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THE NIGHT WILL DRIVE A HEART 

David Wojnarowicz (1954–1992) commented in one of his films: 
"I wonder what this little bug does in the world and if this little bug 
dies, if the world feels it? Or if it dies, does the earth feel it? Does 
something get misplaced? Do people speak language differently if 
this bug dies? Does the world get a little lighter in the rotation? If the 
planet goes a little faster if something like this dies? If some little kid 
somewhere wakes up with a bad dream because this bug dies? Or if 
the air that circles the earth goes a little faster if this bug disappears?"

Wojnarowicz rose to prominence on the New York art scene in 
the 1980s, creating works that were both fiercely political and 
very personal. His practice combined artistic experimentation with 
statements about his own identity. He gained recognition for his 
relentless struggle against the hypocritical and intolerant American 
society, its abuse of power, homophobia and prejudice against the 
victims of the ongoing AIDS epidemic. While taking a highly subjective 
starting point in his practice, Wojnarowicz shared poetic, poignant 
stories that would acquire a universal dimension.



The exhibition The Night Will Drive a Heart, largely inspired by 
David Wojnarowicz's attitude, weaves a narrative that is intended 
to show the struggle with what the artist called "the pre-invented 
world." The title of the exhibition, borrowed from a poem by Paul 
Celan, emphasises the show's balance between hope, love and 
transgression. In many areas, these are the weapons used by artists 
to provoke, criticise, rebel or manifest beliefs and feelings. This 
exhibition is a portrait of a man who perceives art as a potential tool 
for changing the surrounding reality. He is aware of the need to break 
free from social oppression, recognise otherness and make room for 
any lifestyle.

In a series of photographs entitled Arthur Rimbaud in New York, 
Wojnarowicz recalls the figure of the accursed poet – poète 
maudit. This motif and the reference to the French writer became 
a manifestation indicating that the artist's role is to confront and 
expose the mechanisms of submission and conformism. Perhaps this 
is the only means to an effective artistic intervention into reality.

Similarly, artistic attitudes undermining oppressive social norms, using 
subversive strategies, creating engaged and relational art are of key 
importance for the theme of the exhibition. On the other hand, the 
exhibition tries to show a possible alternative in the form of building 
a reality based on tolerance and interpersonal relations, without false 
borders.

     CURATOR:
     PIOTR LISOWSKI



PROLOGUE

In a letter of 13 May 1871, 17-year-old Arthur Rimbaud wrote to his 
teacher Georges Izambard: "I is someone else." This statement 
became one of Rimbaud's most intriguing and mysterious 
declarations. Questioning his identity, becoming lost in experience 
in order to reach the unknown in a superior way – this became the 
poet's raison d'être. At the same time, it explains his subsequent 
abandonment of the streets of Paris and poetry in favour of 
Abyssinia and the arms trade. This symbolic step towards silence 
and desistance resulted from the impossibility of leading the only 
existence he desired. Rimbaud gave up literature because he had 
recognised that his poetry did not fulfil the task set by him – to create 
a new world by giving everything a new form and destiny.

More than a hundred years later, the figure of Arthur Rimbaud is 
recalled by another accursed artist, writer, filmmaker and activist 
– David Wojnarowicz. In 1978, Wojnarowicz visited Paris. After his 
return, he began to photograph his friends in the streets of New York, 
making them wear a Rimbaud mask. We find the lonely figure of a 
man wearing a mask of the French poet in various parts of the city – 
on the street, in the subway, in deserted buildings. In the late 1970s 
and early 1980s, New York was a place of emerging alternatives 
connected with the no wave art scene or the cinema of transgression. 
It is a period of economic boom and rapidly growing art market. 
But at the same time, the rich and dynamic city was about to face 
the AIDS epidemic, ignored by the authorities for the time being. 
Wojnarowicz saw it all up-close and recorded, practicing a specific 
form of activism.



One of the photographs in the series shows Rimbaud against the 
inscription: "The silence of Marcel Duchamp is overrated." With 
this quote taken from Joseph Beuys, Wojnarowicz expressed an 
ambivalent attitude – he was making a reference to the modernist 
tradition, at the same time posing the question of whether 
such an artistic gesture as abandoning art had a real impact on 
anything. Shouldn't it be re-evaluated, or perhaps brutalised, so 
that art could actually work? Brutalised, for example, by sewing 
up his mouth, which Wojnarowicz soon does.

This radical action, drawing on the traditions of engaged 
performance and body art, was a reaction to the culture war of 
the 1980s America (discussion on censorship and discrimination 
in art) and the AIDS crisis. In the case of Wojnarowicz, who soon 
became a victim himself, the stakes turned out to be too high. 
Silence equals death. Wojnarowicz was calling for presence, 
participation and responsibility, believing in the creative power 
of the individual suppressed only by the standardisation of 
behaviours, often imposed from above.

What Arthur Rimbaud and David Wojnarowicz have in common 
is, first and foremost, similar experiences and attitude to the 
world. By putting on the mask of the French poet, Wojnarowicz 
takes over his identity, emphasising the similarities in their 
lives: violence in their youth, a sense of being denied freedom, 
a desire to live away from social and philosophical standards. 
Wojnarowicz, in particular, made public that which was private, 
standing up for his desires and love.



WORKS:



1. 

DAVID WOJNAROWICZ
(1954–1992, United States)

What is this Little Guy's Job
1989, 8mm video, transferred in Beta and 
digitalized, 2' 05"

Texts and Performance: David Wojnarowicz
Camera: Marion Scemama
Courtesy of the Estate of David Wojnarowicz 
and P.P.O.W, New York

WOJNAROWICZ:
I wonder what this little bug does in the world and if this little 
bug dies, if the world feels it? Or if it dies, does the earth feel 
it? Does something get misplaced? Do people speak language 
differently if this bug dies? Does the world get a little lighter in 
the rotation? If the planet goes a little faster if something like 
this dies? If some little kid somewhere wakes up with a bad 
dream because this bug dies? Or if the air that circles the earth 
goes a little faster if this bug disappears? We have some sun 
here – there's another one. SO you think they're married? 
Or they're homosexuals on vacation? Watch out, you gonna 
squash him. Who me? Yeah 
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2.

MIROSŁAW BAŁKA
(b. 1958, Poland)

Tanz
2002, video installation; salt, metal cassette, 
10 x 250 x 190 cm, video, 1' 40", ed. 1/2

Property of the Zachęta Lower Silesian Society for the 
Encouragement of Fine Arts in the deposit of Wrocław 
Contemporary Museum

Tanz is a looped horizontal video projected onto a screen 
made of salt in a steel frame. The spontaneous recording 
made during a train journey from Warsaw to Gdańsk shows 
a spiralling, spasmodic or even agonal dance of an insect on 
the floor of the car.
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3.

