemy nowy™. Rowniez rysunki Blondera z tych lat cechuje podob-
na atmosfera. Kreska, ktora opisuje sylwetki przyjaciof, jest zdecydowana, mocna.
Pracuje szybko, bez wchodzenia w szczegoly, ale osiaga meritum. Prace sa pelne
wyrazu i chyba bardzo dobrze oddaja klimat towarzyszacy dzialaniom artystow.
Jest duzo beztroski, zabawy, praca na Akademii, burzliwe dyskusje ciagnace sieg
w noc, wyglupy przy dzwigkach mandoliny, baczne obserwowanie calego enfourage,

z przymruzeniem oka, lekka ironia.
i

4 Zbiory Specjalne 15 paN, nr inw. 773-11-3 (1929-1931), Archiwum Saszy Blondera, s. 122 v,
5 A.M. Potocka, Ostatni wywiad z Jonaszem Sternem, ,Odra’; 1988, nr 11, 8. 30,
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Jednak nie wszystko idzie tak dobrze. Sa biedni, nie maja pieniedzy na farby, nie
wspominajac o innych sprawach. A swiat, ktory chcieli zmieniad, nie chece drgnac
W pﬂsadach. Akademia tez jest rozczarowaniem. Zamiast czegos si¢ w niej nauczyc,
sami wnosza w jej mury ozywczy ferment, Nie wszystkim sie to podoba. Mnozg sie
przed nimi trudnosci. Oni jednak uparcie probuja forsowac bastiony, chociaz sami
nie do konca wierza, 7e sa tego warte - Osostowicz pecznieje z dumy otrzymawszy
zaproszenie do udziatu w wystawie Towarzystwa Artystow Polskich ,Sztuka™.

Blonder w tym czasie duzo maluje i jeszcze wigcej rysuje. Jesli sobie Stern przy-
znawal funkcje politycznego przywodcy Grupy, Blondera zaliczal do jednego z przy-
wodcow artystycznych. I rzeczywiscie, chociaz sprawy polityczne byly dla Blondera
istotne, malowanie bylo znacznie wazniejsze. W 1933 roku uczestniczy w wystawie
Plastykow Nowoczesnych w Warszawie razem z Henrykiem Stazewskim, Katarzyna
Kobro i Wiadyslawem Strzeminskim. Tego samego roku bierze udzial w pierwszej wy-
stawie Grupy Krakowskiej we Lwowie. Pokazuje na nich prace zaréwno abstrakcyjne,
jak i przedstawiajace. Zostaje zauwazony przez krytyke artystyczna. Dosyc zgodnie
recenzenci dncenia}‘q przede wsz}'stkim walor ekapres}’jn}f jego prac. W tym kierun-
ku pojdzie jego pozniejsza tworczosc, zwlaszcza z lat czterdziestych. Na razie weiagz
jeszcze poszukuje, porusza si¢ w obrebie roznych konwencji. W 1934 roku powstaje
jedna z jego najbardziej znanych kompozycji: Wigzienie, namalowana pod wplywem
wydarzen, ktore rozegraly si¢ na krakowskiej Akademii Sztuk Pigknych w1932 roku
i zakonczyly sig aresztowaniem jego kolegow oraz relegowaniem ich z uczelni.

Tego samego 1934 roku, po pieciu semestrach, Blonder konczy edukacje w kra-
kowskiej szkole. Staje przed pytaniem ,,Co dalej?”. Probuje swoich sit w Warszawie,
zajmuje sie reklama. W 1935 roku wyjezdza do Bielska, gdzie znajduje zatrudnienie
jako rezyser i scenograf w teatrze mlodziezowym dzialajacym przy Zydowskiej
Szkole Powszechnej. Rownoczesnie wspolpracuje, podobnie jak kilkoro innych
cztonkow Grupy Krakowskiej, z Teatrem Cricot™ . Nie jest w stanie nigdzie dluze;]

zagrza¢ miejsca. W 1936 roku jest ponownie w Warszawie. Trudno mu sie utrzy

mac. Zaczyna chorowac. Dzigki stypendium Ministerstwa Wyznan Religijnych
i Oswiecenia Publicznego udaje mu sie wyjecha¢ na kuracje do Zakopanego. Maluje
wtedy przede wszystkim pejzaze. Jakby na przekor trudnosciom zyciowym zaczyna
odnosic pierwsze sukcesy. W styvczniu 1936 roku uzyskuje odznaczenie honorowe
podczas ogolnopolskiego Salonu Plastykow w 1ps w Warszawie. Jest pierwszym
cztonkiem Grupy Krakowskiej, ktoremu zorganizowano wystawe indywidualng -
w maju 1937 roku w warszawskim Salonie Henryka Koterby. Leon Strakun zalicza
ja do najciekawszych wydarzen sezonu®. Chwalg ja rowniez Konrad Winkler i Jerzy
Wolff”. Na pewno daje mu to sporo satysfakcji, niemniej problemy zyciowe zaczy-

naja go przyvtlaczac. Jest weiaz chory, jego Sciezki z Berta Griinberg zaczynaja sie

6 5. Osostowice, Listy, oprac. 1. Jakimowicz, Krakow 1978, s.101.

7 W io3sr. Sasza Blonder wspdltworzy razem z Maria Jarema | Jonaszem Sternem oprawe scenicz-
na przedstawienia efemerycznego teatrzyku ,Tam-Tam” powolanego pray teatrze ,,Cricot”. Na-
zwisko Blondera widnieje na afiszu, ktory wydrukowano z tej okazji. Tego samego roku z Jarema,
Sternem oraz Henrykiem Wicinskim wzigt udzial w szopce politycznej Lajkonik, korporant
i Hamlet wystawionej na ,,duzej scenie” teatru ,Cricot”. Zob. S. Zytyriski, Szopki Adama Polewki,
w: Cyganeria i polityka. Wspomnienia krakowskie 1919-1939, red. . Bogucka-Ordyncowa et al,,
Warszawa 1964, 5. 390.

8 L. Strakun, Z wystaw. Sasza Blonder - Janusz Treffler, ,.5ter’, 1937, nr 19, 5. 8.

g K. Winkler, £ warszawskich wystaw, Wystawa zbhiorowa 5. Blondera w Salonie Koterby, Pion,

1937, nr 21, 5. 8; ]. Wolff, Pod Arkadami, ,, Arkady’, 1937, 5. 328,
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coraz bardziej rozchodzic. Bardzo mocno wyprowadza go z rownowagi sytuacja
z Koterba, ktory nie sprzedal podczas wystawy zadnego obrazu, w zwiazku z czym
zatrzymal sobie, bez uzgodnienia z nim, dwie prace w celu, jak twierdzil, pokrycia
kosztow wystawy. Malarza zabolala szczegolnie niemoznoé¢ odzyskania ulubionego
obrazu, zatytulowanego Peron. Niestety nie ma pieniedzy na bilet z Zakopanego
do Warszawy, aby zajac si¢ ta sprawa osobiscie.

