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“WORLD NATIONAL PARK” 

sure is a catchy phrase, but is it understood? World as in the entire planet? 
The cities, highways, and airports, too? And the farmland, the war zones, 
the environmental disaster? And why national? Seems like the author is 
planning to have the whole World conquered by one of its nations, or per-
haps to unify all its Peoples under a single cosmic banner?

These types of cognitive anxiety-inducing questions are the domain 
of Agnieszka Brzeżańska, a native of Gdańsk, born in 1972, a painter, con-
ceptual artist, ceramist, performer, video artist, but also a herbalist and wa-
ter enthusiast. Although active on the international art scene for well over 
two decades, she remains relatively little-known in Poland. The exhibition 
at the Królikarnia aims to fill that gap and present Brzeżańska’s artistic and 
intellectual journeys, from the late 1990s until today. The map of the art-
ist’s inspirations reaches far and wide, stretching from the folksy regions 
of Mława and Podlasie, to the Asian islands of Japan and Indonesia, and 
even the Amazonian forests of Peru. Her interests span from archaeolo-
gy to futurology, from botany and evolutionism to esoterism and Eastern 
philosophy systems. She nonchalantly navigates the works of prominent 
scientists and the visionary ideas of intellectual rebels, often drawing on 
systems of cognition that were marginalized by science, such as alchemy, 
parapsychology, indigenous knowledge or matriarchal traditions. Capitalism, 
the climate crisis, or the accelerating development of AI are to Brzeżańska 
hostile forces, posing a threat to organic life on Earth. And so she under-
takes to save the planet, chanting ecological mantras and painting magic 
spells in graphic form. 

Radical as they may seem, the artist’s views are never expressed 
with absolute seriousness. Although Brzeżańska’s art is filled with subver-
sive pranks and jokes, we will not find any biting irony there. As the title 
of one of her earlier exhibitions may suggest—“I Love You. Be Good”1—the 
viewers are welcome to contemplate the display without fear of being at-
tacked, provoked or otherwise accused. 

1 Exhibition: Agnieszka Brzeżańska, “I Love You. Be Good”, Marlborough Con-
temporary, London, 2013.
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IN THE PARK, IN THE CLOAK 
ROOM, IN THE HALL

Already upon entering the palace grounds, one immediately passes by the 
first work of Agnieszka Brzeżańska (untitled, 2014): a utilitarian sculpture 
which supports the branches of a paradise apple tree—an emblem of the 
Królikarnia. The artist has applied a traditional Japanese technique to save 
the old tree from breaking under the weight of fruit or snow. The installa-
tion has a very concrete task which, at the same time, is a symbol of the 
social structures of support, inter-species solidarity, and the responsibility 
of Homo sapiens for the welfare of those species it domesticated. The idea 
of the utilitarian nature of art, encapsulated in this piece, will be revisited 
many a time in the museum’s galleries. 

Before that, however, in the cloak room of the museum, the artist, 
paying no heed to potential accusations of flippancy, placed a number of 
paintings important to the narrative of the exhibition: images of horses 
and sunsets dating back to when she was still a college student in Gdańsk, 
Warsaw, and Tokyo. This style, which may seem more appropriate for 
home presentations rather than exhibitions held at institutions, continues 
in the hall of the palace where, lounging on a comfortable sofa, we can 
enjoy the artist’s video works from 1997–2009. Usually made on impulse 
and cultivating the low-quality of video from that time, these film essays 
demonstrate Brzeżańska’s openness to drawing on popular culture and its 
aesthetics for artistic inspiration, and that the motifs and tropes she con-
siders important have been systematically worked through over decades. 

In 2006, together with cartoonist and commentator of social reality 
Marek Raczkowski, Agnieszka Brzeżańska produced a short film under the 
title Warszawa dla amatora [Warsaw for an Amateur] (video, 2006, 7’21”), 
a guide to the city streets and its symbolic imaginarium. As we’re given a 
tour of the town, itself feeling vaguely like a museum, we hear the follow-
ing words: “In the beginning, the whole of Poland was a national park.” 