DAVID WOJNAROWICZ
(1954–1992, United States)

Inside This Little House
1989, 8mm video, transferred in Beta and 

digitalized, 3' 16"

Texts and Performance: David Wojnarowicz
Camera: Marion Scemama and David Wojnarowicz
Editing: François Pain

Courtesy of the Estate of David Wojnarowicz 
and P.P.O.W, New York

WOJNAROWICZ: 
Inside this house many things go on. Many people, many 
lives, many personalities. Some of them dream, some of them 
don't. Some of them fall, some of them rise. Some of them 
dream some of them fall, some of them eat, some of them 
starve, some of them cry, some of them laugh, some of them 
wake up, some of them go to sleep, some of them fall in their 
dreams, some of them walk in their dreams, and some of them 
fly. Sometimes the interior of this house is like a universe. 
Sometimes the movement of bodies creates rhythm that is an 
exact thing like science. Sometimes when a door opens the 
room is left empty. Sometimes a little dog comes out of the 
house and makes sound and the sound carries and the sound 
shifts and it rises up over the treetops. Inside this house there's 
a little girl, and the little girl has dreams that not everybody 
understands. And the dreams sometimes go far away.  
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4.

EVERY OCEAN HUGHES
(b. 1977, United States)

Untitled (David Wojnarowicz Project)

2001–2007, six from a series of 12 black and white 
photographs, 27 x 35 cm each [exhibition copies]

Courtesy of the artist

Every Ocean Hughes, formerly known as Emily Roysdon, is 
an American artist, writer and curator who uses performance, 
photography, but also collective actions as an artistic 
strategy. In 2001, the artist started a project referring to David 
Wojnarowicz's Arthur Rimbaud in New York series. She also 
used a mask, but this time of Wojnarowicz's face, and visited 
places where Wojnarowicz had photographed his friends 
wearing a Rimbaud mask over 20 years before. EOH narrates 
her own story set in the contemporary reality. Wojnarowicz's 
photographs serve as an iconographic guide of a kind, used 
to arrange situations connected with today's feminist and 
genderqueer concerns. EOH in her practice poses questions 
about self-determination, mutual help, as well as the social 
and material aspect of survival and dying. She describes some 
of her actions as ecstatic resistance, in which the expression 
of imagination, sensuality or pleasure becomes a form of 
resistance. Ecstatic resistance is based on activism, breaking 
norms, having fun and showing solidarity. EOH wants to 
think about everything that is unthinkable in the phallocentric 
world order.
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4.

EVERY OCEAN HUGHES 
Untitled 
(David Wojnarowicz project)
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5.

NATALIA LL
(b. 1937, Poland)

Natalia LL at a demonstration in defence 
of the rights of sexual minorities, 
1977, New York

1977, colour photography, 14.4 x 14.5 cm each

Courtesy of the artist and the lokal_30 gallery in 
Warsaw

In 1977, Natalia LL spent three months in New York 
on the Kościuszko Foundation scholarship. During 
her sojourn, she met many artists and art critics, 
including Carolee Schneemann, Duglas Crimp, 
Vito Acconci, Marina Abramović or Joseph Kosuth. 
The artist brought three series of her works to the 
US: Consumer Art (1972–1975), Post-consumer Art 
(1972–1975) and Artificial Photography (1975). Her 
projects revolved around feminist threads, which had 
been developing in the US since the end of the 1960s, 
drawing attention to subjects that were typically left 
unsaid in art, connected with the body, sexuality, 
imposed cultural images and discrimination against 
women in the art world. During her stay, the artist 
also participated in several-day-long demonstrations 
and rallies against sexual discrimination, held in the 
atmosphere of a picnic, which were taking place 
in New York. Natalia LL captured that moment in 
a series of photos, each of which shows the artist 
holding her own photograph from the Consumer Art 
series – a portrait of a woman sensually smacking 
her lips while looking straight at the viewer. A year 
later, at the PSP Jatki Gallery in Wrocław, Natalia LL 
organised the first international exhibition of feminist 
art in Poland, entitled Women's Art. Alongside her 
own projects, she presented works by Suzy Lake 
(Canada), Noemi Maidan (Switzerland) and Carolee 
Schneemann (USA).
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6.

ADA ZIELIŃSKA
(b. 1989, Poland)

Independence Day
2018, photography, digital print, 100 x 70 cm, 
ed. 8 + 2 AP

Courtesy of the artist and the Propaganda Gallery in 
Warsaw

Ada Zielińska's photograph entitled Independence 
Day was taken on 11 November 2018 – on the 100th 
anniversary of regaining independence by Poland. 
It was shot in one of the Warsaw hotels, in a room 
overlooking Dmowski Roundabout, the meeting 
point for the March of Independence. The staged 
photograph is a clash of two spaces. The peaceful, 
quiet interior with a single person sitting on the bed is 
contrasted with the outside, where flaming flares gave 
the signal to start a 250,000-people-strong march. 
Zielińska creates a contrast between private and 
public space, peace and tension, silence and noise.
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7.

THE NIHILIST CHURCH
(Justyna Baśnik Andrzejewska – b. 1992, 
Paweł Baśnik – b. 1992, 
Jędrzej Sierpiński – b. 1992, Poland)

Address
2021, video installation, video, 5', flag, 
70 x 100 cm each

Courtesy of the artists

The work consists of two flags with the Nihilist 
Church emblem and a deepfake video shown on 
a cathode ray tube screen. The starting material for 
the recording was provided by Jarosław Kaczyński's 
address delivered at the end of 2020 in response 
to protests sparked by the tightening of the anti-
abortion law. The manipulated speech, realistically 
transformed by artificial neural networks, becomes an 
appeal for mutual tolerance and respect, regardless 
of differences in world views.

The Nihilist Church is a para-religious artist group 
and a nomadic art gallery. Using absurd and irony, 
they comment on the dystopian, post-apocalyptic 
world, transhumanist concepts, prophesying 
a fatalistic vision of the future of the human species.

The work was created in cooperation with Mekatron 
(Marcin Hajdukiewicz)
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7.

THE NIHILIST CHURCH
Address
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8.