W 1937 roku atmosfera wokol niego jeszcze bardziej sie zageszcza. W lutym
zostaje skreslony z listy cztonkow Zwiazku Polskich Artystow Plastykow, podobnie
jak wiekszosc¢ czlonkow Grupy Krakowskiej. Oficjalnym powodem jest zaleganie ze
skiadkami, nieﬂﬁcja!n}-'m ~ lewicowe przekonania artystow i ich dzialalnosc. W tych
dniach i w takich okolicznosciach zapada decyzja artysty: po szesciu latach spedzo-
nych w kraju ma dosc. Skonczyt studia, ma 28 lat, nie ma z czego zy¢. Zamiast malo-
wac, musi sie chwytac dorywezych zajec i znosi¢ afronty z roznych stron. Prawdopo-
dobnie nie widzi dla siebie dluzej miejsca w kraju, do ktorego powrdécit w1931 roku.
Po okoto dwu latach, ktore spedzit w Paryzu na przelomie lat dwudziestych i trzy-
dziestych, przez kolejnych szes¢ lat staral sie zapuscic korzenie w jakimkolwiek miej-
scu w Polsce, gdzie bylby w stanie zapewnic sobie byt. Niestety mu si¢ to nie udaje.

Warto zwrdci¢ uwage na ten ciag wydarzen: mlody artysta, zdolny i pracowity,
dobrze zaznajomiony z tym, co sie dzieje w Paryzu, postanawia wrocic do Polski.
Wiasnie tutaj odbywa zasadnicza czesc edukacji artystycznej. Najwyrazniej czuje
si¢ bardzo zwiazany z krajem. A przeciez nalezy do grupy tak chetnie, zwlaszcza
wted}r, oskarzanej o I-:::}snmpnlit}rzm i nikle poczucie, czym jest ojczyzna. Saszy
Blondera najwyrazniej to nie dotyczy. Zrezygnowat z Paryza dla Krakowa, inten-
sywnie i z zaangazowaniem wlaczal sie¢ we wszystko, co dzialo si¢ w krakowskim
srodowisku artystycznym pierwszej polowy lat trzydziestych. Jego rysunki pokazuja
to dos¢ dobrze - ze najlepiej czul sie¢ wérod ludzi podobnych do niego, kolegow
z ugrupowania, wywodzacych si¢ z rownie prowincjonalnych srodowisk jak on,
pochionietych podobnymi zagadnieniami natury artystycznej i spolecznej. Z takich
samych kregow wywodzila sig jego zona Berta Grinberg.

A jednak spotkata go porazka. Jesli wrocil do kraju w1931 roku kierowany tesk-
nota za rodzin nym pejzazem I |'m:1:a'.inn},-’m srodowiskiem, to knlejn}*-:h szesc lat
spedzonych w ojczyznie zrodzito w nim kolejna tesknote — za tym, co pamietal
z Paryza. Te wspomnienia staly si¢ zapewne rodzajem antidotum na trudnosci
| niepowodzenia, ktorvch doswiadczat w kraju. Paryz widziany z coraz ndleglejs:e:ej
perspektywy czasowej z biegiem lat musial mu si¢ jawi¢ jako wybawienie od tego,
co go coraz bardziej meczylo i zloscito w otaczajacej rzeczywistosci. Wyjezdza
jesienia 1937 roku razem Berta Griinberg i zaprzyjazniona z nimi Erna Rosenstein.
Po przyjezdzie zapisuje sie do Oddzialu Paryskiego krakowskiej Akademii Sztuk
Pigknych'’. Wkrotce do grupy przyjaciot dolacza Maria Jarema. Mnostwo czasu
spedzaja w paryskim galeriach i muzeach, wieczorami dyskutujg o sztuce. Warunki
nadal pozostawiaja wiele do Zyczenia — mieszkajg z Blima w pokoju ,,zimnym jak

RN |

lod™ . Po jakims czasie Erna Rosenstein i Maria Jarema wyjezdzaja, oni zostaja.

Gdy wybucha wojna, w ich zyciu wszystko sie zmienia. Zwiazek z Berta Griinberg,

1o Uczeszczal na zajecia w roku akademickim 1937/38. A. Mayer, Filia paryska Akademii Sztuk
Pigknych w Krakowie w $wietle materiatow archiwalnych, oprac. K. Swierzowski, Krakéw 2003,
5. 307,

11 E. Rosenstein, Akademia Sztuk Pigknych, w: Cyganeria i polityka, s. 412.
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ktory chwial si¢ juz od jakiegos czasu, rozpada si¢ ostatecznie, gdy
artysta spotyvka Francuzke, Louise Bonfils (il. 8), utalentowana na-
uczycielke chemii i fizyki, ktora niedlugo pozniej zostanie jego Zona
i matka dwojki ich dzieci.

Helena Blum, piszac o artys$cie w1970 roku, przyznawala, ze jego zy-
cie we Francji po wojnie nie bylo latwe, mial nieustajace klopoty finan-
sowe. Jednoczesnie nie brakowalo mu powodow do radosci: znalazl gro-
no pr?.}'juciﬁh zrozumienie dla swojej sztuki oraz szczescie rodzinne'?,
Czy tak bylo istotnie? Moze z czasem rzeczywiscie nauczyl sie dostrze-
gac pozvtywne aspekty wydarzen, ktdre nastapity w jego Zyciu, Trudno
stwierdzi¢ jednoznacznie, bowiem pamietniki, ktore pisal, urywaja sie
na 1943 roku. Jednak to, co pisal do 1943 roku, rysuje nieco inny obraz
sytuacji. Wplyw na to mogly mie¢ wyjatkowo trudne wojenne okolicz-
nosci. Po wybuchu wojny artysta zaciagnal sie do Wojska Polskiego. Po
demobilizacji dziatal we francuskim ruchu oporu, ukrywal sie na polu-
dniu Francji. W 1943 roku pod zmienionym nazwiskiem André Blondel
ozenil sie z Louise Bontfils, niedlugo mialo sie urodzic jego dziecko.
W jego zyciu byl to naprawde trudny okres. Czesto, jak nigdy wezesniej,
w jego pamietnikach pojawiaja sie stowa o rozpaczy, mece i braku nadziel.

