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In 2018 the oft-forgotten 
women’s narrative came into 
spotlight once again. The 
#MeToo movement triggered 
a lot of strong, at times extreme 
emotions. The International 
Women’s Strike, which currently 
brings together women from 
fifty different countries (and 
counting), provoked a similarly 
complex response. Just like 
the butterfly effect, these 
phenomena are causing 
a tidal wave of change, which 
will hopefully wash out the 
patriarchal domination that has 
for ages plagued the world of 
art, among other fields. 

We hope that 2019 will also 
be the year of women. We 
start it off with exhibitions by 
Irena Kalicka, Anna Molska and 
Rebecca Moss – female artists 
who knowingly and deliberately 
elicit emotional reactions. 
They do not preach, do not 
judge. They observe. They talk 
about what pains, scares and 
fascinates them. They are looking 
for a detached perspective and 
they are not afraid to laugh at the 
world and at themselves.

Three women, artists, rebels. 
Three powerful voices to ring 
in the new year. 
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Rebecca Moss
From the sublime to the 
ridiculous

moss

opening of the exhibition: 
25.01.2019 (Friday), 6 p.m. 
duration: 26.01–31.03.2019

curator: Anna Bargiel
arrangement co-designed by: Agata Biskup
coordination: Jolanta Zawiślak

venue: Bunkier Sztuki 
Gallery of Contemporary 
Art, the Lower Gallery

Rebecca Moss, Tree, 2018, photo, courtesy of the artist



The act of making a scene in 
this sense is a paradigmatic way 
to bring about crisis.
Jan Verwoert, Bas Jan Ader: In Search of the Miraculous, 
London 2006, p. 26.

Rebecca Moss, Waterworks, 2018, video, 8' 30", courtesy of the artist

Rebecca Moss, Gritted Teeth, 2018, video, 5' 40", courtesy of the artist
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[…] the means of conceptual art – the purposeful 
reduction of art to the staging of a specific 
idea – to frame a key motif from the culture of 
romanticism.
Jan Verwoert, Bas Jan Ader: In Search of the Miraculous, London 2006, p. 3.
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[…] to challenge fate is not a way to seek failure but 
a way to bring about a decision that feels necessary, 
irrespective of what it turns out to be.
Jan Verwoert, Bas Jan Ader: In Search of the Miraculous, London 2006, p. 29.

[…] the practice of making scenes is not extraneous 
to this romantic tradition but itself a technique 
that is intimately linked to the cultivation and 
communication of the emotions around which the 
culture of romanticism is built.
Jan Verwoert, Bas Jan Ader: In Search of the Miraculous, London 2006, p. 25.
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From the sublime to the ridiculous at the Bunkier 
Sztuki Gallery is the first solo exhibition of this 
young British artist who is interested in moments of 
disruption, chaos and failure. In 2016 Moss came 
under the spotlight in the British media when she got 
stranded in the Pacific aboard the Hanjin Geneva, 
a shipping container travelling from Vancouver to 
Shanghai where the artist had signed up for a 23-day-
long residency (Twenty-Three Days at Sea: Travelling 
Artist Residency project with Access Gallery), after 
the owners of the ship, Hanjin Shipping Company, 
had declared bankruptcy just a week into her planned 
journey. It is as if this absurd story has been staged by 
the artist herself, as her art is reminiscent of situation 
comedies based on the premise of getting stuck.

In her most recent works, mainly short-form videos 
created in the poetic burlesque style typical of the 
artist, Moss comes back to the banks of the River 
Thames in her native Essex to critically examine 
heroic narratives in relation to surrounding landscape 
through “camera-targeted activities” that interfere 
with nature minimally, if at all. For these videos she 
often builds ridiculously complex structures out 
of ordinary mass-produced everyday items, e.g., 
toys. Aesthetically, they resemble Rube Goldberg 
machines or contraptions from popular DIY Challenge 
YouTube videos. These seemingly haphazard but in 
fact deliberately executed contrivances designed to 
perform trivially simple tasks elicit a wide range of 
emotions that exist between expectation and surprise, 
disappointment and failure.