DANIEL KNORR
(b. 1968, Romania)

Stolen History
2008, colour photography, 22.5 x 32 cm each

Collection of the Museum of Modern Art in Warsaw

In 2008, during the U-TURN Contemporary Art 
Quadriennial, Romanian artist Daniel Knorr put 
balaclavas on monuments in Copenhagen, giving 
historical figures – kings, bishops and generals – the 
appearance of terrorists. After a few hours, the police 
intervened and the balaclavas were removed by the 
organisers of the exhibition. The artist referred to the 
methods of constructing official historical narratives 
in public space, asking what and how we should 
remember and what we should try to erase from our 
collective, communal memory.
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9.

MARIUSZ MAŚLANKA
(b. 1992, Poland)

Gate I–III (Frozen Estate)
2021, powder coated steel, 110 x 115 x 22.5 cm each

Courtesy of the artist

Mariusz Maślanka's installation comprises three 
separate modules forming a kind of steel framework. 
Inside, there appear various variants of patterns 
created on the screen of mobile devices as they are 
unlocked. The works are part of a larger project 
entitled Frozen Estate, in which the artist focuses 
on the observation of various economic and social 
mechanisms of limited access, social organisation 
strategies, privilege and segregation. 
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10.

KAROL RADZISZEWSKI
(b. 1980, Poland)

Detention of Margot
2020, acrylic on canvas, 160 x 160 cm

Courtesy of the artist and BWA Warszawa Gallery

Karol Radziszewski's canvas refers to the much-
debated events in September 2020 connected 
with the detention of Margot Szutowicz. Heavily 
reported in the media and social media, the issue 
stirred discussions both inside and outside the 
LGBTQ community, provoking fierce dispute in the 
field of politics and worldview. The situation has 
been repeatedly referred to in the media and on the 
Internet as the "Polish Stonewall" in the hope that 
it will become a catalyst for emancipatory changes 
while providing a unifying founding myth for the 
Polish queer community. Radziszewski's style hints at 
the paintings of Pablo Picasso, in particular Guernica 
– a monumental pacifist work about the bombing of 
civilians during World War II.
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11.

PETR DAVYDTCHENKO
 (b. 1986, Russia)

Ascension
2016, six-channel video installation, 
dimensions variable, ed. 2/5 + 1 AP

Collection of Wrocław Contemporary Museum 
The purchase of the work was co-financed by the 
Ministry of Culture and National Heritage from the 
Culture Promotion Fund as part of the National 
Collection of Contemporary Art programme.

Petr Davydtchenko is a Russian artist known for 
his controversial, radical practices and projects at 
the intersection of artistic, anti-system and anti-
civilisation strategies of everyday life. In his works, 
Davydtchenko postulates the necessity to survive 
at all cost and build alternative social communities. 
The video installation shows the artist surfacing from 
a sewer filled with a muddy liquid. The multiplication 
of the scene on six screens makes the emerging 
man seem ubiquitous, while the very moment of his 
laborious ascension becomes a repetitive ritual – 
a moment of transition and symbolic transgression. 
The ephemeral moment of emerging from the dark 
depths emphasises the need to escape and break free 
from the overwhelmingly oppressive reality.
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PETR DAVYDTCHENKO
Ascension
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12.

SIKSA & PIOTR MACHA
(Alex Freiheit – b.?, Piotr Buratyński – b. 1987, 
Piotr Macha – b. 1982, Poland)

Stabat Mater Dolorosa
2018, video, 60'43"

Revenge on the Enemy
2020, video, 43'21"

Courtesy of the artists

The films are the result of collaboration between the 
music duo Siksa (Alex Freiheit & Piotr Buratyński) 
and visual artist Piotr Macha. In both cases, the 
starting point was provided by Siksa's albums 
Stabat Mater Dolorosa (2018) and Revenge on the 
Enemy (2020), while the music and lyrics became 
the skeleton for an improvised script. Siksa's lyrics 
oscillate between violence against women, sexist 
oppression, gender and feminist issues, as well as 
political and social oppression. Music-wise, the duo 
balances on the verge of performative punk. The 
encounter with Piotr Macha added the visual/video 
dimension. The resulting projects, highly visual and 
contrastive, kept in the DIY spirit, could be termed 
a musical-performance or a punk manifesto.
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SIKSA & PIOTR MACHA
Stabat Mater Dolorosa
Revenge on the Enemy
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13a.

ZOFIA PAŁUCHA
(b. 1993, Poland)

The Network Itself Is Seductive 02
2019, oil and acrylic on canvas, 120 x 100 cm

Courtesy of the artist and the Piktogram gallery 
in Warsaw

Zofia Pałucha constructs her works on the basis of 
mass culture transformed by internet databases. The 
combination of these two layers allows her to study 
the relationship between the stream of consciousness 
and the stream of images from the perspective of 
their potential as a drawing and painting material. 
She believes that artists are capable of thinking 
directly with images; through automatism, they can 
partially eliminate intentionality in the process of 
creating a composition. Thus, each of Pałucha's 
works has a cultural and computer-generated layer. 
Her approach assumes that the observer can view the 
image from many different angles, with full freedom 
of interpretation as the last element of the creative 
process. Pałucha uses the stream of images to 
explore the spaces and possibilities offered by the 
contemporary world. As a result, hybrid compositions 
turn into an ongoing experiment with references 
to other disciplines and different aesthetics. The 
titles, which often quote source texts, lie at the core 
of the works. Pałucha's paintings are exaggerated 
and subtle, strong and sensitive, demanding 
obsessive attention.
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ZOFIA PAŁUCHA
The Network Itself Is Seductive 02
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14.

KAROL RADZISZEWSKI
(b. 1980, Poland)

Maria Janion from the Poczet series
2017, acrylic on canvas, 100 x 80 cm

Collection of the Museum of Modern Art in Warsaw

The portrait of Maria Janion is part of a larger painting 
series by Karol Radziszewski entitled Poczet, which is 
a continuation of the artist's enquiries connected with the 
queer history of Polish culture. Twenty-two paintings show 
the most influential, non-heteronormative figures in Polish 
history, art and culture. All the paintings are kept in the 
avant-garde, cubist style, which results from the artist's 
experiments with the tradition of European painting, in 
particular with Pablo Picasso's aesthetics.
Maria Janion was one of the most important figures in the 
Polish humanities. She developed her own, very personal 
and contemporary understanding of Romanticism, which 
in her opinion was the key to understanding the present 
day. For her, Romanticism was primarily an affirmation of 
freedom and liberty in every dimension.
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13b. 