Ukrywa przed otoczeniem swoja prawdziwa tozsamosc, czuje sig¢ obco w §ro-
dowisku, w ktorym przyszio mu zy¢. Potrafi docenic pigkno francuskiego pejzazu,
ale jednoczesnie pisze o nim jako czyms$ nienaturalnym, sztucznym. ,Mysle o pej-
zazu kraju naszego i $wietle innym” - dodaje'’. Po raz kolejny uéwiadamia sobie
juz nie tylko zwigzek z miejscem z ktorego wyszedl, ale rowniez, po raz pierwszy
tak mocno, znaczenie swoich zydowskich korzeni. Pisal o tvm przejmujaco w 1943
roku na stronach swoich pamiet nikow: ,TKiEd}* mysle, ze sSmierc nmg’fﬂh}’ mnie
nagle zaskoczy¢ tu, gdzie uwazany jestem za cos$ innego niz jestem, nie chciatbym
by¢ pogrzebany na innym cmentarzu i wsrod innych wiern}fch: (lecz) wsrod t}'ch,
skad pochodze. Nie wiem, czy gdzies tu znajduja sie zydzi pogrzebani lub zywi.
Chcialbym zamanifestowac, ze jestem z nimi i od nich [...] Cala moja istota ze zlymi
| dobrymi stronami jest do wyjasnienia [...] na tle jej prawdziwego pochodzenia.
Podlegatem i podlegam wszystkim okropnosciom, ktore $cigaja moich wspotbraci
i nie chce wstydem ni zapomnieniem zakry¢ to, co przeciwnie nalezy wiedzie¢™'*.

Ciazvia mu koniecznosc ukrywania sie, swiadomos¢ wlasnej odmiennosci.
Zdawal sobie sprawe, Ze jego doswiadczenie jest catkowicie obce ludziom, wsrod
ktorych zyje. A jednak nigdy nie powrocil do kraju. Wlasciwie nie mial juz po co.
Wojna zmiotla prawie wszystko, co bylo mu drogie. Jego rodzina zginela, rodzinny
Czortkow stal si¢ czescia Zwigzku Radzieckiego. Paryz i Francja chyba nie przyniosty
mu szczgscia ani spokoju, jak zadne z miejsc, miedzy ktorymi si¢ miotal w ciagu
swojego krotkiego czterdziestoletniego zycia, chociaz decyzja o wyjezdzie, trzeba
zauwazyc, prawdopodobnie ocalita mu zycie, pomogla uniknac losu, ktory spotkal
w czasie 11 wojny swiatowe] wigkszos¢ srodowiska, z ktorego sie wywodzil,

12 H. Blum, Wstep, w: Sasza Blonder - André Blondel 1909-1949 [katalog wystawy Muzeum Na-
rodowe w Krakowie, Stowarzyszenie Artystyczne Grupa Krakowska|, Krakéow 1970, 5.16.

13 Pamietnik Saszy Blondera z lat 1936-1943, wpis 2z 7 wrzesnia 1943 roku, s.73, w posiadaniu
rodziny artysty.

14 Ibidem, 5. 71-71.

8. Sasza Blonder [ André
Blondel i Louise Blondel
(z domu Bonfils),
Carcassonne, maj 1946
roku, fotografia z koleke]i
Helene Feydy-Blondel
i Marca Blondela.
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9, Sasza Blonder / Andre
Blondel, Narodziny, olej
na dykecie, 1944, kolekeja
Héléne Feydy-Blondel,

10. Sasza Blonder | André
Blondel, Matka z dzieckiem
w wozku, olej na dykcie,
1946, kolekcja Marca
Elondela.

11. 5asza Blonder [ André
Blondel, Akt lezacy, olej
na dykcie, 1945, kolekcja
Héléne Feydy-Blondel.

12. Sasza Blonder [ Andreé
Blondel, Matka z dwajkg
dzieci, olej na dykcie, 1947,
kolekeja Marca Blondela.

Ton, ktory przebija z jego pamigtnikow pisanych w latach wojny, jest bardzo

pesymistyczny. Sytuacja, w jakiej si¢ znalazl, przytlacza go. Czasem nawet malo-
wanie przychodzi mu z trudem. Jednak po gorszych chwilach nastepuja lepsze,
a obrazy, ktore powstaja, sa wspaniate. Artysta wlewa w nie caly niepokoj, ktory
towarzyszyl mu w ostatnie) dekadzie zycia. Jest w nich brutalnos¢ i gwaltownosc.
Osigga stopien ekspresji tak duzy, jak nigdy wczesniej (il. 9-12). Formy bywaja
rzucane na plotno w sposob tak uproszczony, ze staja si¢ ledwo rozpoznawalne,
rysy 0sob pozbawione jakichkolwiek upigkszen, wykrzywione w grymasach smut-
ku, zniechecenia, uporu. Plamy czerwieni wdzieraja sie na ptotno jak otwarte rany.
Bardzo czesto rozpoznajemy w obrazach sylwetke zony i dzieci malarza: Louise
ze skupionym wyrazem twarzy, zajgta prozaicznymi czynnosciami - mozolem
dnia codziennego, dzieci na jej reku lub bawiace si¢ opodal. Brak w nich czulosci,
jakiej mozna by si¢ spodziewaé w wizerunkach najblizszych ludzi. O przywiazaniu
do zony i dzieci, bardziej niz sposéb ujmowania tematu, $wiadczy ich nieustanna
obecnosc w jego obrazach, towarzyszenie im z pedzlem w reku w najintymniejszych
nieraz momentach.

W jego pracach wlasciwie zawsze wyczuwalny byl dystans wobec otoczenia,
pewna ironia, zartobliwo-ztosliwy stosunek, zwlaszcza gdy portretowal przyjaciol
z 1 Grupy Krakowskiej. Ta postawa zanikata wlasciwie tylko wtedy, gdy szkicowal

podolskie pejzaze, rozlegle polacie ziemi ciggnace si¢ po horyzont, skute warstwa
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sniegu i lodu, skapane w chltodnym swietle. Odslanial w nich swoje prawdziwe  13.sasza Blonder/ André
Blondel, Autaportret, olej
na dykcie, 1945, kolekcja
W latach czterdziestych we Francji jego stosunek wobec rzeczywistosci sie zmie-  Héléne Feydy-Blondel.

emocje bardziej niz w jakichkolwiek innych pracach.

nia. Humor l.lli.’ltl.lji." Z 1ego prac, Eil.'l'l.ll'l‘rl.", ktore teraz POruséa, "ﬁ’}’dﬂh}’“’ﬂl] d WIGCC]) S T e g

bolu. Jak zawsze, tworzy wiele autoportretow. Nigdy nie mial wobec siebie litosci.  salinelles, lato 1944 roku,
fotografia z kolekeji Hélene
Feydy-Blondel | Marca
zewnetrznie (il. 13). Jesli brak zludzen wobec rzeczywistosci byl pewna poza, ktora  Blondela.