The main heroine, or rather the anti-heroine of the 
videos, is usually the artist herself, who brings to mind 
the character from the 1910 short film Lea in convitto 
[Lea at Her Boarding School]. The eponymous Lea – 
played by Lea Giunchi, the renowned Italian comedy 

actress of the silent film era – loses a ball of wool 
she gets from her parents who want to talk her out 
of reading and direct her attention to knitting, which 
is in their opinion a more suitable activity for young 
women. The heroine panics and completely destroys 
her house searching for the ball (which is, in fact, stuck 
to Lea’s back), after which she gets her book back.

The slapstick scenes staged by Moss use simple 
and direct means of expression. They are conceptually 
similar to the works of Bas Jan Ader that critically 
examine romantic clichés. The artist’s works are 
a polemic against the dominant, traditionally 
romanticised male image as well as the legacy 
of British land artists such as Richard Long. The 
artist intentionally adopts pastiche and banality 
as her language of choice and uses it not only to 
demythologise male heroes but at the same time – 
not unlike Barbara Kruger – to deconstruct the 
patriarchy that is the cornerstone of the art world.
Anna Bargiel
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I grew up, and currently divide my time 
between Essex and London, where the 
Thames flows out to the north Sea. 
This flat, marshy landscape has been 
described as a “dustbin of London” and 
“industrial wasteland”. However, it has 
a rich experimental history of radical 
politics, architecture and philosophy, and 
has profoundly shaped my approach to 
landscape.

My work can manifest across a variety of 
media, but often takes the form of short 
edited videos, where I construct scenarios 
for the camera and perform with props. I like 
working outdoors, considering physical and 
emotional boundaries between body and 
landscape. My works can be described as 
poems, episodes, scenes and vignettes. 
They may initially appear chaotic but they 
are very precise in their composition.

I take inspiration from slapstick and 
absurd comedy. I stage anti-monumental 
interventions into environment, exploring 
de-centred subjectivities. I perform 
site-responsive gestures. I draw on 
Psychogeographic and Situationist 
practices, though to my mind, there is a lack 
of feminist voices within this discourse. 
I disturb clichéd associations of the feminine 
with passivity and beauty in order to 
humorously emphasise the embodiment 
of their reciprocal exchange with the 
landscape.
Rebecca Moss
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British artist known for her short-form 
videos and absurd scenarios. She creates 
comic vignettes, often featuring her 
as the main character, for which she 
embeds mass-produced objects into 
nature landscapes. These seemingly 
haphazard but in fact deliberately executed 
contrivances designed to perform trivially 
simple tasks elicit a wide range of emotions 
that exist between expectation and 
surprise, disappointment and failure. Raw 
and random at first sight, while actually 
carefully planned and structured, these 
videos set the ridiculous and banal against 
the monumental and sublime. Rebecca got 
an MA in Sculpture from the Royal College 
of Art in London in 2017 and prior to that, 
in 2013, a BA in Painting at the Camberwell 
College of Arts in London. In 2017 she 
was nominated for the prestigious 
Future Generation Art Prize award 
(PinchukArtCentre, Kyiv). In 2016 she 
participated in the Twenty-Three Days 
at Sea: Travelling Artist Residency 
project (Access Gallery, Vancouver). In 
2015 she was selected to create a site-
specific sculptural installation over the 
Bristol Channel (Somerset Art Works). As 
a contributing artist, she has participated, 
among others, in such exhibitions and 
shows as TBCTV (Somerset House, Frieze 
Week, London 2018), Future Generation 
Art Prize 2 (Palazzo Contarini Polignac, 
Venice Biennale, 2017), Future Generation 
Art Prize (PinchukArtCentre, Kyiv, 2017), 
Stick or Twist (Castlefield Gallery, 
Manchester, 2017), OTHER (Courtyard 
Gallery 1, London, 2016), The Tomorrow 
People (Elevator Gallery, London, 2014). 
She currently divides her time between 
Essex and London.

Rebecca Moss 

(born in 1991)
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Anna Molska
opening of the exhibition: 
duration: 
curator: 
coordination: 
venue: 

Open field, flat terrain
25.01.2019 (Friday), 6 p.m.
26.01– 31.03.2019
Lidia Krawczyk
Gabriela Brdej
Bunkier Sztuki Gallery of Contemporary Art,
ground floor





existence is a glissando. It is disharmony. 
Sometimes, a particular tone will stand out in 
this discordant sea of notes. a tender clarinet. 
a delicate violin.
Agneta Pleijel, A Fortune Foretold, New York 2017. 
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Did you know that the number of vehicles in a motor 
convoy can’t exceed ten for cars, mopeds or 
motorcycles and fifteen for bicycles? Otherwise, an 
appropriate regulatory approval for the convoy must 
be obtained first. How about this one: did you know 
that there is a unique hydrographic phenomenon 
in Poland, a river bifurcation the likes of which can 
only be observed in one other place in the world? Or 
that the deciding factor in radiesthesia, or dowsing, 
is the dowser himself – his sensitivity, his ability to 
concentrate and to interpret the signals he receives? 
Also, which sound is most often associated with 
Poland? Hint: it’s neither the nightingale’s song nor the 
gentle rustle of birch leaves.