Produced around the same time, Artemesia (found footage, 2001–
2007, 13’24”) is made up of pieces of an erotic feature film (Artemesia, 
2000, directed by Paul Thomas), with the strictly pornographic footage 
taken out. The film is based on the real-life story of one of the first famous 

Agnieszka Brzeżańska, untitled, 2014, wood, cotton stripe, photo: Patrycja Wojtas
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women painters of the modern era, Artemisia Gentileschi. Unfolding amidst 
pseudohistorical decorations, the story depicts the aspiring artist resigning 
herself to the role of an object of male desire only to secure her entry into 
the art world. This amusing yet bold piece, created by young Brzeżańska 
back in the early days of her art career, touches on issues of the relations 
between power, gender, and desire. Fifteen years before the #MeToo move-
ment, Brzeżańska brought to light the hidden mechanisms governing the 
art world, and, at the same time, the disintegrating patriarchal paradigm. 
Despite its ambiguity, Artemesia shows that painting is a key medium for 
Brzeżańska, as is the importance of artistic tradition, particularly that cre-
ated by women kept marginalized for centuries.

THE FIRST GALLERY
is dominated by elegant visions of a creeping apocalypse. Dharma TV 
(found footage, 2005) is a recording of a bizarre cable TV glitch, which 
caused two separate channels to overlap. The resulting mixture of religious 
shows, science fiction films, commercials, TV shopping (back in 2005 on-
line shopping was not yet a common thing), and test card footage seems 
a testament to pervasive information overload, while the glitching visuals 
serve to remind us that knowledge obtained by way of television is illuso-
ry and mediated. 

Internet images of humanitarian disasters, wars, the degraded envi-
ronment, and the suffering of living organisms fill the small, meticulously 
framed stills of the “story within a story” photomontages making up the the 
“Matrix-Sratrix” series (2016). Similar imagery populates the background 
in the “Kobayashi Maru” (2014) series, composed of three-dimensional col-
lages blending painting and photography. In this earlier series, however, 
visions of catastrophe are obscured by the artist’s colorful abstract paint-
ings—an arrangement ostensibly implying that painting, in some magical 
yet subversive manner, could still be capable of bringing redemption and 
healing the endangered planet. Such an interpretation is also suggest-
ed by the subtitles of the individual works making up the series (includ-
ing Collapsed Timelines, Veils of Illusion, Dreamtime Defenders, No Magic 
Just Miracles), as well as the title of the entire series. Fans of the Star Trek 

Agnieszka Brzeżańska, Sunset, 2000, oil on canvas, 130 × 162 cm

Agnieszka Brzeżańska, It Is Said the Sun Will Rise Again, 2000,  
oil on canvas, 130 × 162 cm
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Agnieszka Brzeżańska, No Magic, Just Miracles, from the “Kobayashi Maru” series, 2014, 
acrylic on MDF board, metal leaf, inkjet print, cotton paper, 56.5 × 41.5 cm

Agnieszka Brzeżańska, Veils of Illusion, from the “Kobayashi Maru” series, 2014, 
acrylic on MDF board, metal leaf, inkjet print, cotton paper, 56.5 × 41.5 cm



10 11

franchise will immediately recognize it as the no-win training scenario in-
troduced in the Nicholas Meyer-directed Star Trek II: The Wrath of Khan. 
The film, set in 2285, sees Admiral James T. Kirk supervising the training 
of Star Fleet cadets in a combat simulator. In the scenario, a pilot would 
be informed that a civilian freighter, the Kobayashi Maru, has struck a gra-
vitic mine in the Klingon Neutral Zone and is quickly losing power. Any at-
tempts to rescue the passengers would violate the neutrality of the Zone 
and thus provoke the ruthless Klingons into total war, which could only 
end in mankind’s defeat. Abandoning the stranded freighter will prevent 
war, but doom the crew to certain death. Unlike his fellow officers, Admi-
ral Kirk believes that there are no hopeless situations—years back, while 
still a cadet slated to retake the Kobayashi Maru exercise, he secretly re-
programmed the simulator to allow the ship to be saved. To overcome a 
no-win scenario, Kirk had to act on a meta-level and disobey the system.

 Seeking avenues of development outside the acceptable, main-
stream paths is typical of artists whose work runs against the grain of the 
generally binding paradigm. Agnieszka Brzeżańska’s efforts carry traces 
of affinity with the work of women artists seen today as the doyennes of 
spiritual and feminist art: the American painter Georgia O’Keeffe (1887–
1986), who turned landscape painting into an abstract form; the Swiss 
dowser and healer Emma Kunz (1892–1963), whose geometrical compo-
sitions created with a pendulum were allegedly imbued with healing prop-
erties augmenting the efficacy of the AION A rock powder (which, packed 
in Emma Kunz’s designer boxes, could from the perspective of art history 
be seen today as a special example of applied conceptual art), or Hilma af 
Klint (1862–1944), the Swedish precursor of abstract art recently rescued 
from oblivion and returned to the attention of art enthusiasts.