Teraz widzimy czlowieka, ktory sig postarzal, a czas zmienif go nie tylko nie tylko

przyjmowal w miodosci, teraz stal sie jego autentycznym doswiadczeniem.

Przezyt wojne, osiagnal wiek dojrzaly. Uplyw czasu i nabyte doswiadczenie zy-
ciowe nie przyniosty mu ukojenia. Niezaleznie od dylematow, z ktorymi sie zmagal,
zawsze znajdowal ta sama ucieczke od nich - malowanie. Pulsujace w obrazach
uklady linii, kresek, plam, swiatel i tondw barwnych, ktére pochlaniaty go bardziej
niz samo zycie. Ale ono nie pozwalalo o sobie zapomniec, razem z ws;;{j.rs;thi mi jego
emocjami wdzieralo sie na ptotna, pozbawione fatwego wdzieku, ale za to porywa-
jace swa szczeroscia i sila.

Wiele pytan pozostanie bez odpowiedzi. Jakie nurtowaly go problemy? Czy
myslal o tym, zeby jeszcze raz zobaczy¢ Czortkow? A moze staral sig sthumic takie
pragnienia :«’;wiadnm}ﬂ 7e wiele h’j.fl:unru:’m’jest juz poza jego zasiegiem? Mapa Europy
wygladala inaczej niz przed wojna, urodzita mu si¢ dwojka dzieci, byia to jedyna
rodzina, jaka mu zostala. Jego zona podobno z duzym zrozumieniem odnosita
sie do jego pasji malarskiej. Wiosna 1949 roku razem z nia i dzie¢mi przeniost sie
wreszcie do Paryza. Marzyl o tym, przebywajac od wielu lat na poludniu Francji.
Jak wspomina jego corka Héléne, powrot do miasta po tak diugim okresie, sprawil

mu wiele radosci. Niestety dobry okres nie trwal dlugo, artysta zginal w wypadku

niedtugo pozniej, 14 lipca 1949 roku. @
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From provinces
to the metropolis —

the case of Sasza
Blonder

modus

prace = historii sztuki
art history journal
xviii, zoidl

Wersja polska - str. 151

Szasza Blonder (1909-1949, see: Fig. 1) was one of the most active and talented
members of the pre-war First Krakow Group. Despite that fact, little has been
written about his life and work to date, and his truly interesting accomplishments
have not been subjected to any in-depth analysis. These two motifs, the work, and
life'’s destiny, in the case of Blonder are very much intertwined. His drawings and
paintings are filled with figures of friends, family members, his home equipment,
that he always had at hand, as well as landscapes from his homeland. In each of
these cases, the artist betrayed a very emotional attitude towards the subjects that
he had been studying. He was an expressionist when portraying people with whom
he came into contact, and he followed similar patterns when treating the world
around him, the landscapes moving in front of his eves, the urban scenes appear-
ing in his works, and even the most banal objects surrounding him. At the same
time, he was able to keep the distance - for him, all these were primarily nutrients,
which he ted his painterly art with, to satisfy the need of expressing himself, to get
the excess of observations out if his system.

He created with admirable passion. When we look at his drawings, we might
say — feverishly, even. In his works, we sense some kind of greed to describe every-
thing that was within the range of his sensitivity - even better, more clearly, trying
different means of expression, sometimes reaching for completely different stylistic
conventions, in order to discover their potential and choose the most appropriate
language of expression. This could also be said to be true about the biography of
the artist, which was full of unexpected turns, moments of anxiety and contlict,
dilemmas that he tried to cope with - the story of a man who was looking for
his place on earth, probably unsuccesstully, tossed between the Podolia province,
whence he came, between Paris, Krakow, Warsaw, and other places during his
relatively short life.

What pushed him away from Poland towards Paris so early in the day? Why did
he come back, only to leave again? Why did he prefer to study in Krakow instead

of in Paris? If his studies and artistic career in Poland had been attractive for him

NATASZA STYRNA

.:-i".ﬂ

1. Sasza Blonder, phote

taken in Chortkiv on Sep-
tember 15, 1927, from the
collection of Héléne Feydy-
Blondel and Marc Blondel,

3 see p.151
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for a while, even after his Paris experience, then why did he ultimately leave the
country and permanently move to France? Were these deliberate choices, or rather,
were they results of chance, the flouncing and flailing, in difficult circumstances,
between solutions, none of which really suited him? Perhaps it will be easier to
answer these questions upon examining both the artist’s writings and his works.

An important stage in Blonder’s history begins in Krakow in 1931. That is when

2. Estera Dwora and Markus  the artist heginﬁ his studies at the Krakow Acad:—:m}-' of Fine Arts. At that time he was
(Mordechaj) Blonder with

sons Fiszel and Sasza,
Chortkiv, 1929, photo from He had been to Paris twice, first in 1926, and then in the years 1929-1931, when he
the collection of Héléne
Feydy-Blondel and Marc
Blondel. ground of his colleagues from the First Krakow Group, among whom he was prob-
+ 588 p. 152

22 yvears old and had already had rather a lot of interesting experiences behind him.
sta}re{l Iq:-nge]', The knnwledge he gained then distinguiﬁ;hed him against the back-

ably most up-to-date when it came to current trends and movements of world art.

A trip to Paris exceeded his financial capabilities. The parents of the painter,
Estera Dwora and Markus (Mordechaj) Blonder (see: Fig. 2) ran a small shop with
cheap shoes in Podolian Chortkiv, but the income they generated was not enough to
help their son make his dream of going to France come true. In 1926, the voung artist
was supported by the parents of his fiancée, Sabina Adler." When he was leaving, he
was only 17 years old. He drew and painted, and had an intense interest in art. Despite
his modest financial resources, he was collecting books devoted to art nf'painting.

We lack information as to whether his first stay in Paris met his expectations.
The artist himself said very little about it. We can guess that he did not stay long.
The money gifted by the Adlers probably did not last very long, forcing him to return.
Certainly, it was also important to continue education and the matriculation exam
that awaited him in Chortkiv. However, even if his stay in Paris was not a long one,
its importance was substantial. For the first time he found himself in a truly big city,
he saw the place of his dreams, the mythical capital of art, where he entered the lo-
cal artistic milieu, and got acquainted with works of art, which he previously knew
from reproductions at best. He was fascinated with what he encountered, and this
sharpened his appetite for even more art — quality art, and quality painting. In this
case, there is no doubt: it soon turned out - and Blonder proved it repeatedly - that
painting and drawing were his most important life’s passions. From the earliest years,
they were something that he could not do without - a language by which he com-
municated with the world, and expressed his attitude towards it, at the same time
creating a meticulous record of all the emotions that accompanied him, whether
they were ordinary life matters, or issues of artistic nature, which preoccupied him.