Anna Molska’s Pole, płaski teren [Open field, flat 
terrain] exhibition is not just a collection of video 
and audio art; what we are dealing with here is an 
exceptional, ambiguous charade, a visual and at the 
same time sensual puzzle.

One way to interpret this exhibition is to regard 
it as a film experiment (a reading that is further 
encouraged by the forty-year-old editing table 
positioned at the entrance to the exhibition). However, 
this interpretation requires a prior awareness of 
the basic film editing tactics: the juxtaposition of 
contrasting images that have an analogous thematic 
meaning (known in filmmaking as associative editing), 
the assembling of a succession of images to present 
an escalating journey of experience (montage of 
attractions), or continuity editing that preserves 
the illusion of undisrupted time and space across 
editorial transitions. We should also keep in mind that 
for filmmakers the objective of creative editing is to 
exercise a specific, definite effect on the attention 
and emotions of the audience, to play with the 
understanding of what we are seeing. According to 

Molska herself, this exhibition is a distinct narrative 
about the land which we are part of. She spins 
a meandering tale, which serves as a reflection of 
what pains us, what rubs us the wrong way and what 
seems to lurk under the facade of our national identity.

The images and sounds guide us as we wander 
among the potentials of different stories. The artist’s 
intention is not to act moralistic or pass along simple 
instructions concerning our place of residence as 
much as to keep us in a state of visual surprise, sensual 
bedazzlement and at the same time, confusion.
Lidia Krawczyk
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Anna Molska

(born in 1983)

visual artist. She is a graduate the 
Academy of Fine Arts in Warsaw, where 
she studied audiovisual art under the 
tutelage of Professor Grzegorz Kowalski. 
She is a two-time laureate of the Samsung 
Art Master competition – she received 
an honorable mention for her work in 
2006 and was awarded second prize 
in 2007. Her graduation project, the 
diptych Praca – Moc [Work – Power] 
was exhibited at the prestigious Berlin 
Biennale for Contemporary Art in 2008. 
In 2009 she won the second prize at 
the Views competition for young Polish 
artists organised by the Deutsche Bank 
Foundation. She has participated in such 
exhibitions as Stage and Twist. Anna 
Molska and Ciprian Mureşan (Tate Modern, 
London, 2012), The Generational: Younger 
Than Jesus (New Museum, New York, 
2009), Report on Probability (Kunsthalle 
Basel, Basel, 2009), Berlin Biennale for 
Contemporary Art (Berlin, 2008). In 2012 
she was among the laureates of the second 
Film Award of the Polish Film Institute and 
the Museum of Modern Art for her work on 
the movie Mutantki / Mutants, which she 
co-wrote with Kuba Mikurda.
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Anna Molska: 
“The field is 
length multiplied 
by width”

interview with Lidia 
Krawczyk

lidia Krawczyk: 
You do not want to explain too much, you do not want 
the audience to use ready-made intellectual tools and 
instructions. You leave us alone with the image. You 
want those who will come to see your exhibition at 
the Bunkier Sztuki Gallery to approach your narrative 
in a way that is a priori pure and free from any prior 
influence. You give them the opportunity to use 
their own imagination, associations and theoretical 
framework. You do this quite often, don’t you? What 
would you like me to say to the audience about your 
exhibition?

anna Molska: 
Does your question refer to my dislike of 
curatorial statements? In this case, a curatorial 
text is not necessary.

lK: 
Yes, to that as well. You have 
asked me not to explain anything 
in the curatorial text. You do not 
want the audience to know what 
your exhibition is about. This is 
a challenge – both for the curator 
and the audience.