 

IN THE SECOND GALLERY,
the visitors are confronted with an inverted panorama. Five oil paintings 
depicting a simplified landscape make up a prism. In this case, however, 
rather than have the horizon surround them as it usually does in typical 
panoramas, the viewers are asked to orbit the installation suspended in the 
center of the room. This, in turn, also inverses the focus of our attention— Agnieszka Brzeżańska, untitled, 2012, oil on canvas, 150 × 200 cm
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the color gradients, deriving from landscape painting in which they are 
typically used to build the aerial perspective, no longer serve as the back-
drop for the foreground, but instead comprise an autonomous and self-sus-
tainable image. In the process, the background becomes the protagonist. 

The idiom of the gallery is rounded out by a ready-made installa-
tion created in 2019 in Japan. From a traditionally woven rope made of 
rice straw (handicraft) hangs a red and gold obi belt (tradition), reaching 
all the way down to the floor. A minuscule trinket has been attached to the 
belt’s end—a piece of golden poo sitting on a purple mini pillow (popular 
culture). The title of the installation may be of some help in solving this 
charade: Culture Is Not Your Friend, taken from Terence McKenna’s lecture 
Psychedelics in the Age of Intelligent Machines, which the counter-culture 
guru delivered on April 27, 1999, in Seattle.2 This American writer, philoso-
pher, and ethnobotanist saw culture as a pool of normative behaviors and 
social structures, both of which act against the individual, sacrificing the 
liberty and quality of life of individuals on the altar of hierarchical power 
structures, such as religions or capitalism.

THE THIRD GALLERY
contains a maze of paintings which, in testament to the artist’s postulates 
arguing for the utility of art, have been arranged in the form of symbolic 
cells. Inside these cells, the visitors could seek shelter in the course of their 
quest for individual liberty. A stroll among the pictures offers the oppor-
tunity to explore the specific artistic language of Agnieszka Brzeżańska’s 
oeuvre, which some see as skillful abstract painting, well-rooted in 20th 
century art history, while others interpret it as portraiture of those mysteri-
ous being, plants, animals, and spirits that populate the eponymous World.

Here, the classical oil paintings, which served as building blocks of 
installations hanging from the ceiling, are replaced on the museum walls 
by stretches of fabric created using various traditional, indigenous tech-
niques from all over of the world—a section of batik that Brzeżańska dyed 
in the capital of the batik industry, the city of Yogyakarta in central Java, 
right at the foot of the Merapi volcano, and a rectangle of double-warp wool 

2 <https://www.youtube.com/watch?v=4-tY6hmKcms>, accessed: October 28, 2019.Agnieszka Brzeżańska, Sentimental, 2013, oil on canvas, 200 × 150 cm 
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tapestry from Janów in the Polish region of Podlasie. The latter piece, which 
also took its title from the exhibition’s, was handcrafted by a prominent 
Janów weaver, Ludgarda Sieńko. Brzeżańska’s input in the piece involved 
collaborating with the weaver on the iconographic pattern of the fabric.

The double-warp fabric from Janów is a unique phenomenon in Pol-
ish folk traditions. Although, like most such customs, it is a conglomerate of 
old, local handicraft practices, 19th century industrial design, and projects 
deliberately implemented by artists and professional designers, it remains 
a very much living phenomenon that continues to attract new apprentices. 
In the history of Podlasie textile-making, particular significance is attached 
to the collaboration between designer Eleonora Plytuńska, a figure asso-
ciated with the Warsaw Academy of Fine Arts, and Janów weavers Felicja 
and Adolf Jaroszewicz—a partnership which began in 1934 and continued 
well into the 1960s. There are still some active artist weavers in the Janów 
area near Sokółka, whose work, promoted and animated by the Białystok-
based ethnographer and social activist Wojciech Kowalczuk, continues to 
gain ever greater acclaim. A cultural exchange with Japan was launched 
a few years ago, and the number of young artists and designers attend-
ing workshops held by the Double-Warp Weaving Council in Janów has 
been steadily climbing.