With the inseparable sketchbook in his hand, Blonder’s figure was very vividly
remembered by those who knew him. In many respects, the drawings, preserved
in great number and diversity, are the most interesting part of his oeuvre. We shall
find among them studies of various formal themes, interspersed with humorous ob-
servations of people around him, examples of geometrical abstractions intertwined
with images of friends, family members or ordinary passers-by on the street, and
beside these, nostalgic views depicting the area around his native Chortkiv, endless
landscapes with embedded small silhouettes of people.

1 K. Tchéorzewski, E}rr.!'e i twirczodc Saszy Blondera (André Blondela) 1909-1040. Zarys monogra-
ficzny (Master’s thesis written in 1973 at the Warsaw University), quoted in: Henrvk Wiciriski
i 1 Grupa Krakowska 1932-1937 [catalogue of the exhibition at the State Gallery of Art in Sopot|,
edited by J. Chrobak, D. Luczak, W. Nowaczyk, Sopot 2007, p. 86.
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After returning from Paris in 1926, the young Blonder began to work very actively
in Chortkiv. He worked as a stage designer in the local amateur yvouth theatre, and
he organized art courses for those interested. He decided to return to Paris in 1929.
This time he was better prepat‘ed, He travelled with ].EL‘IP{:Id Lewicki, who also came
from Chortkiv. In Paris, they used the contacts that Blonder had established during
his earlier visit. They lived in one of the small hotels near Notre-Dame, they visited
Paris galleries and museums, and they tried to work. The painter, very susceptible
to all kinds of inspiration throughout his life, tried various artistic languages of
expression. In his sketchbooks from the turn of the 19205 and 1930s we find typi-
cal urban scenes recorded in a vivid nervous stroke, and next to them, drawings
distinguished by a tendency to simplify and synthesize shapes, then two pages later,
a study of abstract, geometric forms. His assays in the field of painting are very free
and expressive. In many of his works we find a tendency to distort shapes.

He was undoubtedly bewildered by everything he had encountered in Paris,
the resilience of artistic life, the vastness of the artistic milieu, and the multitude
of trends present within the Paris art scene. In this context, it is even more puz-
zling why in 1931, by when he had probably been quite well integrated into the new
environment and accustomed to the local conditions, he decided to leave the city
and move to Krakow. In 1926, without wasting energy on any minor peregrina-
tions, he went straight to Paris. In 1929, when he had already graduated from high
school, he did not think about studving in Krakow. At the time, he wrote about
the Krakow academy, obviously nonplussed, doubting the value of the education
offered therein - learning the “proportions between the navel and the nipple” or
the ability to place “subtle glitz” within the painting.* Why, then, did he decide to
study in Krakow after all? It seems that he had turned upside down the natural
course of things: an impecunious artist from deep provinces gets into the closest
major arts centre, and after a while, and only if he is very ambitious, he reaches the
Parisian mecca of art, sometimes to stay there for good. Blonder took this step at
the beginning of his artistic path. But why did he turn back?

There are many possible answers. Maybe once again, the money stood in the
way, and he decided that in Krakow it would be easier to make a living? Perhaps
it was hard for him to be parted with his family? Lewicki, who studied in Krakow,
might have had some intluence on Blonder and perhaps he may have tried to get
him to come back. There is another important circumstance to consider: in 1932,
the artists mother died. Symptoms of the disease probably appeared earlier, and
that might have been the reason for his choice to study closer to home.

[tis difficult to guess. Perhaps all of the reasons mentioned above, in some part,
contributed to the artist’s decision. Or perhaps there were more? In trying to answer
this question, it also makes sense to reach for Blonder’s sketchbooks. Their pages are
filled with dozens of simple, modest, nostalgic works, showing the painter’s native
land. The landscape is endless, the forms are raw, branches of lonely trees or silhou-
ettes of people, wrapped in scarves, are blown by the wind. Such themes keep recur-
ring in the sketchbooks constantly, and they are captured in a rather singular way.
If Blonder portrayed his friends from the Krakow Group with humour and light iro-

ny (see: Fig. 3-4), the expression of these landscapes is wholly different. The means

2 Special Collection of the Institute of Art at the Polish Academy of Sciences in Warsaw, The
Sasza Blonder archive, Index No. 773-11-1 (1929), p. 20 1.

3. Sasza Blonder, Mojo
awantura (portrait of
Berta Grinberg), mixed
technique, Sasza Blonder
Archive 1929-1937, Special
Collections of the Polish
Academy of Sciences,
Warsaw.

4. Sasza Blonder, Portrait
of Leopold Lewicki, 1930,
ink on paper, Sasza Blonder
Archive 1929-1937, Special
Collections of the Polish
Academy of Sciences,
Warsaw.

+ 5ee p.154
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5. Sasza Blonder, Landscaope
with two characters, mixed
technigque, Sasza Blonder
Archive 1929-1937, Special
Collections of the Polish
Academy of Sciences,
Warsaw.

6. Sasza Blonder, Landscape
with trees and o church
tower, mixed technigue,
Sasza Blonder Archive
1929-1937, Special Collec-
tions of the Polish Academy
of Sciences, Warsaw.

+ 5ee p. 155

he used were very simple, a few strokes, or a single stroke (figures 5-6). However,
the landscapes he created are full nf'E:{pressiﬂm and they evoke some L1115p:—:u:iﬂed
memories in the viewer. Compared with other works by Blonder, they lack the dis-
tance with which the artist treated the entire surrounding world from the heights of
his twenty-year-old life. In this case, he became vulnerable, he betrayed his feelings,
his relationship with the place whence he came, where he was running as a child and
observing everything around him: the peasants at the market, the marching army,
the funeral procession, the cripple supported on a stick, against the background
of church towers or onion domes of the orthodox temple. This was his homeland -
he was a Jewish boy from an orthodox family, raised in the Podolia province. This
aspect must not be overlooked. The artist came from a religious family, he had been
brought up in accordance with traditional principles, he knew Yiddish and Hebrew,
and he corresponded in these languages with his friends and acquaintances. He was
strongly involved in the life of his community: he was interested in Zionism, and as
a young man he belonged to Hashomer Hatzair, a Jewish youth organization that
was part of the World Zionist Organization. He was interested in the politics and
the future of the Jewish people, but probably not to the same extent as his brother
Fiszel (see: Fig. 2), who in the mid-1920s decided to go to Palestine.” Something else
has won within Sasza: in 1926, he made a trip to Paris, and probably this particular
choice decided his further path in life.

