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Although Poland is geographically distant from Indone-
sia, it is surprisingly similar in many areas. We are united
by the colours of our national flags: red and white in In-
donesia, and red and white in Poland. We are also united
by a respect for tradition, family, community - including

a love of folk costumes, rituals and artistic textiles.

Poland has a rich tradition of design and fabric produc-
tion: from folk textiles and the outstanding designers of
L6dz, through the Lad Artistic Cooperative and the So-
pot School of Textiles, to avant-garde Polish textile art.
Contemporary Polish designers have a great desire to learn
about old methods and discover new production processes.
The fame of the Polish School of Textile Art has been

spread thanks to artists such as Magdalena Abakanowicz

and Wojciech Sadley. It is mainly associated with kilims, the art of weaving; however, not many may

be aware that Poland also has a rich tradition of patterned textiles.

The aim of POLAs ,,Polish Contemporary Textile and Batik” exhibition, which takes place in October
2022 at the National Museum in Jakarta, is to present Polish contemporary textiles in the context of
the world famous art of Indonesian batik, which was inscribed on the UNESCO World Heritage List
in 2009. Some of the works presented during the exhibition will also offer visitors a better understand-
ing of selected aspects of Polish history. Justyna Wiesek’s series of batik portraits ,,Faces” illustrates the
portraits of the most famous Poles of the 20th century: Nobel Prize laureates, poets, politicians and

people who fought against communism.

The huge creative body of work in the field of fiber art has brought and continues to bring much suc-
cess on the international art scene for Polish artists. Therefore, I am extremely pleased that we have the
opportunity to present these art pieces to the Indonesian audience as well. I hope this exhibition will
deepen our relations, contribute to a better understanding of our cultures and above all, be an inspira-

tion for all of us to do more to bring Poland and Indonesia closer together.

I sincerely congratulate and thank Joanna Wactawek, curator of the exhibition, and the National Mu-

seum in Jakarta, for their efforts in making this project a success.

Beata Stoczyniska, Ambassador of the Republic of Poland to Indonesia
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Joanna Wactawek

Pola

The Polish word ,POLA”, meaning ,fields” or ,area” in English, in Indonesian means ,,pattern” and
refers to the diversity presented at the Exhibition: an array of fields of interest, fields of interpretation
and conceptual fields explored by artists with different tempers and approaches to the medium of arti-
stic textiles. The mention of the batik technique in the exhibition’s title is related to its importance to
Indonesian culture and art — in 2009 Indonesian batik was listed as a UNESCO World Heritage. At
the same time, the technique is associated with the tradition of some Polish regions and used by many

contemporary Polish artists.

Thus, the exhibition allows us to see the condition of fiber art created in Poland, as well as the variety
of formal solutions and ideas that have made artists choose this very medium. Since for some of them,
textile art is only one of the paths in the continuous journey that is individual artistic activity. At
the same time, the exhibition has been conceived as a contribution to the dialogue with Indonesian
textile art, or more generally, with the latest art created in Indonesia. Although — through additional
materials — it brings the viewers closer to the phenomenon of the ,Polish school of textiles”, which
in the 1960s and 1970s revolutionized thinking about this artistic matter, the exhibition features

works created in the last few years. Thus, it does not glorify the indiputable splendor of the past, but
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the vitality of the artistic textile of today, the one that has grown out of the experience of previous
generations, but has been formed by curiosity and the search for an appropriate expression of one’s

own artistic concepts.

Two world-renowned Polish textile artists, Prof. Anna Goebel and Prof. Jolanta Rudzka Habisiak,
agreed to be members of the Jury of the exhibition, whose texts, with excellent and often unique
photographs, are included in the exhibition catalogue, allowing the Reader to take a private journey
through the threads of the history of Polish artistic textiles. The invitation to the Jury was also accepted
by Mr. Bambang Witjaksono, one of the widely recognizable artists, curators and cultural animators in

Indonesia, often using the batik technique in his artwork.