aM: 
The viewers have enough imagination to 
create their own interpretation of my work. The 
language I use is not a complicated one. I strive 
for simplicity. I show selected scenes from the 
script and leave it to others to read between 
the lines. It is worth asking who the hero of 
my story is. We can refer here to the issue of 
how collective consciousness is formed, how 
such phenomenon as national spirit should be 
interpreted and which forces and potentials it 
entails. I think asking questions is better than 
giving answers.

lK: 
In such works of yours as Tkacze 
[Weavers] or Praca – Moc [Work –  
Power] you have been pondering 
the timeliness of different kinds of 
political and social rhetoric. I am 
under the impression that you are 
approaching this subject – the 
political nature of our life – from the 
left side, from the inside. The way 
you analyse the system of control is 30 31



reminiscent of examining a human 
body by focusing exclusively on 
the nervous system. How did 
you get the taste for dissecting 
the structures that govern our 
constructs of identity?

aM: 
Searching for and observing frameworks is 
a way to remember. The question is, which 
fragments of these structures to choose and 
how to put them together and – last but not 
least – why do it at all? To me, this is the most 
effective way of exploring the world around me.

lK: 
In your portrayal of political 
cynicism and detachment you 
combine passion with irony. 
You juxtapose emotions with 
judgment, senses with mechanics 
and rules; you are fascinated by 
modernist ideals, remnants of 
fractured utopias, folklore and 
rituals. The subjects that you touch 
upon in your work are a study in 
contradictions. Where does this 
need to keep the conflict going 
come from?

aM: 
I am usually interested in divergent topics. If you 
like horses, physics, geometry and puns, they 
will automatically turn up in your work, directly 
or indirectly. I can’t come up with a different 
explanation. I keep updating the themes as 
a way to verify the phenomena that stem 
from the nature of things that are of interest 

to me, then recur and evolve within the social 
fabric. I feel compelled to check how these 
phenomena look under different circumstances, 
hence the back and forth, hence the comparing. 
I look at relationships between these things from 
different angles. Naturally, conflict interests me 
the most.

lK: 
Do you really consider film to be 
a social experiment in which you 
teach how to communicate without 
speaking? Why do words rile you 
so much? Do you think that you 
can communicate through images 
alone?

aM: 
I have always interpreted film as an experiment, 
but I am not teaching, I am only showing – first 
and foremost, to myself. Working with words 
is a difficult, thankless job, fraught to a large 
degree with communication errors. I am 
particularly irritated by the abuse of words and 
strong connotations that are built into words. 
I do not think I can get rid of words entirely, but 
I use as little of them as possible because I feel 
their burden.

lK: 
In closing, could you tell me what 
the field in the title stands for, to 
you? Why is this terrain flat?

aM: 
The field is length multiplied by width, there is no 
height and you can’t do anything about that.

Krakow–Warsaw, December 2018

32 33



KalicKa
venue: Bunkier Sztuki Gallery of Contemporary Art, 1st floor

curator: Anna Lebensztejn arrangement: Mateusz Okoński

opening of the exhibition: 25.01.2019 (Friday), 6 p.m.

coordination: Renata Zawartka

duration: 26.01–31.03.2019

Irena Kalicka Harvest Festival



Our nation loves the mores rustici – 
Simplicity and hospitality,
Despising violence and cruelty. 
We like village songs and peasant frolics.
We Slavs like idylls.
Adam Mickiewicz, Forefathers’ Eve, part III, scene VII: a Warsaw salon,  
trans. Charles S. Kraszewski, United Kingdom 2016.

Irena Kalicka, from the Harvest Festival series, 2018, collage fragment, courtesy of the artist
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Or I dream of the time when people will wander in 
here on their own, make themselves at home, have 
some fun here, explore all the sacrosanct things 
collected here. Let them dismantle it for souvenirs, 
something to remember me by. This mirror alone 
would produce plenty of souvenirs, if smashed. 
everything in here, really. The stoves, should you strip 
them down to tiles, the carpets, should you turn 
them into strips of fabric, into threads, the floors, 
the paintings, everything. So many mementos. 
Of salvation. Of happiness. I envy them so much. 
I wish I could experience that happiness with them. 
The very thought of this brings me joy, excites me, 
saves me. Saves me from what, exactly? I wish 
I knew. From something horrible, incomprehensible. 
I wish I could experience their happiness – the one 
I see, the one I dream about, night after night, – as if 
I were one of them, as if I were part of that joyful and 
hateful crowd of women, men, children and elders 
who rush through these doors and windows into 
these rooms. Oh, fear not, cousin, it’s just a dream. 
at least that’s what I think it is.
Wiesław Myśliwski, The Palace, Krakow 2010, p. 95–96.