He was attached to his homeland, and yet, from the very beginning something
pushed him away from his country. He made his first long journey still before his
graduation. After graduating, without much delay, he left again. He travelled from
Chortkiv, located on the eastern reaches of Europe, almost immediately to the op-
posite end of the continent. Why? And how did a young man from the provinces
become so passionate about art?

The answer, at least to the last question, will be found again in his sketchbooks -
drawings of a young artist, revealing a great sensitivity towards the entire surround-
ing world: the people, the relationships between them, the objects, the animals, the
landscapes. The forms shown in an eloquent abridgement reveal the hand of an
insightful observer, sensitive to every detail. The shape and colour of the hanging
curtains are no less important than the face of a friend or the lover’s features. The
tiled stove, where you can prepare a meal and warm up on winter evenings, becomes
an independent protagonist of the artist’s work, repeating itﬂelfmu!tiple times, just
like the oil lamp lit at night, in the blaze of which the world takes on a strangely
demonic expression. However, the choice of Blonder’s artistic path was determined
not only by the sensitivity and insight in his observation of the world, but above
all = which is noticeable in his works - by the overwhelming need to express
himself, to get the excess of accumulated emotions and thoughts out of his system.

None of the surrounding trinkets escapes the artist’s attention. Objects seem
to live their own lives. This is true not only of the drawings, but also of the poetry
written by the painter. With this “excess” of impressions, observations, and reflec-
tions, it is not surprising that Blonder needed to pour them on paper - not only in

the form of drawings but also poems. Both forms of the artist’s work complement

3 Fiszel Blonder was born in 1905, He left for Palestine in October 1924, and returned to Poland
probably in September 1925. He was murdered by the Nazis in July 1941 in Chortkiv, https://yvng.
yvadvashem.org/nameDetails.html?language=en&itemld=619113&ind=0 (accessed on 12 vir 2018).
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each other well. However, the drawings are much more numerous, and they tell us
the most about the artist. In his sketchbooks, Blonder reveals himself1::3mpiete]3,-*,
we feel his erotic agitations, we sense some degree of malice towards his friends,
we accompany him when he is facing the death of his mother. But it is not just
about what happened in the artist’s life. We get to know his personality, his attitude
towards reality. A similar opportunity is afforded by reading his poems. In them,
we find a confirmation of what has already been said: a man extremely sensitive to
everything that went on around him. Blonder is not a participant in these events,
he stands aside and looks at the spectacle of the ensuing life. The latter is stunning
in the multitude of its manifestations, but that does not mean that the artist has
allowed himself to be seduced. He is bitter, sarcastic - both in his drawings, and
in his poems. He is a 20-vear-old who has no illusions about reality. At the same
time, he is fascinated with life and with all that is happening around him. In the
same poem, he writes about deadness and hopelessness, but also about beauty:
“brazenly beautiful autumn’, “cool and clean nights”".* This dual voice is very typi-
cal of his work. The shield of sarcasm and irony did not protect him completely;
cracks appeared within it.

The year 1931 began a new chapter in the life and work of the artist. His re-
lationship with Sabina Adler was a thing of the past; and probably in Krakow,
at the Academy, Blonder met Berta (Blima) Griinberg from Grodek Jagiellonski
near Lwow (see: Fig. 7). Perhaps it was Blonder who drew in his friend, who was
much less determined than he was on political issues, to the left-wing milieu of the
Krakow Group that was developing at the time. For the next few years, they would
constitute an inseparable tandem. Her silhouette pops up constantly throughout
the pages of his sketchbooks: Blima at the easel, at the table, on the bed, cheerful,
upset (see: Fig. 3). Her images are side to side with drawings of the colleagues from
the Group: Lewicki (see: Fig. 4), Stern, Schwanenfeld, and others. All together, they
participated in events that would quickly gain the legendary status in Krakow’s ar-
tistic milieu. They came here to the “Polish Athens”, from many distant provinces,
to become civilized, to get some exposure to real art at the Krakow Academy of
Fine Arts. Jonasz Stern recalled this period: “The beginning of the Krakow Group
[...] was probably the best time of my life. There were great hopes at the time, there
were beliefs that we would destroy the old world and build a new one”” Similar
atmosphere is felt also in Blonder’s drawings from those years. The stroke of hand,
which describes the silhouettes of his friends, is determined and strong. He works
quickly, without going into details, but he attains the essence. His works are full of
expression, and it seems that they reflect very well the atmosphere accompanying
the artists’ goings-on. There is a lot of carefree feeling and fun, as well as work at the
Academy, tempestuous discussions stretching long into the night, fooling around
to the sounds of mandolins, watching the whole entourage closely, with a pinch of
salt, with slight irony.

However, not everything goes as well as one would wish. They are poor; they
have no money to buy paints, not to mention other things. And the world that they

4 Special Collection of the Institute of Art at the Polish Academy of Sciences in Warsaw, The
Sasza Blonder archive, Index No.773-11-3 (1929-1931), p. 122 v,
5 A.M. Potocka, Ostatni wywiad z Jonaszem Sternem [The last interview with Jonasz Stern],

“Odra” 1988, issue 11, p. 30.

7. Berta (Blima) Griinberg
and Sasza Blonder, 19305,
photo from the collection of
Heléne Feydy-Blondel and
Marc Blondel.

-+ 5ee p. 156
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wanted to change does not wish to move, not even an inch. The Academy also disap-
points. Instead of learning something therein, they bring their invigorating ferment
into its walls. Not everyone likes that. Difficulties are mounting. Nevertheless, they
stubbornly try to charge at the fortress, although they do not fully believe that the
fortress is worth it - Osostowicz swells with pride, having received an invitation to
participate in the exhibition of the “Sztuka” Polish Artists’ Society.”

At the time, Blonder paints a lot, and draws even more. If Stern admitted to be
ing the political leader of the Group, then Blonder was one of the artistic leaders.
8 | }

And indeed, although political matters were important to Blonder, painting was

much more important still. In 1933 he participated in the exhibition of Modern Art
ists in Warsaw together with Henryk Stazewski, Katarzyna Kobro and Wiadyslaw
Strzeminski. In that same vear, he took part in the first exhibition of the Krakow
Group in Lviv. He showed both his abstract and representational works. Critics
noticed him. Quite consistently, the reviewers appreciated, above all, the expres-
sive value of his works. His later work would follow in this direction, especially
from the 1940s onwards. For the time being, he was still searching, and he moved
between various conventions. In 1934 one of his best-known compositions was
created: The Prison, painted under the influence of events that took place at the
Krakow Academy of Fine Arts in 1932, and ended with the arrest of his colleagues
and their expulsion from the university.