The Jury selected works that perfectly show the polyphonic nature of Polish fiber art. The selection
included realizations by both graduates and lecturers of art schools, artists associated with the medium
of fabric and those who decided that only the context of fabric would be most appropriate for a given
work. The context that is not always directly perceptible, because the very meaning of artistic textile
was considered broadly in the call for entries, not limiting it to works that use the motif of interlacing
weft and warp. Sometimes the relation is symbolic, and sometimes there is only what Professor Jolanta

Rudzka Habisiak refers to in her article as ,,the spirit of the fabric”.
Expanded cognitive fields and batik

An important part of the Exhibition’s project was to allow those who would visit it in Jakarta to learn
about selected elements of Polish culture, history and art. Some of the works in our exhibition touch
on themes of Polish history, including World War II, while others depict people of Polish culture, art
and politics. Is only the artwork without the context that really matters? In my opinion, both layers
can often be compared to ancient motifs on batiks — after all, we can admire the beauty of the fabrics
themselves without knowing anything about the culture in which they were made. However, when we
understand what the particular motifs mean and what they were used for, for example, in the courts of

Javanese rulers, our cognition may simply become much more complete.
In Poland, most of these works require no commentary, but the greater challenge was to provide viewers

in Indonesia with tools through which they can learn more about a particular artist’s sources of inspi-

ration or the clues toward which a particular work or group of works leads. A visitor to the exhibition
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at the museum, or through the website, can thus follow these threads of information and clues. It is

only up to them how far they choose to go.

Some of the materials are available in Indonesian for the first time. Specially for the Exhibition, the
leading Polish writer and journalist Hanna Krall has agreed to make excerpts of her work available
for translation. In order to make the events of the Warsaw Ghetto, related by her, more familiar to
Indonesian audiences, the Polish History Museum has agreed to post on the Exhibition’s website a do-
cumentary film it produced on the subject. Thanks to the commitment of Ms. Iwona Handayani, two
works by Zbigniew Herbert, one of Poland’s most important poets and essayists, were also translated
into Indonesian for the first time. Cooperation with the Warsaw Uprising Museum made it possible to
show, in the context of one of the works, selected photographs of the uprising, on the basis of which
it was created, while the District Museum in Nowy Sacz prepared a biographical note dedicated to the
outstanding painter-primitivist, Nikifor, written by Zbigniew Wolanin. Other biographical entries were
created in collaboration with the Academy of Dramatic Art in Warsaw, the Herbert Foundation, the
Wistawa Szymborska Foundation, the Komeda Association and The Great Man Foundation. Komeda’s

and Kukuczka’s descendants and heirs also provided their photos.

Piotr and Elzbieta Mystkowski, guardians of the legacy of Czestaw Mystkowski, a Polish painter who
worked in the interwar period and died in Java in 1938, provided batik fabrics (Fig. 1), the only survi-
ving examples of Javanese craftsmanship from the artist’s previously extensive collection, for the exhi-
bition. Fabrics like the ones Mystkowski sent his brother in the 1930s had been brought by travelers
and scholars returning from Java since the late 19th century, sparking the batik fashion in Poland.
However, the technique itself had long been known in the area, it was usually used to decorate Easter
eggs, still made before Easter in many homes today. The earliest Polish descriptions of Javanese batiks
even referred to them as ,Easter eggs on fabrics” or fabrics decorated with the ,,Easter egg method.” As

it was written in a book published in 1923 in Krakéw, ,Batik. Easter eggs on fabrics. Practical Tips”™:

The widespread and fashionable today ,,batik” is among the oldest ways of decorating fabrics with colourful
ornamentation. As a decorative technique, it is not new to our people, decorating eggshells with the same
method. These well-known, written with melted wax and coloured Easter eggs are our batik made only on a

different material, on a different surface and in a different ornamental sense.

In some areas of Poland, batik technique was used not only for Easter eggs, but also for selected elements

of folk costumes, however, it is interesting to note that it was only batik Javanese fabrics that awakened
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the desire to experiment with this technique. At the beginning of the 20th century, especially after Poland
regained its independence in 1918 and was reunited after more than a century of functioning in three par-
titions, batik became so popular that numerous commercial batik atelier were set up in Krakéw, Warsaw,
Poznari, Zakopane and Lvov. Batik, by the way, was not only used for garments; the possibilities of batik
were also explored for decorating paper, wood, ceramics and metal. At the 1925 exhibition of decorative

arts in Paris Polish Pavilion boasted Polish batiks, among other products designed to promote Polish art.

So the exhibition provides an opportunity to talk about these Polish-Indonesian ties, among other things
by introducing Professor Michat Siedlecki, a Polish biologist who, after a several-month research stay
in the Bogor area, published a comprehensive and richly illustrated book in Krakéw in 1913, in which

he described Java and introduced the word ,batik” into the Polish language (Fig. 2).

