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Foreword



Jadwiga Maziarska’s singular vision positions her as one of the most original figures of twentieth-century abstraction—a pioneer whose work resists easy classification and whose significance is only now being fully recognized internationally. Over more than seventy years, Maziarska developed an artistic language that explores the fracture zones between the visible and the invisible, persistently investigating microstructures not visible to the naked eye.

Maziarska studied and lived in Kraków. She was a member of the second Kraków Group (Grupa Krakowska II), co-established by Tadeusz Kantor. She was known as an outsider, focused on daring and progressive experimentation with various media. Active from the 1940s to the 1990s, Maziarska produced appliqués, paintings, collages, wax reliefs, spatial forms, and sculptures informed by science, phenomenology, mass photography, printed reproductions, and newspapers clippings, from which she elaborated autonomous structures.

As the artist herself declared: “I am a realist. I discover what is. I don’t recreate my concept. I don’t interpret the surrounding reality. I’m more of a scientist ... This is creating the universe: I repeat the gesture of creation, only in a painterly way ... I’m interested in discoveries, atomic theories, fission.” This positioning of art as an act of discovery rather than of mere representation encapsulates her artistic challenge: to reveal the deep underlying processes of nature and reality by means of systematic experimentation and intuition. Central to Maziarska’s practice was her engagement with found scientific imagery and her collection of photographic clippings, which she transposed into abstract forms governed by internal logic and rhythm. For her, abstraction was an intensification of perception—a continuous dialogue with modes of seeing.

In line with our ongoing practice, Muzeum Susch is pleased to present the first extensive survey of Jadwiga Maziarska outside of her native country. This monograph unlocks the complexity of an artist who remained dedicated to science as the primary mode of knowing.

I would like to thank the exhibition curators and editors of this monograph, Rhea Anastas and Barbara Piwowarska, for their dedication to shaping the exhibition’s conceptual basis, conducting extensive curatorial research, and their efforts to ensure the exceptional quality of the exhibition at Muzeum Susch.

I also express my gratitude to the following institutions for their invaluable support and assistance in this project: Central Museum of Textiles in Łódź, Leon Wyczółkowski District Museum in Bydgoszcz, Museum of Jacek Malczewski in Radom, Muzeum Sztuki in Łódź, National Museum in Kraków, National Museum in Poznań, National Museum in Warsaw, and Wiktor Ambroziewicz Museum of the Chełm Region.

Gratitude is also expressed to private collectors, including: the Collection of Anna and Dariusz Bieńkowski, the private collection of Karol Chrobak, the Collection of the Exchange Gallery, Wojciech Grzybała, the Collection of Maria and Tobiasz Kowalczyk, Joanna Madelska, Michał Molski, Grzegorz Musiał, the Galeria Piekary, the Prokesz Family Collection, Andrzej and Teresa Starmach, the Katarzyna Szafrańska Collection, and the Lothar Wolleh Estate.

I would like to extend my special thanks to all the authors of contributions to this monograph for their essential insights, which reposition Maziarska’s intricate body of work within a wider art historical context. Heartfelt gratitude thus goes to Masha Chlenova, Matylda Taszycka, Andrzej Turowski, and Zbigniew Taranienko.

Finally, I sincerely thank the team at Muzeum Susch for their hard work and dedication throughout the long preparation phase, which helped make this challenging project a success.

Grażyna KulczykFounder of Muzeum Susch and Chairwoman of the Board of Art Stations Foundation ch









Barbara Piwowarska
Jadwiga Maziarska: A Life in Images





● Jadwiga Maziarska was born on July 20, 1913, in Sosnowiec, Poland, as the daughter of Karol Maziarski, a private official, and Helena, née Tabor, who ran a tailor’s shop. She spent her childhood in Sosnowiec, where she graduated from Emilia Plater Girls High School. In 1932, she enrolled in the Faculty of Law and Social Sciences at Stefan Batory University in Vilnius.


[image: A sepia-toned studio portrait of a young woman with dark hair wearing a high-collared uniform and a white bow at her neck.]


Maziarska in the 1930s, mocak Archive, Kraków






● At that time, she became interested in mathematics, philosophy, and psychoanalysis, and considered taking up medical studies. In 1932, she also attended lectures on psychology and psychoanalysis, and, most importantly, the seminars of Maksymilian Rose, a professor in the Department and Clinic of Psychiatry at the University of Vilnius, renowned neurologist and psychiatrist, and an author of the first atlases on the functioning of the brain and its cytoarchitectonics. This period played a crucial role in shaping Maziarska’s research and scientific attitude.