ZOFIA PAŁUCHA
(b. 1993, Poland)

Hard Nipples and Dreams of 
Disappearance

2019, crayon drawing on paper, 50 x 40 cm

Courtesy of the artist and the Piktogram gallery in 
Warsaw

Zofia Pałucha constructs her works on the basis of 
mass culture transformed by internet databases. 
The combination of these two layers allows her 
to study the relationship between the stream of 
consciousness and the stream of images from the 
perspective of their potential as a drawing and 
painting material. She believes that artists are 
capable of thinking directly with images; through 
automatism, they can partially eliminate intentionality 
in the process of creating a composition. Thus, each 
of Pałucha's works has a cultural and computer-
generated layer. Her approach assumes that the 
observer can view the image from many different 
angles, with full freedom of interpretation as the 
last element of the creative process. Pałucha uses 
the stream of images to explore the spaces and 
possibilities offered by the contemporary world. 
As a result, hybrid compositions turn into an ongoing 
experiment with references to other disciplines and 
different aesthetics. The titles, which often quote 
source texts, lie at the core of the works. Pałucha's 
paintings are exaggerated and subtle, strong and 
sensitive, demanding obsessive attention.

BACK



15.

LILIANA PISKORSKA (ZEIC)
(b. 1988, Poland)

Sourcebook
2020–2021, photographs, objects, drawings, texts

Courtesy of the artist

Started in 2020 and constantly expanding, 
Sourcebook is a research project on the history 
of non-normative Polish women. The artist brings 
out forgotten and often hidden stories to create an 
archive comprising texts, drawings, objects and 
photographs. She recounts the biographies of social 
activists, writers, artists, and feminists living in the 
19th century and in modern times. The protagonists 
include Maria Konopnicka, Maria Dulębianka, 
Narcyza Żmichowska, Sławomira Walczewska, 
Józefa Bojanowska and Maria Rodziewiczówna. 
Their biographies and writings are used by Piskorska 
(Zeic) to look for experiences and values   derived 
from the practice of breaking the existing rules and 
creating alternative relationships. In her opinion, 
it may become the foundation of a new society. 
She finds examples of empathy with the oppressed 
resulting from the protagonists' first-hand experience 
of oppression. What she reads between the lines is 
a story about our interdependence and the need to 
build a caring community.
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LILIANA PISKORSKA (ZEIC)
Sourcebook
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16.

CAROLEE SCHNEEMANN
(1939–2019, United States)

Meat Joy
1964–2008, performance documentation, 16 mm film 
transferred to video, 10' 35"

Fuses
1967, 16 mm film transferred to video, 29' 51"

Body Collage
1967, performance for the camera lens, 16 mm film 
transferred to video, 4' 15"

Property of the Zachęta Lower Silesian Society for 
the Encouragement of Fine Arts in the deposit of 
Wrocław Contemporary Museum

Carolee Schneemann is one of the most important 
artists of the 20th century, a pioneer of performance, 
body art and feminist art. A special role in her 
practice is occupied by performance, in which she 
used her own body, film and video images, slides, 
movement and dance. Schneemann's activities 
focus on sexuality, identity, body, gender, breaking 
taboos and traditions, and the cultural determinants 
of art history. Her work shows connections with 
the activities of Fluxus artists, the neo-Dada 
movement, and actionism. From the 1960s onwards, 
she developed her experiments in the field of 
performance. These actions, usually performed 
in series, gradually began to function only as film 
documentation, mainly on 16 mm optical tape, while 
the video recordings created from the 1980s became 
elements of elaborate spatial installations.

The performance Meat Joy, made in 1964, marked 
a breakthrough in Schneemann's work. She described 
it as an erotic ritual and radical, unbridled celebration 
of the body. The film documentation shows a group 
of men and women entering into various bodily 
interactions with each other – they bump into 
each other while running, roll on the floor, smear 
themselves with paint, throw raw meat and fish at 
each other. Schneemann understood performance as 

BACK



a construction of visual thoughts in space that enables 
the transfer of materiality.

The performance Body Collage, held in 1967, has 
a similar character. The artist's own body is both 
the medium and subject of this activity, rooted in 
abstract expressionism. Having covered her body 
with wallpaper glue and molasses, Schneemann runs, 
jumps, falls and rolls in shreds of printing paper, 
creating a corporeal collage. As she explained, 
"My intention was not simply to collage my body 
(as an object), but to enact movement so that 
the collage image would be active, found, not 
predetermined or posed."

Fuses is an example of Schneemann's film work. 
The visual collage shows the artist's sexual encounter 
with her partner, composer and pianist James 
Tenney. The literalness of the film, shot in the private 
space of home, is broken by the method of framing, 
editing and preparation of the material substance of 
the film tape.
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17.

NATALIA LL
(b. 1937, Poland)

Consumer Art
1972, 16 mm film, digital copy, black and white, 
no sound, 7'35"

Property of the Zachęta Lower Silesian Society for 
the Encouragement of Fine Arts in the deposit of 
Wrocław Contemporary Museum

In 1972, Natalia LL initiated the Consumer Art series, 
consisting of photographs and films showing models 
teasingly eating bananas, salt sticks or sausages or 
spitting out pudding. Viewed through the artist's lens, 
the simple act of eating takes on an ambiguous form, 
becoming a thing associated with eroticism. Such 
an open demonstration of sexuality was rare at that 
time, not only in Poland, but across entire Eastern 
Europe. Critics considered these works to be the first 
such bold manifestation of sexuality in Polish art, but 
also a commentary on the rough reality of that time. 
Natalia LL said: "(...) all my art since 1972 has been 
related to a conceptual play on consumption. Of 
course, the perfidiousness of consumer art was some 
kind of jeer at the world of mature concreteness, so 
bananas in a submissive and charming mouth could 
be transmogrified by our perfidious imagination into 
penises thirsting for caresses. (...) Maybe that is why 
consumer art is a manifestation of joy of life with the 
full consciousness of terror and the eschatological 
end of man."
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NATALIA LL
Consumer Art
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18.

KAROL RADZISZEWSKI
(b. 1980, Poland)

America Is Not Ready For This
2012, video, 67'25"

Collection of Wrocław Contemporary Museum

The project called America Is Not Ready For This 
was inspired by Natalia LL's journey to New York 
in 1977. During the scholarship, the artist had the 
opportunity to meet some of the most prominent 
gallery owners and artists of the time. Several dozen 
years later, Karol Radziszewski decided to follow 
in her footsteps and set off for America to meet the 
same people. His trip resulted in a documentary 
based on interviews with various figures of the 
art world, which shows parallels between the 
experiences of both artists while triggering a series 
of questions about feminist art, conceptual art, queer 
theory and the relationship between worlds once 
divided by the Iron Curtain.
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19.