The Exhibition of Polish Contemporary Artistic Textile and Batik POLA is the first event of its kind
in the history of Polish-Indonesian relations. So I would like to warmly thank the Director of The
National Museum of Indonesia, Ibu Sri Hartini and staff of the Museum, for hosting us in such a
prestigious place and allowing us to show at this exhibition perfectly selected examples of batiks from

the Museum’s own rich collection.

The realization of the Exhibition would not have been possible without the continued support of the
Polish Embassy in Jakarta. The conviction that Polish works are worth and should be shown in a coun-
try where textiles play such a momentous role in the culture, paved the way for presenting the works of
Polish artists in Jakarta, for which I sincerely thank the Ambassador, Mrs. Beata Stoczyriska and other

representatives of the Polish post, especially Ms. Monika Firlus.

Concluding my text, I would like to thank all the Artists who, despite the obstacles we had to overcome
on this path, mainly due to the worldwide pandemic, were still ready to make their works available in
Indonesia. I want to extend separate thanks to the members of the Jury, Prof. Anna Goebel, Jolanta
Rudzka Habisiak and Mr. Bambang Witjaksono. It was thanks to our inspiring discussions during the

following days of the Jury’s deliberations that the first ideas for the Exhibition scenario took shape.
I hope that multicolored pattern of the fields of contemporary Polish textiles presented at the exhibition

will become a space for better cognition and mutual understanding of the art and culture of Poland and

Indonesia. After all, POLA is also the first part of the word ,,Polandia”, which in Indonesia means Poland.
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1. Batik from Piotr and Elzbieta Mystkowscy collection. Obtained on Java by Czestaw Mystkowski, between 1928-1937,
and sent to his younger brother in Poland.

Ys

2. The frontispiece of Michat Siedlecki’s book Jawa. Przyroda i sztuka (Java. Nature and Art), published in 1913. The
ornaments was borrowed from a batik brought by Siedlecki to Poland, currently in the collection of the Ethnographical
Museum in Krakéw.

12 | Joanna Waceawek | 13



Anna Goebel

Different Aspects of Polish Artistic Textiles.
From Utilitarism to Creation. A Few Words About Polish Fiber Art

An intriguing phenomenon known as fiber art emerged in the global contemporary art space in the
1960s. It was a time of dynamic changes taking place in traditional thinking about fabric, whose model
until then had been the French tapestry based on the repetition of painting. The role of a stimulator
of change was played for more than 30 years by the International Tapestry Biennial in Lausanne. It
was conceived as a forum for the presentation of current trends in this area. A very important event in
the history of Polish artistic textiles was the first edition of the Lausanne Biennial, held in 1962. It was
then that Polish artists vitally marked their presence in transforming this field of art, questioning the
existing approach to fabric of the French tapestry type, which grew out of the centuries-old tradition
of tapestry. It was characterised by transferring monumental paintings as faithfully as possible to works
based on the language of weaving, which were executed in weaving manufactures where virtuosity of
workmanship was important. The artist was the author of the design and the fabric was realised by a
specialised craftsman. The Polish participants represented a different way of treating the matter, they
used a variety of means based on the sensuality or plasticity of structures. They showed textural, expres-
sive textile pieces, made by themselves, which influenced the character of the work. The artworks of the

younger generation were an expression of avant-garde thinking about fiber art, a search for their own
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world of colours, forms and structures. They displayed textiles that were somewhat rough, structural,
with a strong emotional impact, which contrasted with the works with smooth and even fabric surfaces
of Western artists. Through their innovative approach to the weaving medium, the Polish artists freed
fabric from previous conventions, showing the potential inherent in it. Each of them was an individual,
but through the forms of expression used, this type of work soon earned the name of the ,Polish school
of textiles’. This was the first strong impulse towards the creation of a contemporary vision of fabric
and its autonomous existence in the field of art. Magdalena Abakanowicz (Fig. 2), Wojciech Sadley,
Jolanta Owidzka (Fig. 1) were the most expressive personalities who opened the doors of imagination
to artists from all over the world and set the directions for change. Without losing the specificity of
the medium, they freed fabric from its utilitarian and decorative functions. They turned utilitarianism
into creation and brought new elements to the development of the discipline for many decades. They
were recognised for their revolutionary difference from the well-known traditional tapestry art, and
they changed the face of fiber art forever. Thanks to the events of sixty years ago, everything that hap-
pens within that field of art has gone far beyond the traditional understanding of fabric. ,, The fabric
of tomorrow was born in Poland”- proclaimed the title of an enthusiastic article in the ,,Gazette de
Laussane” of April 1963. Despite the individual differences of various Polish artists, their work had a
common denominator: the conscious and daring use of the properties of the chosen material, its fle-
shiness and sensuality. They showed that the most important thing is the idea, creativity and determination.
There was also another current of the Polish school of textiles, a more lyrical one that drew more on the tra-

dition of court kilims, inspired by nature, represented by Barbara Falkowska (Fig. 3) and Hanna Czajkowska.