In the village, meantime, the fearful hour of 
judgment and chastisement had arrived. What took 
place there can scarcely be related. all Lipka was in 
the delirium of a high fever; the people seemed to 
have gone stark raving mad. Those of more sensible 
natures kept within doors, or fled to the fields. The 
others were gathered on the banks of the pond, and 
so drunk (if we may say so) with rancour that, before 
wreaking revenge on Yagna, they had begun to 
wreak their fury on one another, with spiteful words 
of hate…

But in a minute the whole multitude had set out 
to Dominikova’s, like a foaming torrent in spate. 
The Voytova and Yanek’s mother led them on, and 
a howling infuriated rabble followed. 
Władysław Stanisław Reymont, The Peasants, part IV: “Summer”, trans. Michael H. Dziewicki,  
New York 1925, p. 280.
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Well, what have we got here this time? The obvious 
answer would be “the usual”. However, such answer 
doesn’t reveal much when it comes to an exhibition, 
does it? Should we give you more? All right. Our 
subject is violence and all forms of radicalism.
For years, Irena Kalicka has been resolutely standing 
up to various types of fanaticism eroding Polish 
society, be it nationalism, intolerance, religious 
fundamentalism, political propaganda or football 
hooliganism. These boogeymen are no longer content 
with hiding in dark corners; nowadays, more and more 
often they come out to play in broad daylight, with 
increasing confidence. Instead of fighting them with 
deadly seriousness, the artist tackles these issues 
in a way that is firmly tongue-in-cheek. She looks at 
them through the prism of grotesquerie, ambiguity 
and humour. Harvest Festival is a time for fun, but keep 
in mind that these ceremonial scythes and sickles can 
be just as easily put into action, turning a carefree 
feast into a slaughter.

The two photo series presented at the exhibition serve 
as a crooked mirror reflecting the whole spectrum of 
obscurantism and parochialism. Nowe Ateny [New 
Athens] (2015–2016) is inspired by the first Polish-
-language encyclopedia, published in 1745–1746, 
which was written by the Catholic priest Benedykt 
Joachim Chmielowski. To this day, this book is 
regarded as a prime example of pre-Enlightenment 
ignorance and superstition. The subjects of the 
collages in the artist’s second, quite recent series, 
bring to mind the characters in a folktale: Baba Yaga, 
the priest, the village chief, the Grim Reaper, the 
Devil, the lady of the house, the village idiot. Their 
connection to the present day notwithstanding, 
they are characters in a morality play: identified 
by their transgressions more often than by their 
virtues. Neither frenetic nor dramatic, they fit into 

Then we leave. Friends. The armed Brotherhood of 
Saint George attacks the world. Warning, they’re 
armed and dangerous. armed with a pocketknife, 
armed with shortwave communications. armed with 
amphetamine, armed with adrenaline. They trample 
the lawn, they tear up the flowers. They’re denting 
the sidewalk, they’re tunnelling under the world.
Dorota Masłowska, White and Red, trans. Benjamin Paloff, London 2005, p. 175–176.
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Polish folklore perfectly. The folklore, which, in the 
words of Maria Janion: “[…] generally contains very 
few demonic elements. It lacks true horror. Polish 
demonology is strikingly meagre. Our witches are 
not deleterious enough; the things with which they 
occupy themselves are insignificant, mere ‘trifles.’  
On Łysa Góra  they drink sweet vodka and eat white 
bread rolls: there’s a Polish orgy for you!” (Maria 
Janion, Gorączka romantyczna [Romantic fever], 
Gdańsk 2007, p. 307).

Kalicka’s photographs also offer a glimpse into 
the milieu of other artists, haunted by their own 
nightmares. In her photo series, she captures herself, 
her friends and relatives – a generation of thirty-year-
-olds struggling with their corporeality, identity and 
sensitivity. Together, they wear symbolic clown masks 
(Co się stało, to się nie odstanie [What has happened 
will not go away], 2013–2014). As is the case with 
circus costumes in the works of Paul McCarthy and 
Cindy Sherman, they are trying to create a distance – 
with the world, the daily life, themselves. They are 
no strangers to the disturbing atmosphere straight 
from the minds of Fellini, Kubrick and Lynch; they 
partake in drug use and go to parties where they go 
wild, turning themselves into bizarre, half-animal 
figures, like the Three Graces or the Young Ladies of 
Avignon (Fototeatrzyk Domowy [Domestic Little Photo 
Theatre], 2009-2010; Totalizator, 2012). They are  
the present-day incarnations of tricksters, the holy 
jesters, the masters of metamorphoses.