Maziarska started examining the conditions for the possibility for things to appear in the mind. She was also fascinated by anatomy, atomic theories, fission, medical photography, and early techniques for imaging it through the use of new optical devices. It was already at that time that she perhaps started perceiving art as one of the most efficient cognitive tools.


[image: Two diagrams show lateral and medial views of a human brain with different regions highlighted in color and labeled with anatomical terms.]


Diagrams of the human telencephalon from Maksymilian Rose’s treatise: Józef Piłsudski’s Brain, Vilnius, 1938






● In 1933–34, disappointed with the “code of law,” Maziarska abandoned her studies at Stefan Batory University in Vilnius and moved to Kraków to take up art studies. She first enrolled in Alfred Terlecki’s Private Painting School. From that time on and until the 1950s, she maintained contact with her uncle Stanisław Maziarski, a professor at the Medical Faculty of Jagiellonian University, as well as a former dean and provost, and a histologist and researcher of the structure of the cell nucleus, who after World War II headed the Department of Histology until his retirement in 1950. She borrowed and received scientific journals and medical diagrams from him, a large collection of which she later kept in her studio in Kraków. Many of the clippings from them would serve in the future as sketches for paintings, a source material she used over decades, even into the 1980s.


[image: A black and white image of a dense network of chaotic dark lines beneath a layered, undulating structure at the top.]


Illustration from a medical book, part of Maziarska’s “atlas”—a collection of clippings used as sketches for her future paintings, private collection






● Between 1934 and 1939 she studied at the Faculty of Painting and Sculpture of the Academy of Fine Arts in Kraków, attending the studios of professors associated with Krakovian and Parisian modernism (Sztuka [Art] circle, Académie Julian, and Postimpressionism): Władysław Jarocki, Stefan Filipkiewicz, and Ignacy Pieńkowski, who was supervisor of her graduation in 1939. Drawing was taught by Kazimierz Sichulski and sculpture by Xawery Dunikowski. In 1934, she was married to Jerzy Malina, then a painter and student at the Kraków Academy, for a brief period.


[image: An open, aged student registration book with a black and white photograph of a young woman on the left and handwritten and printed Polish text from 1934 on the right.]


Maziarska’s Index of the Faculty of Painting and Sculpture of the Academy of Fine Arts in Kraków, 1934, private collection






● During her studies, Maziarska was associated with the left. Along with her closest friend, Erna Rosenstein, she belonged to the communist organization at the Academy of Fine Arts, the Society of Workers’ Universities, and the Democratic Party, and cooperated with the Communist Union of Polish Youth. Maziarska maintained contacts with the first Kraków Group (Grupa Krakowska I), the artists’ theater Cricot 1, and the Workers’ Theater in the Railwaymen’s House. She became close friends with Rosenstein, Tadeusz Kantor, and Bogumiła Zbirożanka, who began their studies at the Academy of Fine Arts at the same time, as well as with Artur Sandauer, Jonasz Stern, Berta Grünberg, Sasza Blonder, Kornel Filipowicz, and Maria Jarema. In accordance with the avant-garde postulate of bringing art and life closer together, the “Moderns” generation, to which they all belonged, succumbed to the “Hegelian bite,” as coined by Czesław Miłosz. But they were also shaped by echoes of Nietzsche’s philosophy of life, processualism, Bergson’s Élan vital, Freudian psychoanalysis, as well as atomic theories, Leon Chwistek’s The Limits of Science, Andre Breton’s concept of super-reality and the internal model, and, subsequently, after World War II, phenomenology and existentialism.


[image: Three smiling women in coats walk together on a wet sidewalk in a grainy black and white photograph.]


Jadwiga Maziarska, on the right, 1930s, Józef Chrobak Archive






● In spring 1937, Maziarska, along with Rosenstein and Tadeusz Brzozowski, took part in a performance, directed by Tadeusz Kantor, of Death of Tintagiles, based on the work by Maurice Maeterlinck, in the “Bratniak” at the Academy of Fine Arts—according to Kantor, “as one of the moving figures and one holding the moving puppet.” It should also be mentioned that Kantor became the most famous Polish artist and director two decades later as head of the postwar theater Cricot 2, creator of his “Theater of Death,” and founding member of the second Kraków Group (Grupa Krakowska II).