We should reflect on what influenced the specificity of this rich and varied phenomenon of the Polish
school of textiles of the 1960s and 1970s. At that time, traditional values and folk culture were natural-
ly drawn upon in post-war Poland. At the beginning of the twentieth century, attempts to revive artistic
weaving were made by artists afliliated with the Krakéw Workshops and the Warsaw Cooperative ,Lad’.
The changes were boosted by the situation in Poland at the end of the 1950s, the time of the ,thaw’,
the liberation from the socialist realism that prevailed at the time. The artists’ aversion to conventions
and rules, which had so far paralysed changes in the resolution of problems in the area of textiles, was
significant. This was a manifestation of the artistic courage that united representatives of all disciplines
of visual arts at the time in their defiance against the not-so-distant past, the doctrine of socialist re-
alism. There was freedom of creation, and textile art emerged in the face of new phenomena in the arts.
The basis for this development was courses in textiles at academies of art, and the studios were run by
eminent pedagogues who brought up a group of excellent artists who continued the transformation of

artistic textiles in the most comprehensive sense; this was the ,school of thought'.
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The artists continually went beyond the rules, explored the plastic qualities of the material, created di-
verse surfaces from unconventional materials; hemp ropes merged with sisal weaves and horse hair, and
besides hand-spun wool, flax, fleece and jute were used. The works that were created in the following
years were different from anything that fabric had been identified with until then. Thinking through
the painterly imagery was displaced by the textural treatment of its surface. With a huge multiplicity
of variants, new techniques began to appear that were not subjected to any classification, and many
realisations were not based on the interweaving of weft and warp at all. Most artists abandoned the
traditional craftsmanship partially or completely, and objects bordering on assemblages, collages and

other free arrangements were created.

The following decades saw further transformations of Polish artistic textiles. For centuries associated with
the wall and built on a rectangular or square plan, it began to change its shape into oval and irregular
forms. More and more boldly it began to move towards spatial forms — soft sculpture, which by the early
1970s was gaining more and more adherents. The earliest conceptions of spatial textiles can be traced
back to Magdalena Abakanowicz, who was awarded the Grand Prix at the 1965 International Art Bien-

nale in San Paulo. At that time, the artist presented spatial works named ,abacanas’ after her surname.

In 1969, Erika Bileter from the Zurich Museum in the pages of ,,Projekt” wrote ,Magdalena Abakano-
wicz exhibited her works at all subsequent exhibitions in Lausanne, where she always attracted attention
and where she is still remembered as the most daring of artists. Her tapestries show perhaps most unam-
biguously the transformations taking place in the art of weaving.” Fabric developed into activities with
matter and space. Artists conducted bold experiments, not for the sake of stunning with novelty, but
in search of their own language of art. The range of materials used was constantly expanding, leather,
paper, glass, feathers, wire, strips of sheet metal were included... and gradually synthetic materials came
into use. In addition, the never-ending number of mixed techniques allowed a significant expansion
of the area of unique textile. But all technologies and materials are just tools for developing one’s own
artistic expression. However, it is not easy to accept all otherness, so the autonomy of unique textiles
was gained gradually, with the growth of interest in this medium and its success abroad. Initially, in-
novative textiles were presented at group exhibitions of decorative arts or interior design with other
works of contemporary art, to eventually make their way into prestigious museums and art galleries
presenting the achievements of the visual arts. Only when the popularity and interest in this field of
art increased significantly, museums started to organise exhibitions presenting dynamism of artistic
textile. Among others, they were presented at the National Museum in Warsaw, and a two-year tour of

textiles around European museums was also important. In 1969, the works of six artists (Magdalena
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Abakanowicz, Zofia Butrymowicz, Barbara Falkowska, Ewa Jaroszyniska, Jolanta Owidzka and Wojciech
Sadley,) were included in an exhibition at the Museum of Modern Art in New York, which established
the position of Polish artistic textiles. The exhibition of the Fifth Biennial in 1971, in which 12 of our

artists participated, was shown in the Zachgta Gallery in Warsaw.