[n that same vyear, 1934, after five semesters, Blonder ends his education at the
Krakow school. He begins the question: what next? He tries his hand in Warsaw,
he dabbles in advertising. In 1935 he goes to Bielsko, where he finds employment
as a director and stage designer in a youth theatre atfiliated with the Jewish Com-
prehensive School. At the same time, he cooperates with the “Cricot” Theatre, as
do several other members of the Krakow Group.” He does not seem able to settle
anywhere for much long. In 1936 he returns to Warsaw. He finds it hard to get by and
make a living. He is starting to get sick. Thanks to a scholarship from the Ministry
of Religious Denominations and Public Education, he manages to go to Zakopane
for a cure. There he paints landscapes, above all. As if in spite of the hardships of
life, he begins to achieve his first successes. In January 1936, he received an honorary
distinction at the Polish Artists’ Salon at the 1ps in Warsaw. He was the first member
of the Krakow Group, who had an individual exhibition organized - in May 1937, in
the Salon of Henryk Koterba in Warsaw. Leon Strakun classed it among the most
interesting events of the season.® Konrad Winkler and Jerzy Wolff also had high
praise for it.” This certainly gives him a lot of satisfaction, but the problems of life
are beginning to overwhelm him. He continues to get sick, their paths with Berta

Grﬁnherg are heginning to part more and more. He is very upset hj.r the situation

6 5. Osostowice, Listy, edited by 1. Jakimowicz, Krakdw 1978, p. 101

7 In 1935, Sasha Blonder co-designed, together with Maria Jarema and Jonasz Stern, a stage set for
the performance of the ephemeral “Tam-Tam” theatre set up at the “Cricot” theatre. Blonder’s
name features on the poster, which was printed on this occasion. That same year, together
with Jarema, Stern and Henryk Wicinski, he took part in a political satire Lajkonik, korporant
i Hamlet staged on the “large stage” of the “Cricot” theatre. See: S. Zytyniski, Szopki Adama
Polewki, in: Cyganeria i polityka. Wspommnienia Krakowskie 1919 -1939, edited by ]. Bogucka-
Ordynicowa et al.,, Warszawa 1964, p. 390.

8 L. Strakun, Z wystaw. Sasza Blonder - Janusz Treffler, "Ster’, 1937, issue 19, p. 8.

9 K. Winkler, Z warszawskich wystaw, Wystawa zbiorowa 5. Blondera w Salonie Koterby, "Pion’,
1937, issue 21, p. 8; |. Wolff, Pod Arkadami, "Arkady”, 1937, p. 328.
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with Koterba, who did not sell any paintings during the exhibition, and therefore he
decided, without the artist’s consent, to keep two works for himself, as he claimed,
in order to cover the costs of the exhibition. The painter was particularly hurt by
the inability to recover his favourite painting titled The Platform. Unfortunately,
he had no money to buy a ticket to travel from Zakopane to Warsaw, in order to
deal with this matter in person.

[n 1937, the atmosphere around him thickens even more. In February, he was
struck off the list of members of the Association of Polish Artists, as were most of
the members of the Krakow Group. The official reason was the delayed payment
of subscriptions, but the unofficial one lied in the leftist beliefs of artists and their
activities. In such times, and in such circumstances, the artist’s mind has been made
up: after six vears spent in his home country, he had enough. He had graduated, he
was 28 vears old, and he had nothing to live on. Instead of painting, he had to take
odd jobs and endure snubs coming from various directions. He probably did not
see himself fit in any more in the country he returned to in 1931. After about two
years, which he spent in Paris at the turn of the 1920s and 1930s, for the next six he
tried to put down roots in any place in Poland, where he would be able to make
the living. Unfortunately, he failed.

[tis worth paying attention to this sequence of events: a young artist, talented and
hard working, well acquainted with what is happening in Paris, decides to return to
Poland. It is here that he receives the essential part of his artistic education. Clearly,
he feels very much connected to his homeland. Never mind that he belongs to the
group so eagerly accused - especially then - of cosmopolitanism and a reduced
sense of what a homeland is. Clearly, this does not apply to Sasza Blonder. He gave
up Paris for Krakow, and he became intensely involved in everything that was hap-
pening in Krakow's artistic milieu in the first half of the 1930s. His drawings show
this rather well - that he felt most comfortable among people who were similar to
him, his colleagues from the group, coming from equally provincial environments,
just like himself, absorbed in similar issues of artistic and social nature. His wife,
Berta Griinberg, also came from the same circles.

And vet he was defeated. If he returned to the country in 1931, longing for his
hometown and family environment, the next six years that he spent in its landscape
gave him another longing - for all that which he remembered from Paris. These
memories must have become a kind of antidote to the difficulties and failures he
experienced in his home country. Paris, seen from an increasingly distant per-
spective, in time, over the years, must have appeared to him as a kind of salvation
from what was becoming more and more tormenting and aggravating in the sur-
rounding reality. He left in the autumn of 1937, together with Berta Griinberg and
Erna Rosenstein, who was a friend of theirs. Upon arrival, he enrolled in the Paris
Department of the Krakow Academy of Fine Arts.'” Soon, Maria Jarema joined the
circle of friends. They spent a lot of time in Paris galleries and museums, and they
discussed art in the evenings. Their living conditions still left much to be desired -
he and Blima stayed in a room, which was “cold as ice”’" After some time, Erna

10 He attended classes in the academic year 1937/38. A. Mayer, Filia paryska Akademii Sztuk
Pigknych w Krakdwie w swietle materiatdw archiwalnych, edited by K. Swierzowski, Krakow 2003,
p. 307.

1 E.Rosenstein, Akademia Sziuk Pigknych, in: Cyganeria i polityka, p. 412.
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8. Sasza Blonder | André
Elondel and Louise BElondel
(née Bonfils), Carcassonne,
May 1946, photo from the
collection of Hélene Feydy-
Blondel and Marc Blondel.
=+ See p. 159

9. Sasza Blonder /| André
Blondel, Birth, oil on ply-
wood, 1944, Héléne Feydy-
Blondel collection,

10. Sasza Blonder / André
Blondel, Mother with o child
in @ pram, oil on plywood,
1946, Marc Blondel’s
collection.

< See p. 160

Rosenstein and Maria Jarema left, while they stayed on. When the war broke out,
everything in their lives changed. The relationship with Berta Griinberg, which
had been wavering for some time now, finally broke down when the artist met
a Frenchman, Louise Bonfils (see: Fig. 8), a talented chemistry and physics teacher
who would soon become his wife and mother of their two children.