Directly after this theatrical experience, in May 1937, antisemitic and anticommunist riots at the Academy of Fine Arts in Kraków escalated, forever changing the life of many students: of both Jewish and non-Jewish origin with communistic beliefs. The incidents during a lecture on the theory of Impressionism by Professor M. Samlicki led to the preparation of a historically significant note by Professor W. Jarocki on May 26, 1937. It resulted in the unmasking of the illegal communist organization at the academy, to which Maziarska also belonged. At that time, her colleagues Stern and Lewicki were arrested and sent to prison.



[image: An abstract pastel drawing with a dark background featuring geometric forms framed by vertical turquoise bars and horizontal white lines.]


Tadeusz Kantor, Untitled, drawing for Maurice Maeterlinck’s play The Death of Tintagiles (Puppet Theater, Bratniak of the Academy of Fine Arts in Kraków, 1937), 1938, tempera, paper 18.5 × 28.5 cm, deposited at the National Museum in Kraków, courtesy Cricoteca, Kraków






[image: Three repeating, stylized figures composed of geometric shapes in pink, orange, and white stand in a row against a black background.]


Tadeusz Kantor, Three Maids (Trzy służące), drawing for Maurice Maeterlinck’s play The Death of Tintagiles (Puppet Theater, Bratniak of the Academy of Fine Arts in Kraków, 1937), 1938, tempera, pastel, and collage on cardboard, 24.5 × 32 cm, deposited at the National Museum in Kraków, courtesy Cricoteca, Kraków






● At the beginning of World War II, Maziarska was in Sosnowiec, where Emil Zegadłowicz, the well-known writer and a friend of the Maziarski family, lived in their house at 4 Mariacka Street from 1940 to 1941. As she reported in letters to Artur Sandauer: “The author of Nightmares (Zmory) lives with us.” In 1941, having been exposed by the Gestapo, which was searching for Zegadłowicz, she successfully escaped and made her way back to Kraków.

In 1941 and 1942, she worked at the Kawiarnia Plastyków (Artists’ Café) as a waitress, alongside Maria Jarema, and cooperated with the underground organization of Fik and Lewiński, for which she was a liaison with the Kraków Ghetto, and produced false identification cards for members of the organization and for the ghetto.


[image: A vintage black-and-white photograph of people at a table, with one woman in profile and another whose face is blurred by movement.]


Maziarska during World War II, first on the left, Kawiarnia Plastyków (Artists’ Café), Kraków, 1942, Józef Chrobak Archive






● Between 1942 and 1944, Maziarska worked in Kraków at the Zieliński Brothers Graphic Works and joined the Polish Workers’ Party. Starting in 1944, she collaborated with the conservation studio of Stanisław Pochwalskiin Kraków. It was then that she acquired basic conservation skills, and learned the wax technique, which she later used in her art over decades, combining it with pigments and oil paint.

Pochwalski was an internationally renowned art conservator, descendant of the famous family of academic painters, including Kazimierz Pochwalski, a professor at the Art Academy in Vienna, and portraitist of Franz Josef and the imperial family. Stanisław’s brother, Kasper, was a successful student of Józef Mehoffer, but also of Maurice Denis in Paris. Kasper and Stanisław were well connected with both the Polish and the international artworld, and also co-founded the Zwornik Group in the 1920s. They had a very good atelier space, filled with Pochwalski’s antiquities, in Kraków’s old town at 8 Mikołajska Street. Maziarska later took over the studio and lived there until the end of her life.


[image: A black and white photograph of a woman with glasses and dark hair standing in profile in a workshop, looking up toward a window.]


Maziarska in Pochwalski’s former and later her studio at 8 Mikołajska Street in Kraków, 1960s, with heaters for wax, which she mixed with pigments, in the foreground; photo: Wacław Nowak, private collection






● At the age of thirty-three, Maziarska made her debut as a member of the Young Artists Group, the so called “Moderns,” along with Rosenstein, Kantor, Nowosielski, and others, all of whom exhibited together from then on. At that time, she created various quasi-figurative compositions— Seamstress (Szwaczka), Musicians (Muzykanci), landscapes, portraits—in an expressive and colorist manner, and, starting in 1946, also post-Cubist compositions and the Surrealist-Dadaist Don Quixote. In 1947, she met Marian Bogusz and Henryk Stażewski in Warsaw, and exhibited at the Young Artists and Scientists’ Club.