When rapid transformations were taking place in fiber art, fabric was annexing space, and more and
more new materials were being incorporated into creative activities. However, there were artists who
remained faithful to the traditional values of workmanship and natural matter, using their original, pa-
instakingly developed techniques. Among this group, Janina Tworek Pierzgalska and Antoni Starczewski
can be singled out. The uniqueness of their works was contained in the profound semantic layer, witho-
ut the pursuit of novelty in the formal layer. The following generations also drew on the tradition and
wisdom of their professors. The term ,the author’s original technique” became an extremely popular
key word, hiding craftsmanship secrets from the viewer. We can mention the poetic works by Ewa
Latkowska-Zychska, relief structures by Jolanta Rudzka Habisiak or graphic-abstract compositions by
Whodzimierz Cygan. Regardless of the times, the experimental trend has always coexisted and continues

to coexist with compositions that make use of the handicraft values of bygone eras.

The rapid change that Polish fiber art underwent was influenced by new trends in art; the advent of
happening, environment and conceptual art, which took fabric far beyond any traditional distinctions
and boundaries of art in general. With the end of the 1980s, objects were created that are characterized
by austerity of the means of expression used, tranquility, frequent monochromatism, and correlations
with printmaking and drawing became very clear. Emilia Bohdziewicz’s embroidered works can be
mentioned here. However, this does not mean that relief solutions and the use of non-traditional ma-

terials are no longer present.

In the 1990s in Poland, both critics and curators showed less interest in unique textiles, but also
galleries and museums rarely organized exhibitions featuring this medium. In our country, it was a
time of transition and culture was not promoted. But despite these unfavorable conditions, Polish
artists continued their experiments and search for their own language of art. Compositions with new
artistic expression were created, with a more profound semantic layer which began to play an incre-
asingly important role. Artists created interesting works, receiving awards, but information about

their successes did not reach the public, which blurred the picture of the condition and success of
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this field of art in the contemporary panorama of Polish art. Art colleges played an important role in
the development of Polish textiles, where studios of artistic textiles in £6dz, Poznan, Warsaw, Krakéw

and Gdansk have functioned.

The exhaustion of the formula of the Lausanne Biennial caused its closure 1995, and thus opened up
an area for alternative presentations of textile art. A number of events have been established, such as
a textile competition in Kyoto, Biennales in Lithuania, Hungary, China, and the youngest Tapestry
Biennale in Poznani. However, the £6dz Triennial, which began in 1975 has the longest history, provi-
ding an opportunity for international exchange of creative experiences. Subsequent presentations have

shown that artistic textiles continue to change and remain closely associated with modern trends in art.

The definition of a work of art that is fabric has become increasingly flexible and capacious. The phe-
nomenon of fundamental importance for the current shape of artistic textile has been the continuous
development of the contemporary visual language of the field. The artist’s imagination has been libera-
ted from conventional thinking about fabric. The artist thinks and operates with categories functioning
in art, rather than categories of ,,weaving”. Thanks to this, fabric has ceased to be a flat composition,
it has become an action in space, a play of matter. It is able not only to shape the existing space, but
also to create a completely new one. Artistic textile has gained an important position in the overall
visual arts, on the ground of which mutual inspiration often led to the blurring of genre differences.
It is often the case that the most interesting and creative things, both in textiles and in art in general,
are created somewhere on the verge of various genres and disciplines. Artists dealing with this medium
are still looking for new fields of penetration, boldly exploring areas traditionally reserved so far for
other disciplines. Especially in recent years, one can also observe the opposite phenomenon, the inte-
rest in the medium of fabric among visual artists, who willingly draw on it, treating it as one of many
possible forms of expression, incorporating it into the area of their artistic activities. At exhibitions,
presentations by artists, it is possible to observe they embrace the language of fabric for the expression
of contemporary problems. Sometimes the creative process itself becomes the subject of the works of
art, crowned with video footage, documenting the creation of the work, it adds new meanings to it,
inviting deeper analysis and reception. Individual explorations are significant, developing independently
of trends and tendencies. Craft techniques strongly attract attention, yet they are used in a creative way.
Since what matters most is not the novelty of materials or inventions in the technical sphere, but the

authenticity of creation and thinking. Understood in this way, the fabric of the following decades until
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now has become a mosaic of attitudes, styles, conventions, languages, values. Fabric has become an
object by virtue of the artist’s decision. Any proposal turns out to be artistically equivalent, as long as it

meets the basic condition of sincerity, has an element of creativity and conveys a meaningful message.