Harvest Festival illustrates the transformation of the 
artist’s method, technique and style. The exhibition is 
composed of photographs from various series, both 
previously exhibited and more recent. Interwoven with 
this elaborate collage are certain visual motifs, masks 
(animal masks, clown masks, masks of witches or even 

those of figures made out of sandwiches), layouts  
and symbols gleaned from ancient art, religion, 
film and pop culture. It should be noted, however, 
that Kalicka is gradually gravitating from her 
usual multi-element, half-improvised records of 
spontaneous social situations and scenographic, 
artistically arranged tableaux vivants towards more 
personal studio work. From the overblown, baroque 
juxtapositions, she carves out single objects, 
details, colourful splashes, and condenses them 
into stories she used to need a multitude of scenes 
and characters to tell.

This is where we could have ended our description 
of the Harvest Festival exhibit, but perhaps to you it 
will reveal many more other nightmares.

For there are more wonders in heaven and earth.
Anna Lebensztejn

Irena Kalicka, from the What has happened will not go away series, 2013–2014, photo, courtesy of the artist
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The governance is poor in Poland, the roads are 
bad, the bridges – worse. 
There are plenty of bad people there, who should 
be whipped just like a horse.
Benedykt Chmielowski, New Athens or the Academy Full of All Science…, selected and edited by 
Maria and Jan Józef Lipscy, Krakow, 1966, p.  357.

Irena Kalicka, from the Harvest Festival series, 2018, collage fragment, courtesy of the artist

Irena Kalicka, from the New Athens series, 2015–2016, photo, courtesy of the artist
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filmmaker, a photographer and creator 
of collages, many of which are inspired 
by literary or anthropological texts. 
She is a graduate of the Leon Schiller 
National Higher School of Film, 
Television and Theatre in Łódź, where 
she majored in photography. She 
defended her master’s thesis in 2013, 
under the tutelage of Prof. Józef 
Robakowski. Her solo exhibitions include 
Sztuczki i rzezie [Tricks and massacres] 
(National Gallery of Art, Sopot, 2018,
 in cooperation with Tomasz Partyka), 
Smoka pokonać trudno, ale starać się 
trzeba [It’s hard to defeat a dragon, 
but you must try] (Profile Foundation, 
Warsaw, 2016), Koń jaki jest, każdy 
widzi [Horse is as everyone can see] 
(Gallery F.A.I.T., Krakow, 2015), 
Gęsia skórka [Goosebumps] (Profile 
Foundation, Warsaw, 2014), I did not 
have sexual relations with that woman 
(Gallery SKI, Krakow, 2014, as part 
of the Krakow Photomonth Festival), 
Autoportret negatywny [Self-portrait 
in negative] (Pauza Gallery, Krakow, 
2012), Totalizator (AS Gallery, Krakow, 
2012). As a contributing artist, she has 
participated, among others, in such 
exhibitions as Slav Squatting and Its 
Discontents (MeetFactory, Prague, 
2018), Szczurołap [The Rat-catcher] 
(Wroclaw Contemporary Museum, 
Wroclaw, 2018), Bestiarium [Bestiary] 
(Gdańsk City Gallery, Gdańsk, 2018), 
Polki, Patriotki, Rebeliantki [Polish 
women, Patriots, Rebels] (Municipal 
Gallery Arsenal, Poznań, 2017), Późna 
polskość. Formy narodowej tożsamości 
po 1989 roku [Late Polishness. Forms of 
national identity after 1989] (Ujazdowski 
Castle Centre for Contemporary Art, 
Warsaw, 2016), Artyści z Krakowa. 