ŁUKASZ TRZCIŃSKI 
(b. 1975, Poland)

The Collection of Ideas 
(The Flying Publishing House)

Courtesy of the artist

The Collection of Ideas – The Flying Publishing 
House is a concept initiated by Łukasz Trzciński 
in 2019. The longitudinal project focuses on 
searching for alternative ways of distributing 
knowledge, emancipatory with respect to the 
institutionalised forms. The main areas of   activity 
include the production of prints and texts from the 
broadly understood field of art. While referring 
to the idea of   the common good by using its own 
means of production, self-production, planning and 
distribution, the Collection of Ideas circulates in the 
art environment as a seismograph made up of the 
experiments and tensions generated in its field. 
It acquires new contents and ensures their visibility 
thanks to immediate reaction. By breaking free from 
the dictate of the neoliberal logic, it creates the right 
conditions for the publication of works rejected by 
institutions as unprofitable. The Flying Publishing 
House only uses materials obtained for free, including 
waste or leftovers from large production facilities, 
or according to the principles of the economy of 
exchange, making use of whatever is given at a 
given moment. The printing process is based on the 
simplest yet most mobile printing device available 
on the market.

So far, the Collection of Ideas has included: 
Secession From The Broadcast (Piotr Bujak), 
On The Origin Of The Cities (Aga Piksa & Vladimir 
Palibrk), City Diary (Jaro Varga), magazyn Łałok 
nr 4 (Potencja), Zielnik (Łukasz Surowiec).

The resulting collection of texts will be donated 
to museums, galleries, contemporary art centres, 
community venues, squats, factories, libraries 
as an open-source work of art to serve other 
interested parties.
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As part of the exhibition The Night Will Drive a 
Heart, the Flying Publishing House carries out two 
independent activities. The first is the publication of 
Książka Źródeł | Sourcebook by Liliana Piskorska 
(Zeic). The second action is an original idea of   
Łukasz Trzciński, who invited artist Yana Kurz to 
cooperate and develop a series of prints based 
on visual quotes and fragments of texts by David 
Wojnarowicz. 
David Wojnarowicz's experience as a symbol 
of social exclusion and censorship has been 
communitarised over the years, and his practice 
has been subject to subsequent appropriations. 
The analogue character of the print is an attempt 
to recover the individual perspective of an artist 
(human) from the open, digital circulation.
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13c. 

ZOFIA PAŁUCHA
(b. 1993, Poland)

00 Max
2020, oil on canvas, 200 x 150 cm

Courtesy of the artist and the Piktogram 
gallery in Warsaw

Zofia Pałucha constructs her works on the basis of 
mass culture transformed by internet databases. The 
combination of these two layers allows her to study 
the relationship between the stream of consciousness 
and the stream of images from the perspective of 
their potential as a drawing and painting material. 
She believes that artists are capable of thinking 
directly with images; through automatism, they can 
partially eliminate intentionality in the process of 
creating a composition. Thus, each of Pałucha's 
works has a cultural and computer-generated layer. 
Her approach assumes that the observer can view the 
image from many different angles, with full freedom 
of interpretation as the last element of the creative 
process. Pałucha uses the stream of images to 
explore the spaces and possibilities offered by the 
contemporary world. As a result, hybrid compositions 
turn into an ongoing experiment with references 
to other disciplines and different aesthetics. The 
titles, which often quote source texts, lie at the core 
of the works. Pałucha's paintings are exaggerated 
and subtle, strong and sensitive, demanding 
obsessive attention.
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ZOFIA PAŁUCHA
00 Max
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20.

DAVID WOJNAROWICZ
(1954–1992, United States)

When I Put My Hands on Your Body
1989, 8mm video, transferred in Beta and 
digitalized, 4' 09"

Text and voice: David Wojnarowicz
Performing: David Wojnarowicz and Pail Smith 
Camera: Marion Scemama
Music: Ben Neill 
Editing: François Pain

Courtesy of the Estate of David Wojnarowicz 
and P.P.O.W, New York

WOJNAROWICZ: 
When I put my hands on your body, on your flesh, I feel the 
history of that body, not just the beginning of its forming in that 
distant lake, but all the way beyond its ending, I feel the warmth 
and the texture and simultaneously I see the flesh unwrap 
from the layers of fat and disappear. I see the fat disappear 
from the muscle, I see the muscle disappear from around 
the organs and detach itself from the bones. I see the organs 
gradually fade into transparency, leaving a gleaming skeleton, 
gleaming like ivory that slowly resolves until it becomes dust. 
I am consumed in the sense of your weight the way your flesh 
occupies momentary space the fullness of it beneath my palms. 
I am amazed at how perfectly your body fits to the curves of my 
hands. If I could attach our blood vessels so we could become 
each other I would. If I could attach our blood vessels in order 
to anchor you to the earth to this present time, to me, I would. 
If I could open up your body and slip inside your skin and 
look out your eyes and forever have my lips fused with yours 
I would. It makes me weep to feel the history of your flesh 
beneath my hands in a time of so much loss. It makes me weep 
to feel the movement of your flesh beneath my palms as you 
twist and turn over to one side to create a series of gestures 
to reach up around my neck to draw me nearer. All these 
memories will be lost in time like tears in the rain. When I was 
diagnosed with this virus, it didn't take me long to realize I'd 
contracted a diseased society as well.
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21.

DAVID WOJNAROWICZ
(1954–1992, United States)

Last Night I Took A Man
1989, 8mm video, transferred in Beta and 
digitalized, 4' 33"

Performance, Text and Images: David Wojnarowicz
Camera: Marion Scemama
Editing: François Pain