Unique textile still remains a vehicle of inexhaustible possibilities of creation, as well as meanings. In
recent years it has strongly marked its place in a wide range of phenomena in modern art. Nowadays
there is a visible excess of activities employing technological achievements, there is a return to the tangi-
bility of the work of art. There are still many viewers who associate artistic textile with weaving, knitting,
embroidery, because some people still think schematically. Fabric is a medium, a means of conveying
values, meanings and ideas. If fabric is not what we think it actually is, then it is a play of imagination, a
metaphor, a longing for transcendence, contemplation, a symbol of passage of time... it is going beyond
its own materiality and entering the sphere of meanings and spiritual values. The term ,artistic textile”

is very capacious, it has many forms and solutions. There is a place for it in contemporary art.

1. Jolanta Owidzka, Ephemeral Forms, structural textile, broche, linen, stilon, sisal, wool, silk, 1981, fot. A. Goebel
2. Magdalena Abakanowicz, Relief Tapestries, sisal, 1960’s, photo: Ewa Latkowska — Zychska

3. Barbara Falkowska, Roots, hand-spun wool sisal, plant dyes, 133 x 290 cm, 1977, fot . A. Goebel, (detail)

4. Maria Teresa Chojnacka, Furrow, sisal , 250 x 140 cm, the 1980s, (detail)
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Jolanta Rudzka Habisiak

The Power of Fiber Art

There is a powerful force in artistic textile which manifests itself in the works of outstanding Po-
lish artists who cultivate this by all means unique artistic discipline. The contemporary image
of fabric, both utilitarian and unique, was created on the foundation of the rich tradition of Po-
lish folk textiles — kilims, jacquards, double weave, hand-made fabrics, but also beautiful opo-
ny', szpalery?, wall hangings, carpets and kotdryny? that can be seen in some rich historical in-
teriors. These original sources are the basis for didactic curricula in Polish higher art schools.
After World War II, the creators of Polish artistic textiles focus their interest on its decorative and uti-
litarian functions. The 1950s saw the beginning of an evolutionary process of change which brought
about an unexpected and surprising development of fibre art. This period is marked by the growth of
original artistic textiles, when artists themselves sit down at weaving machines, they work out their own
solutions, new weaves, experiment with new materials. Artists focus on the qualities inherent in fabric,
the beauty of the material, interlacing, structuralism, colour and finally in the painstaking process of

executing a work of art resist the doctrines and political pressures of the time.

The 1960s witness a dynamic development of tapestry, which gained a worldwide recognition thanks

to the Lausanne International Tapestry Biennale started in 1962 and its subsequent editions. Textile
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art starts its way to become an independent field of art with its craftsmanship, process of realization, a
rich scope of fibrous materials, from classical two-dimensional objects to monumental spatial forms.
Thanks to outstanding and well-known artists, such as Abakanowicz, Owidzka (Fig. 14), Chojnacka,

Sadley, Tworek-Pierzgalska we take pride in the ,,Polish school of artistic textile”.

The next stage in the evolution of contemporary Polish textiles occurred in the 1970s. The artists,
overwhelmed with euphoria after the successes in Lausanne and with new possibilities of expression,
gained a chance to confront at the 1st National Industrial and Unique Textile Triennial, later transfor-

med into the International Triennial of Tapestry organized by the Central Museum of Textiles in £.6dz.

The 1980s and 90s bring widely understood experiment, innovative technical solutions, spatial forms built
with weaving structures, oscillating around ,,soft sculpture”. At the same time, the trend of small weaving
forms and national and international exhibitions-competitions appear, such as Biennial of Miniature Art

in Shombathely in Hungary or National Exhibition of Miniature accompanying the Triennial in £6dz.

The last two decades are characterized by the domination of author’ s original techniques, a dialogue
between the fibre and the workmanship; new materials appear, paper gains in importance. What mat-
ters is interlacing, knotting, sometimes only the spirit of the fabric. There are also bold, unconventio-
nal solutions and interlaced variations. At the beginning of the new millennium fabric experienced a

regression when new digital technologies appeared.