[image: An abstract painting with a complex structure of interlocking angular and curved shapes in warm yellows and oranges against a dark, textured green background.]


Jadwiga Maziarska, Don Quixote, 1946, oil on canvas, composition reminiscent of Erna Rosenstein’s works, Dadaist machines, and Picabia’s Love Parade (Parade Amoureuse), Leon Wyczółkowski District Museum in Bydgoszcz






● Through her mother’s tailor’s shop in Sosnowiec, which was mainly run at home, Maziarska was constantly in touch with textiles and sewing scraps. Hence, in the 1940s and 1950s, appliqués of colorful fabric fragments, the collage method, readymade cutouts of various materials, as well as compositions “glued” and “stitched” together based on previously prepared sketches became a natural form of her expression.

Around 1947, she created her first abstract paintings—ranging from exposing the texture of canvas weave to the “zonal filmic” stripes analogous to the abstract collages.


[image: An abstract painting composed of five horizontal bands filled with muted, blocky shapes of varying sizes.]


Jadwiga Maziarska, Untitled, 1947, oil on canvas, 95.5 × 135 cm, National Museum in Szczecin






● At that time, Maziarska made her first textile appliqués, including Common Link (Wspólne ogniwo) of 1948, which is the oldest one still preserved. With it, she thus also anticipated matter painting. It is likely that she used a precise photo-sketch (medical illustration), a microscopic magnification of organic tissue, for this work.


[image: An abstract textile collage of stitched fabrics, with muted green and gray oval shapes layered over vertical bands of purple, orange, and yellow.]


Jadwiga Maziarska, Common Link (Wspólne ogniwo), 1948, textile appliqué, 108 × 85 cm, Grażyna Kulczyk Collection






● Maziarska’s work was also informed by the books, photographs, and drawings that Tadeusz Kantor brought from the Palais de la Découverte in Paris in 1947. These materials also inspired the historically significant 1st Exhibition of Modern Art at the Palace of Art in Kraków in 1948, curated by Kantor and Mieczysław Porębski, in which Maziarska showed diverse works, including paintings, spatial model, and collages, alongside Rosenstein, Andrzej Wróblewski, and Zbigniew Dłubak, among a total of thirty-seven participants. Besides abstract and Surrealist works, this show included magnifications of tissues, X-rays of bones, lungs, and plants, and other abstract structures existing in nature, but not visible to the naked eye. It was described by the artists and organizers as “intensified realism” and proposed as a counterpoint to Social Realism, which lasted in Poland from 1949 to 1955. Although very successful, well-attended, and broadly reviewed, the exhibition was censored and closed soon after it opened.


[image: A large group of men and women in a black and white photograph pose together in a room decorated with abstract paintings, with a large text sign held in the foreground.]


Opening of the 1st Exhibition of Modern Art, Palace of Art, Kraków, 1948; Rosenstein and Maziarska (with hat) directly behind the information panel, along with other “Moderns” participants and organizers: Kantor, Wróblewski, Porębski, and Jarema, among others, courtesy Galeria Starmach Archive







[image: A grainy, black and white photograph shows a man and a woman in conversation at an art exhibition.]


Helena Blum and Kazimierz Wyka at the opening of the 1st Exhibition of Modern Art, Krakòw, 1948. Visible in the background are Maziarska’s paintings, and, on the right, her collages and photomontages. Blum was one of the very first art critics to write about Maziarska and a long-term supporter of her work.






[image: A black and white photograph of an abstract sculpture constructed from white threads stretched into intersecting cones and a central cylinder.]


Jadwiga Maziarska, Untitled [Spatial Model], 1948, threads, wire, and wood, 1st Exhibition of Modern Art, Kraków, 1948 (presented in the room of models), archival photograph from 1948, now in the collection of the National Museum in Kraków, courtesy Galeria Starmach Archive







[image: A black and white abstract collage of overlapping cut-out shapes with various patterns and textures.]