Courtesy of the Estate of David Wojnarowicz 
and P.P.O.W, New York

WOJNAROWICZ: 
Last night I took a man home from the subway where 
he had been standing against a wall in the graffiti-
covered car in black cowboy boots tight jeans and a 
shirt opened to the third button and sleeves rolled up 
to reveal a workman's arms and a couple of blue ink 
tattoos and when we arrived back at my place I sat on 
my bed and loosened his pants with my teeth while 
pulling apart each button on his shirt with my fingers 
and I slid my hands beneath the edge of his T-shirt 
and let my palm slide over his hand and warm belly 
and as his T-shirt rode up my arms with that motion 
there were two birds revealed tattooed in blue ink 
flying the distances of his chest and my tongue moved 
back and forth tracing wet lines across his belly and 
I slowly stood up and moved my tongue over his 
pale sides as I lifted his T-shirt above his head and 
I could feel the smell of his underarms as my face 
rose up towards them; my tongue taking in the taste 
and then he laid me down on the bed and removed 
my shoes and pants while I played with his hard dick 
through his pants and he bent and licked the inside 
of my legs and thighs and under my balls and then 
laid on top of me pulling my arms up and around his 
neck and he kissed behind my ears and licked across 
my throat and across my face and down the bridge 
of my nose to my mouth where he put his warm 
tongue in and I have the secondary stages of Aids and 
the man on the T.V. who looks like he has a potato 
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for a head is telling me and the rest of the country 
that I must suppress my sexuality – he talks about 
me in words that makes me sound like an insect: 
"carrier" "infected" and when he shows pictures or 
films of me I am always bedridden and alone and on 
the edge of death and he says I must suppress my 
sexuality whether I am a man or a woman whether I 
am homosexual or heterosexual; whether I have Aids 
or not, and he says that since condoms are not 100 
percent effective, I must not fuck and I must not suck 
and I cannot caress and I cannot have desires or 
fantasies and each minute of disgrace this rotten form 
lives, is that I'm a walking death, a walking receptacle 
containing skulls and horrible illnesses and disease 
and death and refers to me as nothing more than a 
disease on two legs and a killer equipped with sperm-
like bullets and he tells you that I'm on a mission of 
destruction because I insist on being regarded as a 
human being that has a need to explore his sexuality 
and he tells you that I'm on secret mission to infect 
the entire world. The man on the T.V. is also the man 
in the newspapers; he has a replaceable head—one 
day he can be a man and on another day he can be 
a woman; he can have the face of a politician or the 
face of a doctor or the face of a research scientist or 
the face of a health-care "professional" or the face 
of a priest with a swastika tattooed on his heart. And 
each and every one of these faces says that they are 
concerned for you because of our existence and it is 
fucking ironic when he takes on the face of a family 
man who wants to protect his children because I am 
his child and I have Aids and I don't think having Aids 
is something heavy: it is the use of Aids as a weapon 
to enforce the conservative agenda that is what is 
heavy. Homosexuals and intravenous drug users 
are expendable in this society and Aids is treated in 
the same way that homosexuals and drug-users are 
and this is why there has been this legal and social 
murder on a daily basis for eight long years and in 
the face of this I will continue to explore my body 
and the bodies of other men and find the possibilities 
for pleasure and connection and this will be done 
with responsibility and need and this will be done 
with deeper understanding of touch and fantasy and 
areas of pleasure I have still to reach and I will not 
be silent about this and I will not crawl into the media 
grave and die quietly I will not be polite and die like 
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a murderer to make your fucking experience of my 
social death a quiet and blithe thing. I'll celebrate 
my sexual expression and I will celebrate the sexual 
expression of people who were murdered by US 
government and the dry commies who care more 
about profit than life. And I will insist your corrupt 
intentions are sour to me or castrate me with your 
lying media politics or religion and if I have to fuck 
with a gun by my side, I'll do that. And I'll organise 
and speak loud with a smile on my fucking face and 
pleasure in my mind and body and feel NO GUILT 
NO GUILT NO GUILT despite the pressures of the 
manufactured world.
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22.

HUBERT KIELAN
(b. 1986, Poland)

They Aren't People
2020, steel sheet, 140 x 17 x 0.5 cm

Courtesy of the artist

Hubert Kielan's work is a peculiar illustration of 
numerous public statements of politicians regarding 
non-heteronormative persons. The typographic layer 
of the work refers to the word "Hollywood" put up in 
1923 as an advertisement for a nearby housing estate. 
Its form, however, resembles the inscription above 
the entrance gate to the Auschwitz concentration 
camp. The phrase, which can be interpreted as 
a negation of humanity, is inscribed by the artist in the 
instantly recognisable sign. This, the work highlights 
the consequences of using the most primitive tool of 
maintaining power – identifying an imaginary enemy 
and antagonising social groups.
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HUBERT KIELAN 
They Aren't People
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23.

NATALIA LL
(b. 1937, Poland)

Intimate Photography
1971, photographic installation, 220 x 200 x 200 cm 
(reconstruction)

Collection of Wrocław Contemporary Museum

Intimate Photography is a kind of photographic 
environment shown for the first time in 1971, during 
the inauguration of the Permafo gallery, run in 
Wrocław by Natalia LL, Andrzej Lachowicz, Zbigniew 
Dłubak and Antoni Dzieduszycki. The interior of the 
installation is filled with extreme close-ups of sexual 
intercourse between a woman and a man. The outer 
walls are covered with multiplied self-portraits of 
the artist. The architecture of displaying the work 
– a narrow and cramped room, built especially for 
the needs of the installation – forced the viewers to 
squeeze through the crowd in order to see the full 
work. Natalia LL's interest in sexuality remains one 
of the most important themes in her art. By rejecting 
superficial aesthetics, the artist tries to reach the 
deepest fulfilment of the act of love. Eroticism 
includes vitality, joy of life, elation, but also fear and 
suffering. In a text accompanying the exhibition, 
she wrote: "For me, the only sensible photographic 
method is a priori registration of the adopted concept 
or notion. I am not interested in aestheticising 
photography, so I have introduced the term intimate 
photography, which makes sense in the sphere of 
both creation and perception." Natalia LL's oeuvre 
can be perceived as a manifesto realising the neo-
avant-garde postulate of the inseparability of what is 
private and what is public. Due to censorship, the 1971 
exhibition could only be seen by invitation. 
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NATALIA LL
Intimate Photography
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24.