Among the pioneers of post-war fiber art, connected with classical handicraft, who influenced not
only contemporary textiles but also didactics, there was an advocate of double weave fabrics, jacquards
and kilims, Eleonora Plutyriska, running the Handmade Textile Studio at the Department of Artistic
Textile at the Academy of Fine Arts in Warsaw, between 1946-1962. The trend of painted and printed
textile was represented by the Print on Textile Studio, established in 1951 under the artistic supervision
of Maria Skoczylas-Urbanowicz. The continuator of the great tradition was Wojciech Sadley (Fig. 9),
who since 1968 cooperated with Anna Sledziewska, and then led the Experimental Textile Studio. His
charismatic attitude and outstanding artwork were the hallmark of the level of the studio he ran. His
retirement put an end to his didactic work, but Wojciech Sadley, painting his giant silks, still plays an

important role, influencing with his personality the whole milieu of fibre art creators.
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Among his graduates there is an outstanding artist Dorota Grynczel (Fig. 12), continuing the didactic
work at the Academy of Fine Arts in Warsaw. The curriculum of her studio emphasized the student’s
individuality, thorough training in weaving, dyeing, batik, embroidery, textile printing, felting, as well

as Stanistaw Andrzejewski.

The prestige of the school in Gdarisk was built by its co-founder J6zefa Wnukowa (Fig. 6), who ran
the Textile Studio at the Faculty of Painting and the Artistic and Research Department of Decorative
Textiles. The main theme of Jézefa Wnukowa’s programme was outdoor and monumental fabrics
related to architecture, made for social needs. At that time, a strong center of textiles decorated with

painting techniques was established in today’s Academy of Fine Arts.

The textile art of the coast attained the higher rank by the Kottryny Studio run by Juliusz Studnicki.
Bernarda Swiderska, a graduate of Jézefa Wnukowa, also made a great contribution in the field of
textiles at the Academy of Fine Arts in Gdarisk. The breakthrough in the education in fiber art came
with the appearance of Wtodzimierz Cygan, who proposed new qualities in the field of artistic texti-
les. Together with Aleksander Widyniski, he undertook the implementation of a new programme by

introducing combinations of traditional fiber with other materials, such as wire, paper, synthetics, etc.

The history of theatrical and expressive textiles at the Academy in Krakéw began with a graduate of the

Warsaw A S P Stefan Gatkowski (Fig. 4), worldwide known and recognized author of thematic tapestries.

The great example of originality of the Krakdéw textiles is the attitude of Ryszard Kwiecien, a graduate
of Stefan Gatkowski, the head of the Artistic Textile Studio at the Faculty of Painting since 1980. The
exploratory oeuvre of Ryszard Kwiecien, a participant in the Lausanne Biennale, consisted of kastoploty
that brought him worldwide fame in the 1970s. He was widely known for his bold precursory work,

using thick sisal ship ropes dyed in intense colours.

The Studio led by Lilla Kulka (Fig. 19) had a distinct character. Running the Artistic Textile Studio
from 1981 to 2018, Lilla Kulka brought the spirit of large-scale woven spatial forms with an emphasis

on experimental activities, and her motto was — less pure craft, more creative thinking.
Tapestry at the State Academy of Fine Arts in Poznari appeared with Magdalena Abakanowicz (Fig. 2),
who ran the Artistic Textile Studio for 25 years, from 1965 to 1990. She is credited with making

Poznan an important centre for artistic textiles perceived as a work of art in its own right. The artist’s
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charisma attracted many students to her studio, including today well-known artists such as Anna
Goebel, Lilla Kulka or Grazyna Brylewska.

The Tapestry Studio at the Faculty of Painting, Graphic Arts and Sculpture, at the Academy of Fine
Arts in Poznan was also headed by the outstanding artist Urszula Plewka-Szmidt, the author of monu-

mental weaving projects.

In 1945 £6dz’s well-established textile heritage set the Higher School of Fine Arts the task of educating
students in textile design for the industrial needs of the city and region. One of the first faculties of the
college was the Textile Faculty. Its structure included the departments of Textile Printing and Weaving,.
From 1948 onwards, the structure evolved, with the addition of new studios and departments, up to

the present Institute of Textile and Printing at the Faculty of Design Arts.

The £6dz school was the first to introduce the printed textile programme into didactics. The Printing
Department was headed by Maria Obrebska-Stieberowa. She ran the Decorative Textile Printing Studio

for nearly thirty years. This studio was followed by the studio run by Teresa Tyszkiewiczowa.