Brzeżańska’s decision to feature the work of another artist in her 
solo exhibition and printing the image of the tapestry on the invitation 
card was a gesture of utmost respect for the artistry and craftsman-
ship of Ludgarda Sieńko, as well as the work of other women, name-
less until recently, who spend their lives creating decorative objects of 
everyday use. 

The deeply rooted, although not always recognized, separation of 
artistic products into works of art (which are “masculine,” imbued with a 
certain gravity, situated within a history of art, and treated with prestige in 
art institutions), and utility objects (which are devoid of symbolic depth, are 
created by amateurs, and are decorative and “feminine”) had considerable 
impact on the reception of many a work of art and the trajectories chosen 
by women artists for their self-creation. Art historians have described the 
formidable efforts against being pigeonholed that were required even of re-
markable artists, such as Magdalena Abakanowicz, who struggled against Ludgarda Sieńko, World National Park, 2019, double-warp textile, 145 × 210 cm 
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being labeled a weaver—a naïve craftswoman making pretty things. It was 
only Brzeżańska’s generation of women artists, born in the early 1970s, 
that genuinely took up the fight for the prestige and symbolic significance 
that these traditional “female” practices so richly deserve. Consequently,  
Agnieszka Brzeżańska’s exhibition will feature works that have been woven, 
molded, or even dyed by being dragged down the muddy waters of a river. 

THE FOURTH GALLERY
is populated by magical objects. Like Georgia O’Keeffe, Hilma af Klint, Ag-
nes Martin (1912–2004) or Emma Kunz, Brzeżańska sees painting abstract 
objects not as an attempt to emancipate art from all forms of representa-
tion, but as a method of constructing philosophical notions and a utilitari-
an instrument of implementing restorative practices. And this is precisely 
how Brzeżańska’s Sigils, expressed in the form of pictures or installations 
weaved from plants displayed in the fourth gallery, should be interpret-
ed. The name derives from the Latin sigillum, meaning “seal.” In the oc-
cult tradition, sigils were the graphic representations of the names borne 
by demons, angels, and other unearthly beings. In the early 20th century, 
British painter, eccentric, and magic theorist Austin Osman Spare (1886–
1956) first proposed using sigils in and of themselves, independently of 
ceremonial magic. Their alleged restorative power is supposedly derived 
from there being certain information hidden in their symbolic representa-
tion and rooted in the unconscious. Although this information has been 
erased from the conscious layers of the mind, it still works to the benefit 
of the individual or the community. Practices like these became the basis 
for what came to be known as chaos magic and are still in use today, by 
personal development coaches, to name but one example. Many artists 
believed that works of art, whether paintings, stories, melodies, or even 
dances, could be used as sigils. Although Agnieszka Brzeżańska’s Sigils 
are built from letters, they should not be read. If they are to work, the mes-
sage must be forgotten. 

The central theme of the fourth gallery is river mythology. “FLOW/
PRZEPŁYW” is a transdisciplinary artistic project, organized by Agnieszka 
Brzeżańska and Ewa Ciepelewska in collaboration with the Razem Pamo-
ja Foundation, and taking place on the Vistula River and other flow sites. 

Agnieszka Brzeżańska, Elegy, 2013, oil on canvas, 200 × 150 cm, collection of Piotr Marzec
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Agnieszka Brzeżańska, SHR, 2015, oil on canvas, 200 × 150 cm, photo: Szymon Rogiński

Agnieszka Brzeżańska, MAZPLND, 2015, oil on canvas, 200 × 150, photo: Szymon Rogińskii
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Here, the river offers artists, curators, and social activists the opportuni-
ty to come together and act collectively to revitalize the notion of art as 
an experiment, with no preconceived results or the necessity to produce 
objects.3 These experiments yielded a number of civic wildlife protection 
initiatives, as well as a handful of artifacts which have since successfully 
found their way into the institutional art circuit. The monumental Vistula 
Fabric (cotton, 2019) is one such piece—its impressionistic color pattern 
still bearing traces of the organic matter carried by the river flow. 