TOMISLAV GOTOVAC
(1937–2010, Croatia)

Watch on the Rhine
2000, film on DVD of the 1994 performance 
Watch on the Rhine, 1'04", ed. 1/5 + 2 AP

Courtesy of the Gregor Podar Gallery in Berlin

Tomislav Gotovac is one of the most important 
Croatian neo-avant-garde artists, active primarily 
in the field of film, photography and performance. 
The artist was renowned for his radicalism – he 
understood art as a tool of political change, which he 
used to provoke the conformist, submissive society 
of the then Yugoslavia. In his practice, private life 
intertwined with politics, history and references from 
the history of art and cinema. Watch on the Rhine 
combines two of the artist's greatest fascinations – 
performance and structural film. The experimental 
video is a recording of Gotovac's performance in 
1994, when he stood naked for several hours on the 
dome of the modernist pavilion of the House of Artists 
in Zagreb (until the 1940s, it served as a mosque 
for the Muslim community). Standing motionless, 
he turned his gaze west, towards the hostilities in 
Croatia during the ongoing Yugoslav wars. The title 
of the work is a reference to a Hollywood film from 
1943, which tells the story of a family of German Jews 
fleeing extermination to the USA. With this simple 
gesture, Gotovac took up the subject of post-war 
experiences and the return of fascism and racism 
in various historical and geopolitical contexts. As 
a representative of the generation growing up in the 
shadow of World War II, he was deeply shocked 
by the events of the 1990s. He described himself as 
"the guardian of the mosque," directing attention to 
the ongoing ethnic cleansing of Muslims. The artist's 
naked body contrasts with the war taking place in the 
background, exposing the fragility and vulnerability of 
human existence.
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TOMISLAV GOTOVAC
Watch on the Rhine
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25.

KAROLINA KUBIK 
(b. 1984, Poland)

 
The Woodpecker's Panacea

2021, site-specific action, performance, text

Courtesy of the artist

Karolina Kubik's action is carried out at the 
intersection of performance, poetry and site-specific 
art. She subjectively examines the exhibition space 
and the characteristic features of the museum 
building, which was originally designed as an air-raid 
shelter. Kubik repairs the fabric by performing a kind 
of charlatan's healing intervention – she stimulates 
selected places by treating them with acupuncture 
needles. By being able to subjective feel history and 
reality, in the sphere of both individual and collective 
experiences, the artist attempts to combine the 
inexpressible with dialogical forms and the practice of 
democratising art. She analyses the axis between her 
own body and the geopolitics of the exhibition space.
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KAROLINA KUBIK 
The Woodpecker's Panacea
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27.

PIOTR BLAJERSKI
(b. 1980, Poland)

Eye of the Pigeon from the 
Postanthropocentrism Now! series
2020, video, 3'

Passionate Love from the 
Postanthropocentrism Now! series

2020, video, 6'38"

Courtesy of the artist

The problem of the impending climate catastrophe, 
and consequently the onset of the next great 
extinction and the demise of human civilisation, has 
become increasingly present in the global debate 
in recent years. This crisis is connected with the 
powerlessness of the social order based on the 
neoliberal construct, in which capitalism has turned 
out to be the cause of the problems rather than their 
solution. Therefore, the challenge is how to overcome 
this impasse and what humanity should do to avoid 
a catastrophe. POSTANTHROPOCENTRISM 
NOW! provides answers to these questions by 
studying the relationship between humans and 
other forms of life, especially animals. It proposes 
a post-anthropocentric perspective as a constructive 
way of thinking that simultaneously rejects the 
eschatological attitude and expresses humility, 
marking a departure from the egoism of our species 
followed by taking responsibility for our actions. 
A fundamental aspect of the project is the assumption 
that by observing animals and showing empathy, it is 
possible to overcome the idea of   anthropocentrism, 
which is extremely important in thinking about 
the future of humanity and our relationship with 
the Earth's biosphere.
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PIOTR BLAJERSKI
Eye of the Pigeon from the 
Postanthropocentrism Now! series
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28.

BARBARA ŻŁOBIŃSKA
(b. 1993, Poland)

 
You Know My Thoughts. 
No One Knows That I Still Miss Something

2021, installation, powder coated steel, 
203 x 90 x 90 cm

Courtesy of the artist

Barbara Żłobińska's installation is a specially-
designed tandem swing. The two seats, one next to 
the other, face opposite directions, so that the users 
can see each other, but it is difficult to actually move 
the swing. Such a modification of the customary form 
of the object endows it with an ambiguous character. 
On the one hand, the work addresses the notion of 
closeness and the need to build relationships, but on 
the other hand, its form expresses anxiety. A swing 
designed for two people becomes a memory of what 
used to be common but seems unattainable or hard 
to reach today. It also symbolises fleeting sensations 
or feelings. It is a romantic memory of closeness and 
intimacy with others.
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BARBARA ŻŁOBIŃSKA
You know my thoughts. 
No one knows that I still miss something
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13d.
 
ZOFIA PAŁUCHA

(b. 1993, Poland)

We've Been Dying for Eons
2020, oil on canvas, 120 x 160 cm

Courtesy of the artist and the Piktogram gallery 
in Warsaw

Zofia Pałucha constructs her works on the basis of 
mass culture transformed by internet databases. The 
combination of these two layers allows her to study 
the relationship between the stream of consciousness 
and the stream of images from the perspective of 
their potential as a drawing and painting material. 
She believes that artists are capable of thinking 
directly with images; through automatism, they can 
partially eliminate intentionality in the process of 
creating a composition. Thus, each of Pałucha's 
works has a cultural and computer-generated layer. 
Her approach assumes that the observer can view the 
image from many different angles, with full freedom 
of interpretation as the last element of the creative 
process. Pałucha uses the stream of images to 
explore the spaces and possibilities offered by the 
contemporary world. As a result, hybrid compositions 
turn into an ongoing experiment with references 
to other disciplines and different aesthetics. The 
titles, which often quote source texts, lie at the core 
of the works. Pałucha's paintings are exaggerated 
and subtle, strong and sensitive, demanding 
obsessive attention.
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LESZEK KNAFLEWSKI
(1960–2014, Poland)

Couple
1989, installation: steel, wood, bark, soil, human hair,
textiles, fleece, feathers, dimensions variable

Courtesy of the Piktogram gallery in Warsaw

In his artistic strategy, Leszek Knaflewski used 
ready-mades, everyday items and elements of 
nature (roots, peat, water). Natural, organic 
materials in combination with objects from the area 
of   material culture carry a load of enormous power 
of expression coupled with hidden, ambiguous 
meanings. Knaflewski's works are multidimensional, 
invite associations, powerfully influence the 
imagination. According to critics, they fall into the 
"post-painting sculpture" or "magic realism" trends. 
The installation called Couple consists of two long, 
winding roots, crowned with cross-shaped "heads." 
They rest on white linen spread over a layer of soil. 
The roots-crosses, resembling animated entities, 
trigger associations with two lovers in an intimate 
embrace. Although difficult to interpret and analyse, 
Knaflewski's works are open to associations and 
deeply affect the viewer's imagination. The artist 
referred to emotions and dark intuitions, building 
unapparent relations with the world of nature and 
religion, combining surreal and mystical themes. 
In the 1990s, root forms were a recurring motif in 
his work, symbolically connected with vital forces, 
growth and upward rush. The artist often gave them 
the form of a cross and treated them as a metaphor 
of the human body.
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LESZEK KNAFLEWSKI
Couple
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30.