When writing about the artist in 1970, Helena Blum admitted that his life in
France after the war was not easy, and that he struggled with constant financial
difficulties. At the same time, he did not lack reasons for joy: he found a circle of
friends; he found understanding for his art; and a happy family.'* Was this really so?
Perhaps in time he actually learned to notice the positive aspects of events that took
place in his life. It is difficult to say unequivocally, because the memoirs he had been
writing end abruptly in 1943. However, what he wrote before 1943 paints a slightly
different picture of the situation. The extremely difficult wartime circumstances
could have had an impact on this. After the outbreak of war, the artist enlisted
in the Polish Army. After demobilization, he was active in the French resistance
movement and was hiding in the south of France. In 1943, under the new name
André Blondel, he married Louise Bonfils, and they were expecting their child to
be born soon. In his life this was a really difficult period. Often, as never before, in
his memoirs, we find words of despair, passion and hopelessness.

He is hiding his real identity from his surroundings; he feels foreign in the
environment in which he came to live. He can appreciate the beauty of the French
landscape, but at the same time he writes about it as something unnatural, artificial.
“I am thinking about the landscape of our country, about a different kind of light”,
he adds.”” Once again, he realises something beyond the link with the place that
he left, but also, for the first time with such force, he realises the significance of
his Jewish roots. He wrote about this in a captivating way in 1943, in his memoirs:
“When [ think that death could suddenly surprise me here, where I am considered
something other than I really am, then I know | would not want to be buried in
another cemetery and among those of another faith, [but rather| in the place that
I come from. I do not know if there are any Jews here, either buried or alive some-
where. [...] | would like to manifest that [ am with them and from them. [...] My
whole being, with its bad sides and its good sides, can be explained [...] against the
background of its true origin. [ was subjected and I continue to be subjected to all
the horrors that pursue my confreres, and I do not want to hide - either for shame
or forgetfulness — what should instead be known” '

He was burdened with the necessity ot hiding, the awareness of his own otherness.
He realized that his experience was completely alien to the people he lived among.
And vet he never returned to his home country. In fact, he did not have any reason
to return, not any more. The war had swept away almost everything that was dear
to him. His family perished, and his hometown of Chortkiv now became part of the
Soviet Union. Paris and France probably failed to bring him happiness or peace -
just like any of the places he drifted between in his short forty-year life — although

12 H. Blum, Wsigp, in: Sasza Blonder - André Blondel 1909-1949 [exhibition catalogue of the
National Museum in Krakdw, Stowarzyszenie Artystyczne Grupa Krakowska], Krakdw 1970,
p. 16.

13 Diary of Sasza Blonder from 1936-1943, entry from September 7, 1943, p. 73, in possession of
the artist’s family.

14 Ibidem, pp. 71-71.
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it must be said that the decision to leave most probably saved his life, and let him
avoid the fate of most of his people during World War 11.

The tone that permeates his memoirs written during the war is very pessimistic.
The situation in which he found himself has overwhelmed him. Sometimes even
painting comes with difficulty. However, after a worse time, better times arrive,
and the works he then creates are wondertul. The artist infuses them with all the
anxiety that has accompanied him in the last decade of his life. There is brutality
and violence in them. He achieves the height of expression that he had not achieved
before (see: Fig. 9—12). Forms are sometimes thrown on canvas in such a simplified
way that they become barely recognisable; the features of people are deprived of any
embellishments, twisted in grimaces of sadness, discouragement, and stubbornness.
Splashes of red penetrate the canvas like open wounds. Very often we recognise in
the paintings the figures of the painters wife and children: Louise with a focused
expression on her face, busy with mundane activities - the travail of everyday life,
with children on her arm or playing near. They lack the tenderness that one would
expect in the images of the closest people. Attachment to wife and children is
demonstrated, rather than in the way the subjects are captured, by their constant
presence in his paintings, by the painter accompanying them with his brush in their
most intimate moments.

[n his works, the distance towards the surroundings was always felt, a certain
irony, a joking and perhaps malicious attitude, especially when he portrayed his
colleagues from the First Krakow Group. This attitude only faded away when
he sketched the Podolian landscapes, vast expanses of land stretching into the
horizon, covered with a layer of snow and ice, bathed in cool light. He revealed

his true emotions in those, more than in any other works.

[n the 1940s France, his attitude towards reality is changing. Humour disappears

from Blonder’s work; the strings that he now moves bring out more pain. As ever, 1. sasza Blonder / André
Blondel, Reclining nude, oil
on plywood, 1945, Heléne
has aged, and it is clear that time has changed him not only externally (see: Fig. 13).  Feydy-Blondel collection.

he paints many self-portraits. He never had pity for himself. Now we see a man who

[f the lack of illusions about reality was a certain attitude that he put on in his youth, : .
‘ 12. Sasza Blonder | André

b}-‘ now it had become his real, true experience. Blondel, Mother with two
children, oil on plywood,
1947, Marc Blondel's
experience that he acquired did not bring him relief. Regardless of the dilemmas he  collection.

» S2e p. 160

He survived the war, and he reached mature age. The passage of time and the life

faced, he always found the same escape from them - his painting. Arrangements

of lines, pulsating in his paintings, of colour splashes, lights and shades, absorbed  13. sasza 8londer / André
Blondel, 5elf-partrait, oil
on plywood, 1945, Héléne
along with all its emotions, it invaded the canvas, deprived of easy grace, but also  Feydy-Blondel collection.

him more than life itself. But the latter did not let him quite forget about itself;

enthralling with its sincerity and streneth.
5 ok t} eng 14. Sasza Blonder, Salinelles,

Many questions will remain unanswered. What problems were plaguing him?  summer 1344, photo from
Was he thinking about seeing Chortkiv again? Or maybe he tried to suppress such :,2;;?;5:‘;?;””;::2
desires, mindful of the fact that many choices were already out of his reach? The  Blondel.

map of Europe looked different than before the war, he had two children, and they =~ **¢F"’
were the only family he had left. His wife, apparently, well understood and accepted

his passion for painting. In the spring of 1949, the couple and their children finally

moved to Paris. He had dreamed about it, having stayed for many vears in the south

of France. As his daughter Hélene recalls, returning to the city after such a lengthy

time brought him a lot of joy. Alas, the good times did not last long, the artist died

in an accident shortly thereafter, on July 14, 1949. ]
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