IN THE FIFTH GALLERY,
hanging from the ceiling, we see Wara (2019), a sculpture/rope braid 
created in the spring of 2019 for “Celebration,” a joint Polish-Japanese 
contemporary art exhibition at the Kyoto Art Center. Most of the exhib-
its on display in this section come from the “Ma Terra” series. These in-
clude macrophotographs of soil, drawings made with raw clay, and fired 
but unglazed pottery. Vases adorned with representations of women’s 
breasts, somewhat reminiscent of anthropomorphized ceramics pro-
duced by pre-Columbian peoples: the Moche, the Huari, the Nazca, and 
the Inca. One particularly famous collection of pottery from the Larco 
Herrera Museum in Lima features depictions of daily life, animals, as well 
as anatomical details and couples engaged in sexual acts. Brzeżańska, 
however, did not have to seek inspiration in such distant sources. Max 
Dashu,4 renowned American visual culture scholar, observed that vessels 
decorated with forms in the shape of women’s breasts appeared pret-
ty much universally in cultures across the globe. Similar finds were ex-
cavated from archeological sites located in modern-day Poland. Bellied 
vases and buckets embellished with breasts (called “knobs” by the ar-
chaeologists) from a Lusatian necropolis (dated from anywhere between 
3800 and 2699 B.C.) are featured in permanent exhibitions at a number 
of state museums, including the County Museum in Nysa and the Mu-
seum of the Origins of the Polish State in Gniezno.

3 As cited on the website of the Razem Pamoja Foundation, <http://www.pa-
moja.pl/akcja/flow-przep%C5%82yw>, accessed: October 30, 2019.

4 See.: Max Dashu, Witches and Pagans: Women in European Folk Religion, 
Lightning Source, La Vergne 2017.

Agnieszka Brzeżańska, untitled, 2014, ceramic, 42 × 28 × 28 cm, photo: GGM archives
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 IN THE CENTRAL  
ROTUNDA

there are two works which—in a light and frivolous manner—touch upon 
issues which could be seen as infringing social taboos (unjustly so, howev-
er, in the opinion of the creators of the exhibition). One is the scatological 
Metaphor of Everything (ceramic, 2017), and the other—an aqua-feminist 
fountain titled The Source (epoxy resin, 2018) 

Sitting on mirror discs, the decorative, glazed ceramic candelabras 
are made of forms, whose shapes and color are reminiscent of human and 
animal excrement. While feces have indeed been used by 20th century 
artists for the purpose of scandalizing their audiences, Brzeżańska’s work 
does not seek to cause a scandal. Her pieces, pretty and flickering with light 
reflecting off the mirrors, in no way resemble the bluntly ironic and pro-
vocative actions of the conceptualists from half a century ago, when Piero 
Manzoni packed up his feces into ninety numbered cans labeled in Italian, 
English, French, and German: “Artist’s Shit, contents 30 gr net freshly pre-
served, produced and tinned in May 1961,” and then sold them for the price 
of their weight in gold. As intended, the piece triggered a heated discus-
sion about the limits of art and good taste. Just as notorious, although not 
as controversial, was Cloaca, a piece by Belgian artist Wim Delvoye first 
unveiled in 2000 at the Museum of Contemporary Art in Antwerp (MHKA). 
Delvoye’s work was a complicated biochemical machine that produced ar-
tificial stool from dishes prepared by cooks in a process simulating diges-
tion. The product was then sold in transparent boxes, labeled with logos 
styled to resemble those of large, well-known corporations. 

While the artists mentioned above used revulsion and taboo to for-
mulate their critique of the art world itself, Agnieszka Brzeżańska simply 
disputes the point of scatological taboo in general. As an artist-garden-
er and herbalist, she sees mammal feces as, first and foremost, nutrients 
and substances enriching the soil and making it possible for plants to 
grow. Most creatures on Earth, from bacteria, through herbs, all the way 
up to dogs, mankind’s best friends, treat waste products excreted by oth-
er organisms with due respect, seeing them as necessary for maintain-
ing the cycle of life. 