Irena Kalicka Pokolenie 1980–1990 [Artists from 
Krakow. Generation 1980–1990] 
(MOCAK Museum of Contemporary 
Art in Krakow, 2015), The Increased 
Difficulty of Concentration (City Surfer 
Office, Prague, 2015), Wyborny trup 
polskiej fotografii [Exquisite corpse of 
Polish photography] (BWA Wroclaw 
Galleries of Contemporary Art, Wroclaw, 
2015, as part of the TIFF Festival), 
Future Condition – from reality to 
algorithm (Photokina Academy, Cologne, 
2014), Ruja i porubstwo [Rutting and 
debauchery] (Ujazdowski Castle Centre 
for Contemporary Art, Warsaw, 2013). 
She is also a member of the Strupek Art 
Group. Irena Kalicka lives and works in 
Krakow.
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Exhibitions at the Bunkier Sztuki Gallery 
of Contemporary Art can be viewed from 
Tuesday to Sunday, 11 a.m. to 7 p.m.

Tour the exhibition
All visitors can order guided tours 
prepared by the exhibition custodians 
through the project “Exhibition 
Explained”. Guided tours for adults take 
the form of joint discussion. For children 
and young people we offer workshops 
inspired by the works in the exhibition.

The cost of guided tours is admission to 
the exhibition + a fee for guided tours  is 
65 PLN (in Polish) and 85 PLN (in a foreign 
language). The fee for workshops for 
children and adolescents is 120 PLN 
(in Polish) and 150 PLN (in English).

Information and registration: 
Mikołaj Spodaryk (educator), 
spodaryk@bunkier.art.pl

educational activities
Current exhibitions are also accompanied 
by free workshops for children and 
families. They are led by educators, 
exhibition custodians, curators and 
artists. The workshops are regularly 
announced on the websites bunkier.art.pl 
and sztuka24h.edu.pl. The websites also 
provide scenarios and different kinds of 
educational materials.

Guided tours and workshops could be 
tailored to the needs of visually impaired 
persons (audio description), those 
who are hearing impaired (translation 
into Polish Sign Language), and people 
with intellectual disabilities and autism 
spectrum disorders.

Information and registration: 
Mikołaj Spodaryk (educator), 
spodaryk@bunkier.art.pl

Visit 
Bunkier Sztuki

Publications
Our publications – books about art, 
catalogues, books for children are 
available at the Gallery cashier and the 
Ha!art bookstore (from Tuesday to 
Sunday, 12 p.m. – 7 p.m.). The latest 
publication issued by us is Księga 
zmian [Book of Changes], containing 
texts on projects and exhibitions 
presented at the Bunkier Sztuki Gallery 
in recent years.

“exhibition Pavilion”
This is the place where we organise 
thematic meetings devoted primarily 
to curatorial strategies and exhibition 
practices. There is also a specialist library 
of publications devoted to the history 
of exhibitions, curatorial practices and 
intellectual property rights. Books are 
available on site for visitors to the Gallery.

Fine art Collection
Bunkier Sztuki possesses a collection of 
over three hundred works by contemporary 
artists. Thanks to the cooperation of  
the Regional Digitalisation Workshop of the 
Malopolska Institute of Culture in Krakow 
the collection has become available on the 
website “Malopolska’s Virtual Museums” 
(muzea.malopolska.pl).

All the information about what is happening 
in the Gallery can be found at:

facebook.com/bunkiersztuki
instagram.com/bunkiersztuki
sztuka24h.edu.pl
bunkier.art.pl
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Publication 
accompanying 

the exhibitions below

edited by: adam Ladziński, Karolina rostkowska
translation: ekaterina Vasilyeva

design, typesetting, preparation for printing: agata Biskup
ISBN: 978-83-62224-75-3

printing: Drukarnia Pasaż Sp. z o.o.

Kraków 2019

opening: 25.01.2019 (Friday), 6 p.m.
duration: 26.01–31.03.2019

venue: Bunkier Sztuki Gallery of Contemporary art

HarVeST FeSTIVaL
artist: irena Kalicka

curator: anna Lebensztejn
arrangement: Mateusz Okoński
coordination: Renata Zawartka

venue: 1st floor 

OPen FIeLD, FLaT TerraIn
artist: anna Molska

curator: lidia Krawczyk
coordination: Gabriela Brdej

venue: ground floor

FrOM THe SuBLIMe TO THe rIDICuLOuS
artist: Rebecca Moss

curator: anna Bargiel
arrangement co-designed by: agata Biskup

coordination: Jolanta Zawiślak
venue: the Lower Gallery

exhibitions media patronage:

gallery media patronage:

Bunkier Sztuki Gallery of Contemporary art
pl. Szczepański 3a

Kraków

bunkier.art.pl
facebook/bunkiersztuki
instagram/bunkiersztuki
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