Jadwiga Maziarska, Untitled, 1948, textile collage, 1st Exhibition of Modern Art, Kraków, 1948 (presented in the section of collages), lost, courtesy Galeria Starmach Archive






[image: A black and white close-up of a log cabin quilt made from squares of fabric with different patterns.]


Jadwiga Maziarska, Untitled, 1948, textile appliqué, 1st Exhibition of Modern Art, Kraków, 1948 (presented in the section of collages), lost, courtesy Galeria Starmach Archive







[image: An abstract collage composed of torn and overlapping pieces of old newspapers with Polish text.]


Jadwiga Maziarska, Untitled, 1948, collage, newspaper clippings, 40.5 × 36 cm, presented in the section of collages at the 1st Exhibition of Modern Art in Kraków in 1948, Collection of Maria and Tobiasz Kowalczyk






● Maziarska survived the Social Realism period by working in the 1950s as a stage designer in the Puppet Theater in Opole. In 1949, she also collaborated with Wanda Telakowska and the Office of Production Aesthetics Supervision at the Ministry of Light Industry (Biuro Nadzoru Estetyki Produkcji przy Ministerstwie Przemysłu Lekkiego) in Warsaw, and created commissioned designs for printed fabrics.


[image: An abstract painting features a grid of squares and rectangles in shades of red, deep purple, and white.]


Project for textile patterns commissioned by Wanda Telakowska, 1949, gouache and pastel on paper, 42 × 45 cm, National Museum in Warsaw






During these years, she also created spectacular, quasi-Surrealist compositions, with indirect echoes of Social Realism, in which she already used photographic source material.


[image: An abstract painting of a dense arrangement of colorful, mechanical-looking shapes and geometric forms.]


Jadwiga Maziarska, Metallic Speech (Metaliczna mowa), 1949, oil on cardboard, 101 × 74 cm, National Museum in Poznań; photo: Digital Photography Studio at the National Museum in Poznań







[image: A creased, vintage black-and-white photograph of four people, two men and two women, standing together and conversing indoors.]


Kraków, ca. 1950, from the left: Erna Rosenstein, Jadwiga Maziarska, unknown, and Jonasz Stern, private collection






● Maziarska continued cooperating with Pochwalski in his conservation studio, and made an attempt to participate in the 1st National Exhibition of Fine Arts (I owp) with the paintings In the Steelworks (W stalowni) and At the Building Site (Na budowie), both of which were rejected.

In the 1950s, like many other artists who were struggling with limitations imposed by the state regime, she designed toys, shop windows, and decorative panels for the Red Cross and the National Museum in Kraków. She also continued working on abstract oil compositions resembling appliqués like Importance of the Moment (Waga chwili), and abstract textile appliqués, of which one, of a large scale of a “quilt,” has survived: Automatic Reason (Samoczynny powód) of 1950. This work could be a reference to Sonia Delaunay’s Couvertures (see Matylda Taszycka’s text in this volume, pp. 99–117).


[image: A black and white painting of a person in a cap standing beside a large, dark machine with a serrated top.]


Jadwiga Maziarska, In the Steelworks (W stalowni), 1949, oil on canvas, Józef Chrobak Archive






[image: An abstract painting with a dense composition of colorful geometric shapes interwoven with bold, black angular forms.]


Jadwiga Maziarska, Importance of the Moment (Waga chwili), 1952, oil on canvas, 110 × 76 cm, Muzeum Sztuki in Łódź







[image: A black and white photograph of a woman with dark curly hair in a dark dress, standing next to a mirror that reflects the back of her head.]


Maziarska in her studio and flat on Sobieskiego Street in Kraków, 1950s, private collection






● In 1955, she took part in the Exhibition of Nine Painters at the House of Visual Artists (Dom Plastyków) in Kraków, along with Brzozowski, Jarema, Kantor, Mikulski, Nowosielski, Rosenstein, Skarżyński, and Stern. It was one of the first presentations of modern art during the “Thaw” period, which marked the end of Social Realism and led to the formation of the second Kraków Group (Grupa Krakowska II). In it, she presented a diverse range of works: Statue of Circulating Power (Posąg krążącej siły), The Flaws of Unwritten Poems (Skazy niepisanych poematów), Rebirth (Odrodzenie), and Importance of the Moment (Waga chwili). They were hung along with works by Rosenstein in a shared room arranged by Maziarska.


[image: A black and white photograph of three abstract paintings hanging in a row on a gallery wall.]