Agnieszka Brzeżańska, The Metaphor of Everything, 2017, ceramic, photo: GGM archives
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Agnieszka Brzeżańska, The Source, 2018, epoxy resin, hydraulic system, 227 × 200 × 200 cm, 
photo: Szymon Rogiński

The description of The Source (epoxy resin, fountain, 2018) presents 
a slightly bigger challenge. Here, language only adds to our cultural con-
fusion and helplessness. Polish is notoriously bad with naming genita-
lia, even more so than its fellow European tongues. The words we use to 
describe body parts essential for our own functioning and the survival of 
our species are either vulgar, infantile, or detachedly medical. And while 
the relatively safe term poop (kupa in Polish) occupies the neutral space 
between vulgarism and scientific terminology, the foreign-sounding and 
still rarely used vulva does not seem to have taken popular root. The fact 
that the Old-Polish term srom (Polish for vulva) is a synonym for “shame” 
clearly shows the oppression and limitations imposed by patriarchal so-
ciety upon the female body and female sexuality. There is no word in Pol-
ish that could actually serve as an appropriate translation of the Sanskrit 
joni, which refers to a woman’s groin, but at the same time means “origin,” 
“beginning,” “source.” 

Rooted in archaic and exotic inspirations, Agnieszka Brzeżańska’s 
sculpture depicts a simplified figure of a woman, squatting over a rock with 
her legs apart. A small stream of water trickles out from between her legs, 
later turning into a stream that empties out into a small lake surrounding 
the rock. The cult of fertility, the power of female sexuality, and the ori-
gins of life are all meanings that constitute the basic code of humanity, 
but one that can be understood only when purity of vision is maintained. 
The authors of the exhibition hope that the piece will be read as the art-
ist intended—as an affirmation of life, body, and the fertile, female energy 
of the Earth. On the threshold of the 21st century’s third decade, however, 
such purity may be hard to come by, particularly as bigotry and calls for 
a return to puritan morality, ringing ever louder, clash against the flood of 
Internet pornography. 

Helpful in that regard would be a brief review of the myths and tradi-
tions of other, more permissive cultures, in which the sight of a joni brings 
joy and serves as a good omen. Greek mythology has Baubo, a lesser god-
dess of laughter, fun, and bawdiness, often portrayed as seeing with her 
nipples and speaking with her vulva. Baubo plays a key role in the myth of 
Demeter and Persephone. After her daughter is abducted by Hades, the 
despairing Demeter descends from the Olympus to take away fertility from 
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the earth. The world is ultimately saved from starvation by none other than 
Baubo, who cheers Demeter up with her japes and exposing her vulva to her. 

Figurines of the goddess Baubo can be found in the collection of 
ancient artifacts once owned by Auguste Rodin (1840–1917). It ought to be 
mentioned here that the author of The Thinker (1902) and the The Burgh-
ers of Calais (1884–1886) also made Iris, Messenger of the Gods, a verismo 
sculpture depicting a female figure with her legs spread apart in an orgas-
mic gesture. It may lack a head and one arm, but the vulva area is still very 
much exposed to the gaze of the viewer, in all its detailed glory. Similar 
is the case of The Origin of the World (1866), a famous painting by Gus-
tave Courbet (1819–1877). Looking today at these 19th century depictions 
of women with no heads, it is difficult to ignore the objectifying gaze with 
which the male artist must have looked at his models.

Brzeżańska separates herself from these naturalist traditions. The 
artist herself cites among her inspirations the mascarons found adorning 
the bearers, chapiters, and porticos of Roman churches across Europe, 
particularly the British Isles, which depict squatting women pulling their 
vulvas wide open with their hands. In the 19th century, these depictions 
became known as Sheela na Gig. Out of some 100 such objects that sur-
vived in situ in Ireland, thirteen are kept in the National Museum of Ire-
land in Dublin. The rich body of literature on these images, written since 
the early 19th century, reveals a spectrum of attitudes toward the female 
body and sexuality. Whilst 19th century puritan interpreters saw in them a 
warning against sin and feminine desire, contemporary scholars are more 
inclined to see them as a testimony of the assimilation of pagan fertility 
cults into medieval Christianity. Interpretation, as we know, is not gener-
ated in the sculpture itself, but in the mind of the viewer.