LILIANA PISKORSKA (ZEIC)
(b. 1988, Poland)

Strong Sisters Told the Brothers
2019, video, 30'

Courtesy of the artist

The video tells an audiovisual story – a poetic 
manifesto evoking three lesbian and queer 
statements, by Radicallesbians (The Woman 
Identified Woman, 1970), The Lesbian Avengers 
(Dyke Manifesto, 1992) and Queer Nation (The 
Queer Nation Manifesto, 1990). Translated and 
modified by the artist, they add up to form a collage 
intended to show the experiences of an LGBT person 
living in Poland. Showing how the heterosexual 
privilege works, the artist encourages us to reflect 
on our own position in the world of patriarchal 
domination and heterosexual standards. The work is 
also a call for compassion, solidarity and attention 
to others, especially those representing minorities. 
Piskorska (Zeic) said: "While working on this video, 
I thought a lot about how to tell stories in order to 
imagine each other's states and emotions, which are 
often extreme and difficult to understand, because 
our life experiences are so far apart. I believe that art 
is one of the few spaces that makes this possible."
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31.

DAVID WOJNAROWICZ
(1954–1992, USA)

 
After Word

1989, 8mm video, transferred in Beta and 
digitalized, 1' 34"

Voice: David Wojnarowicz
Camera: Marion Scemama

Courtesy of the Estate of David Wojnarowicz and 
P.P.O.W, New York

WOJNAROWICZ 
I feel really empty right now, so I don't think there's a 
lot I can say. The thing that occurs to me is that – so 
what? We have a documentation of David with rage, 
we have a documentation of David angry, we have a 
documentation of David scared, so – all this stuff that 
I can only imagine is for after my death. And again, 
it's like, so what? How many thousands of people 
died of AIDS now? How many documentations do 
you have to have of this sick, dying faggot sitting in 
a room, going through whatever shit that he's going 
through and oh look, he has rage; and oh yes, he 
has fear; and oh yes, he has a mind; and oh yes, he 
created these things and some people think they're 
beautiful, other people think they are full of shit. To 
be participant in recording myself for after my death 
just seems pretty fucked-up.

BACK



32.

DAVID WOJNAROWICZ
(1954–1992, USA)

Beautiful People
1988, film, Super 8, transfer to video, 27'56"

collaboration: Jesse Hultberg
Courtesy Electronic Arts Intermix (EAI), New York

Beautiful People is one of the last films by David 
Wojnarowicz, who died in 1992. It was made in 
collaboration with Jesse Hultberg, founder of the cult 
music group 3 Teens Kill 4, who also appears in the 
film. The camera follows his journey that begins with 
a wake-up call in a New York apartment.
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33.

TAUS MAKHACHEVA
(b. 1983, Russia)

Karakul
2007, video, colour, no sound, 3'16", ed. 4/5 +1 AP

Karakul #4
2007, digital print, 90 x 90 cm, ed. 5/6 + 1 AP

Karakul #5
2007, digital print, 90 x 90 cm, ed. 4/6 + 1 AP

Collection of Wrocław Contemporary Museum
The purchase of the work was co-financed by the 
Ministry of Culture and National Heritage from the 
Culture Promotion Fund as part of the National 
Collection of Contemporary Art programme.

The film entitled Karakul and the accompanying 
photographs were shot in Dagestan, whose complex 
history, multiculturalism and heavy dependence on 
nature remain important points of reference for the 
Russian artist Taus Makhacheva. Karakul sheep are 
one of the oldest breeds of livestock from Southeast 
Asia. Due to their tight, curly pattern of hair, karakuls 
are prized for pelts. To obtain them, lambs are killed 
immediately after birth, or an artificial miscarriage 
is induced (the curls straighten within a few days 
after birth). Makhacheva creates an anthropomorphic 
creature (half-human, half-animal) covered with 
the gray karakul fur, which attempts to establish 
a relationship with a horse – the embodiment of the 
companion animal. The relationship between the 
creature and the horse is full of humanness, mutual 
willingness to understand, mental and emotional 
honesty. Imitating gestures, mimicry and intonation 
are important elements of conversation and intimacy 
between people, so the creature has understood 
one of the models of gender and interpersonal 
relationships. Is this relationship structure convenient 
and interesting for the creature? By emphasising the 
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connections between the two bodies, Makhacheva 
explores the rediscovery of our forgotten connection 
with nature. She tries to understand the unique 
character of that which is social and natural.
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34.

KOÇYIĞIT SERVET
(b. 1971, Turkey)

I Kissed a Bear
2015, 72 x 62 x 24 cm (bear), 92 x 86 x 30 cm 
(giraffe), polyester, wood, paint

Courtesy of the artist and Leyla Tara Suyabatmaz

Servet Koçyiğit's work depicts the kiss of two creatures 
from distant parts of the globe: a polar bear from the frosty 
North that stands on green stilts, and a giraffe living in the 
hot climate of the South. The artist puts together animals 
so different that in their natural habitat it would be an 
encounter of a predator and prey. This unexpected meeting 
promises an endless range of possibilities. In his practice, 
Koçyiğit refers to a variety of experiences connected with 
strangeness, immigration and identity-building in an era when 
the difference between free and forced movement remains at 
the root of the global human condition. While searching for 
his place, Koçyiğit creates alternative spaces, imaginary maps 
linking various geographical, historical and cultural orders. 
For him, the creative potential of art and the limitless nature of 
love are the main forces questioning the existence of borders.
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35.

PAWEŁ ALTHAMER
(b. 1967, Poland)

Forest
1993, video, 7'40"

Courtesy of the Foksal Gallery 
Foundation in Warsaw

According to Paweł Althamer, breaking cognitive 
patterns is one of the main tasks an artist faces. In 
1993, Althamer completed his diploma project in 
Grzegorz Kowalski's legendary studio at the Academy 
of Fine Arts in Warsaw. The work consisted of two 
elements: a hyper-realistic sculpture – a self-portrait 
made of natural materials (dry grass, hemp fibres, 
animal intestines, wax, the artist's hair) and a short 
video. The film showed the artist exit the building of 
the Academy of Fine Arts, leave the city centre by 
bus, reach a forest on the edge of the city, undress 
and disappear into the trees. During the graduation 
exam, the film was shown alongside the self-portrait, 
while the artist himself was absent because he had 
left the building.
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