After further reconstructions, in 1978 the Print Design on Textiles and Knitwear Studio was established,
run by Maria Zielinska (Fig. 7) with the assistance of Malgorzata Lambrecht and Jolanta Wagner. The
Methodology and Basics of Design Studio run by Krystyna ]aguczaﬂska—gliwiﬁska (Fig. 8) and the as-

sistant instructor Krystyna Drenkowska was also created.

Between 1950 and 1955 a foundation for Jacquard textiles at the £6dZ school was laid by Lucjan
Kintopf (Fig. 3). He taught weaving design and loom studies; he established the first Jacquard Textile
Design Studio.

Regina Kariska-Piotrowska was the first head of the Department of Weaving and the Clothing Weaving
Studio, introducing students to the harness techniques. Carpet design was led by Maria Obr¢bska-
Stieber and Antoni Starczewski. From 1969, garment textile was taught by Bolestaw Tomaszkiewicz
(Fig. 5), and outstanding artist, an expert in double and harness fabric, who then passed the torch on
to Andrzej Rajch (Fig. 13). A significant contribution to the development of textiles was also made
by the Unique Knitwear Studio run by Kazimiera Frymark-Blaszczyk (Fig. 10, 11), combining the

experience of an industrial designer with artistic activity.
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The strong emphasis placed in the early days of the Textile Faculty on utilitarian textiles was losing strength
in the 1970s in favour of artistic activities. The high position of unique textiles was built up by studios
run by outstanding artists and educators. These included the legendary Carpet and Tapestry Studio run
by Antoni Starczewski, a student of Wiadystaw Strzemiriski. In 1994 the Master’s position was taken over

by Mariusz Kowalski, a prominent painter and carpet designer, a promoter of Strzemiriski’s achivements.

The studio that was very popular with students was the Unique Textile Studio established in 1969 and
run by Janina Tworek-Pierzgalska (Fig. 1). She brought a great deal of invention and creative freedom
to the teaching activities. The legacy of the Studio was eventually taken over by Aleksandra Mariczak,

who mostly continued the previous didactic programme and ran the studio until 2011.

Those who introduce to the ropes of contemporary artistic textiles are eminent artists and educators,

whose artistic achievements lend credence to their competence and provide an invaluable didactic basis.

The milieu of the Academy of Fine Arts in Warsaw is represented by Barbara Luczkowiak (Fig. 15) and
her assistant Aleksandra Jaxa — Chamiec. In the Experimental Textile Studio, in addition to traditional

subject matter and weaving techniques, students create textiles-collages — stitched, sewn, appliquéd.

The other Artistic Textile Studio has recently been taken over by Elwira Sztetner, an artist and activist
associated with ecofeminism, creating objects and installations on the verge of sculpture and fiber art.
Her assistant is Karolina Lizurej. Students who choose to major in the Artistic Textile Studio have the
opportunity to learn techniques that fall within the boundaries of broadly defined textiles. The studio
produces unique works that go beyond the artisanal craft. The focus is on to the formal and technical
side of the works, but the studio also encourages critical reflection on culture, develops ethical attitudes

and fosters social activism.

The Sculpture and Spatial Action - Weaving Object Studio at the Poznari University of Arts is run
by a recognised artist, winner of many awards Andrzej Banachowicz (Fig. 17) and his assistant Pawet
Kietpiniski. Beginning to design their own projects, students become familiar with the possibilities of
a variety of techniques, perfecting their individual artistic language as they move through the creative

process from the plane, through relief, to a full spatial form — sculpture.

The Artistic Textile Studio at the University of Arts in Poznan is headed by a world-renowned artist

Anna Goebel (Fig. 20) together with her assistant Dorota Tarnowska-Urbanik (Fig. 24).
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The programme of the Studio combines tradition with exploration and experimentation. Students are
introduced to technologies so far unknown to them in order to combine them in surprising ways, often
contradicting the principles they have learned, so that they can create their own language of artistic
expression. They are provoked to question schematic ways of thinking about textiles. The diversity of
attitudes requires individual work with particular personalities, taking into account their interests and

current state of artistic awareness.

The programme of the Unique Clothing Studio run at the Poznar school by Stawomira Chorazyczewska
(Fig. 25.) with the help of her assistant Elzbieta Cios (Fig. 21) is extremely interesting. It is a kind of
hybrid of the use of old unique techniques and new technologies, which were successfully employed
in the stud