Agnieszka Tarasiuk

Agnieszka Brzeżańska, untitled, 2018, crayon on paper, 29.7 × 42 cm
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She studied at the Academy of Fine Arts in Gdańsk (1992–1995) 
and later in Warsaw (1995–1997), as well as at the Tokyo Univer-
sity of Fine Arts and Music (1998–2001). Received scholarships 
from the DAAD (Berlin, 2008–2009), the Collegium Helvetic-
um (Zurich/ETH, 2004), the Büchsenhausen (Innsbruck, 2005), 
and the Japanese government (1998–2001, Tokyo). Her oeuvre 
includes painting, drawing, photography, film, and ceramics. In 
her practice, she draws on different registers of knowledge, from 
physics and philosophy, to cognitive systems marginalized by 
contemporary science, such as alchemy, parapsychology, esoter-
ism, indigenous knowledge or matriarchal traditions. Since 2016, 
together with artist Ewa Ciepielewska, she has been organizing a 
mobile artistic residency under the title ”FLOW/PRZEPŁYW.” Her 
works have been presented in numerous solo exhibitions, such 
as “Cała Ziemia parkiem narodowym” at Gdańska Galeria Miejs-
ka (Gdańsk, 2018), “Matrix-Sratrix,” Kasia Michalski (Warszawa, 
2016), “Ma Terra,” Vera Munro (Hamburg, 2015–2016), “This All 
Occurs Quickly, With Ease, Grace and Joy,” Marlborough Con-
temporary (London, 2015), “Ziemia ojczysta/Ma Terra,” Contem-
porary Museum Wrocław (Wrocław, 2014), “Kobayashi Maru,” 
Nanzuka (Tokyo, 2014), “A Painting Cycle,” Nomas Foundation 
(Rome, 2012), “Back to the Garden,” Galerie Kamm (Berlin, 2012), 
“Cosmic Equation,” Kunsthaus Baselland (Basel, 2010), “Galac-
tic Resonance,” Hotel (London, 2010), “Playlist,” DAAD Galerie 
(Berlin, 2010), as well as group exhibitions, including “Cosmo-
logical Arrows,” Bonniers Konsthall (Stockholm, 2019), “Paint, 

Also Known As Blood. Women, Affect, and Desire in Contem-
porary Painting,” Museum of Modern Art (Warsaw, 2019), “Unit-
ed Pangea,” Muzeum Sztuki (Łódź, 2019), “How to Talk With 
Birds, Trees, Fish, Shells, Snakes, Bulls and Lions,” Hamburger 
Bahnhof (Berlin, 2018), “Goddesses,” BWA Warszawa (Warsaw, 
2018). In 2018, she participated in the 10th edition of the Berlin 
Biennale. Later that year, she received the main prize from the 
ING Polish Art Foundation during the Warsaw Gallery Weekend. 
Her works can be found in private and institutional collections, 
including those held by the Museum of Modern Art in Warsaw, 
the NOMUS New Museum of Art in Gdańsk, the Contemporary 
Museum Wrocław, and the ING Polish Art Foundation. Agniesz-
ka Brzeżańska’s works have been featured in a number of cat-
alogues, including Polish! Contemporary Art from Poland, Hatje 
Cantz (Berlin 2011), L’artiste, le modèle et la peinture, Sternberg 
Press (Berlin–New York, 2010), Painting Abstraction: New Ele-
ments in Abstract Painting, Phaidon Press (New York, 2009). The 
artist lives and works in Warsaw, Berlin, and Mława. She spends 
her summer months on the Vistula River. 

AGNIESZKA BRZEŻAŃSKA
 (born 1972 in Gdańsk)
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Sunday, December 1, 2019, 12.00
A meeting with the artist and  

the curator

GUIDED TOURS:

Thursday, November 28, 2019,  
12.00 / Museum Thursday 

Sunday, December 8, 2019,  
12.00 / in English

Thursday, December 12, 2019,  
17.30 / with audio description 

Sunday, February 23, 2020,  
12.00 / in Polish Sign Language, 
with a translation into Polish 
phonic language 

PERFORMANCES:

Friday, January 24, 2020,  
19.00 / Jakub Gliński 

Saturday, January 25, 2020,  
17.00 / Przemek Branas 

Sunday, January 26, 2020, from 
12.00 / Museum Tour Bureau 
17.00 / Maria Magdalena 
Kozłowska 

WORKSHOPS:

Sunday, February 2, 2020,  
12.00 / double-warp weaving 
workshop, Karolina Radulska

Sunday, February 9, 2020, 
12.00 / basketry workshop, 
Stowarzyszenie Serfenta

Sunday, February 16, 2020, 
12.00 / pottery workshop 
for women, Magdalena 
Łapińska-Rozenbaum

Coordinator: Barbara Kaliciuk
Sign up at: edukrolikarnia@mnw.art.pl  

COMPANION EVENTS
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