puSHEd BACK FOR LATER
from the series TAKING STOCK

The exhibition puSHEd BACK FOR LATER initiates the TAKING STOCK series, an open exhibition format that, through a series of presentations, provides for a review the collection of 20th and 21st century art at The Muzeum Sztuki in Łódź in all its diversity and range of artistic attitudes.

puSHEd BACK FOR LATER is a tribute to the vitality of painting – the death of which has been announced from time to time – and to women painters, both those whose works are known and popular as well as forgotten ones.

In institutions involved with collecting (of anything and for whatever purpose), periodic stock-taking, i.e. the tallying of entries in inventory books or other records with the actual holdings, is one of the elementary activities of quantitative control. However, in institutions of qualitative reflection – such as museums – the context is an opportunity for more in-depth analyses and conclusions. Those may concern the presence or absence of storage items in permanent exhibitions and their real significance in the non-museum perspective of current discourses, but also the trends that have shaped the collection over the years and the directions in which changes in the practice of acquiring them have or could have followed. This is especially important today, in the era of far-reaching revaluations of both art and the current understanding of the social function of the museum, and particularly so for The Muzeum Sztuki in Łódź, whose mission and profile have been determined by the close connection of its history with the history of the avant-garde. The specificity of the Łódź institution is that its idiom was formed by artists – a group of enthusiasts and at the same time practicing artists, well acquainted with the creative process and keen to redefine and re-evaluate the traditional museum space where the cultural debate would take place.

The current reconnaissance of the Muzeum’s holdings reveals however that over the years, there have been changes in the approach to and understanding of the order of art as accepted and postulated by the leader of “revolutionary artists,” Władysław Strzemiński. Especially since Strzemiński himself took great care to provide its clear interpretation, based on permanent, unchanging laws of art. Not even principles or rules that could be construed as non-binding “recommendations,” but he clearly spoke about the concept of law as an imperative of “necessary relationships arising from the nature of things.” He wrote about “the laws of pure plasticity, the laws of formal construction, the logic of the laws of material, the law of uniformity of space, the law of contrast, the laws of the physiology of vision,” and even that a painting is “a flat, four-sided world unto itself, and that this establishes painting as a synecdoche for world”!

However, in recent years, the exhibition practice of the Łódź museum has seen a rapid expansion of the sphere of negotiation of values and establishment of hierarchies, which has caused a significant rupture in the axionormative order based on the laws for art. The cult of Strzemiński, constantly present in the museum, did not translate into the cult of his postulates, even though the works of the author of The Theory of Seeing have invariably been described as idiomatic for the venue.

[bookmark: _GoBack]The same applies to Katarzyna Kobro. Respect for her work, built on the belief in the possibility of designing the world using a harmonized form of the work, organized by the corrections of a seeing and understanding attitude to things, has ostentatiously not translated into the museum research and exhibition practice of recent decades. Form as a principle was replaced by an uncritical imitation of the drift of progressive quasi-humanities with constant re-negotiation of meanings within the framework of a global consensus that “everything can be art.”

Wiesław Juszczak, who described the process in more detail, recognized this rupture as an influx into art of phenomena utterly alien to its nature. Juszczak emphasized that “artistic culture, being one of the fields of art’s reception, has become a sphere where quasi-artistic products are made and circulated. Made by it and for its use, often imitating and feigning artistic phenomena.” He drew attention to “what is called the art market, including artistic criticism at the service of this market, where, as a result of the expansion of this entire sphere, the criteria of discernment and judgement become deceptive or even disappear altogether.” He pointed out that “today, practically everything stands a chance to become art, and at the same time we do not really know which of the phenomena and objects classified as art are actually art and to what extent.”

The Muzeum Sztuki in Łódź has become a place of ongoing “alignment of hierarchies” and renegotiation of paradigms, which in practice means their overt and arbitrary imposition, while enjoying the status of a “no-personal-name” institution, clearly contrary to the fact that it is known “who” and “why” is behind what verdict.

Instead of compensating for the social effects of modernization by rebuilding the concept of stability and rootedness, museums began reinterpreting and reformatting the museumscape as a heterotopia, or “other space.” They have ruthlessly attacked familiar forms of cultural identity with experimental programming focused on spectacle, not contemplation. Instead of a frontal disillusion of neutrality, museums still have not given up their claims to objectivity, despite the (undefinable) nature of art, the illusory imperative of progress, and the unverifiability of the sense of change. In times of ambivalence, contingency, the chaos of “liquid modernity,” the quick effect of an experiment (even if unsuccessful) is favoured, exploiting the mysteriousness of new things, the attractiveness of the absurd, and the ease of simple solutions. The result is worse than we think. Because the “new” thrown into the domain of art demands that it has no alternatives. And this “new” no longer draws on history, but clearly makes it obsolete, even eliminating it from the field of current discourse.

We see the effects of that in contemporary permanent exhibitions, but even more clearly in museum storages. Professionalization in the production of new values, even if only apparent ones, which has been progressing in recent years, has relegated other values, until recently considered universal, to the sub-domain of “reserve” goods. It has turned out that the so-called progressive attitude of openness and pluralism imposes selective ostracism on everything that does not fit into the corset of the currently established meaning and rationale. This only favours creating short-lived trends, even if tightly wrapped in persuasions of a new breed. Their submission to the unjustified imperative that art must be made in connection with social debates, and especially with the emancipatory discourse, has unexpectedly brought grotesque effects: a loss of the power to distinguish quality, and exclusion, mainly from none else but its progressive opponents.

Therefore, the exhibition, which is the prologue to a series of exhibitions as part of stock-taking in The Muzeum Sztuki in Łódź, consists of painting works by all women artists from the museum’s collection, works that for years have had only a minor presence in the major exhibitions staged here.

All of these paintings, regardless of their characteristics, provide rich material for a thorough reflection on how changes in the ontology of a work of art resulted in changes in the way it was exhibited or in a decision not to exhibit it at all. How the transition from aesthetic, contemplative to interactive reception proceeded. How the dematerialization of the work’s tissue, its conceptualization, has been absorbed by the exhibition fittings and museum architecture, which, completely altering the meaning of the work generated in the process of material transmutation, becomes its part and its casing.

Simply put, the asynchronous museum of the 21st century, realizing the utopia of progress, has demoted the image, increasingly considered merely as a visual gadget devoid of current references and out of tune with progressive ideas.

For these reasons, we euphemistically titled an exhibition of women artists’ works from the MSŁ collection, works that were chronically kept in storage, puSHEd BACK FOR LATER. There is still the fear, however, that art’s lack of effective self-regulation mechanisms may deepen this regression, and then the works and their authors could be “pushed back” – FOREVER.
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