Exhibition of Nine Painters, Kraków, 1955, from the left Maziarska’s paintings: The Flaws of Unwritten Poems (Skazy niepisanych poematów) of 1954, Rebirth (Odrodzenie) of 1955, and Importance of the Moment (Waga chwili) of 1952, mocak Archive, Kraków






● As of 1954/55, she finished oil paintings with wax: The Flaws of Unwritten Poems (Skazy niepisanych poematów) and Tensions (Spięcia), while, after 1957, she created compositions that were increasingly convex, and in 1958 started combining wax with flour, plaster, papier-mâché, and found elements like gravel, sticks, and pebbles, creating organic reliefs such as Crystallization (Krystalizacja).


[image: A dense, bumpy texture of small, irregular, light-colored pebble-like shapes against a dark background.]


Jadwiga Maziarska, Crystallization (Krystalizacja), 1958, mixed media, wax on canvas, 120.5 × 75 cm, Wiktor Ambroziewicz Museum of the Chełm Region






● In 1957, she became a member of the Zagłębie Group and a founding member of the second Kraków Group (Grupa Krakowska II), and exhibited with both groups from then on. That same year, her first solo exhibition was presented at the House of Visual Artists in Kraków and she was also awarded a scholarship by the Ministry of Culture to travel to Paris, where she spent longer periods of time roughly eight times in the 1960s and 1970s, and where at that time and over subsequent decades she developed a bond with the Galerie Stadler, owned by Rodolphe Stadler and representing Karel Appel, Claire Falkenstein, Paul Jenkins, Antoni Tàpies, and Horia Damian, and with the Galerie Louise Leiris founded by the legendary Daniel-Henry Kahnweiler. She also developed a close relationship with the Galerie Leiris director, Maurice Jardot, and art critic Michel Tapié, with whom she collaborated and was in touch with over years, and, in passing, also met Joan Miró and Jean-Paul Sartre.

Starting in 1958, she was in contact with her cousin Andrzej Maziarski, who as an employee of the Institute of Electronics at 44 Długa Street in Warsaw enabled her to view the first electron microscope in Poland, through which she saw microstructures of steel, cross-sections of metal corrosion, diagrams of their disintegration, and irradiated bones. He also arranged for her to obtain microscopic images and make prints of them. Some compositions from that time were given titles related to the phenomena presented, for instance, Physiology of Corrosion (Fizjologia korozji).



[image: A black and white page labeled TABLICA XXII showing two microscopic photographs of a crystalline material at different magnifications above a block of Polish text.]


Illustration with magnifications of aluminum crystals, from Maziarska’s “atlas”—her collection of clippings, private collection






● In 1959, after a professional and romantic relationship of many years, Maziarska married Stanisław Pochwalski, who died the same year as a result of a chronic lung disease.


[image: A black and white illustration of a man and woman in a futuristic airplane with Polish insignia flying over a village.]


Jadwiga Maziarska and Stanisław Pochwalski, undated, Józef Chrobak Archive






● In the 1960s, she produced extensive organic wax reliefs such as Dramatic (Dramatyczna) of 1964, or Pressure Zone (Strefa presji) of 1968, as well as architectural reliefs, Compositions (Kompozycje), assemblages, and spatial forms made of fabrics, including Puppets (Kukły) of 1964. She consistently used mixed techniques and wax. In 1964/65, she had a solo exhibition at the Gallery of Modern Art Krzywe Koło in Warsaw.


[image: A woman with glasses stands behind a wooden railing in a black and white photograph, holding a large, highly textured art piece.]


Jadwiga Maziarska in her studio at 8 Mikołajska Street, Kraków, 1968, holding her wax relief Pressure Zone, 1968; photo: Jacek Stokłosa






[image: Two abstract sculptures covered in colorful fabric stand side by side, one a rounded form and the other a blocky structure.]


Jadwiga Maziarska, Puppets I and II (Kukły I, II), 1964, textiles and cardboard, Central Museum of Textiles in Łódź






● In 1969, Maziarska took part in Espaces Abstraits, an important and extensive group exhibition curated by Michel Tapié at the Galleria d’Arte Cortina in Milan, which also featured Lee Krasner, Antoni Tàpies, and Lucio Fontana, among others.

Michel Tapié was Toulouse Lautrec’s great cousin and was known mostly due to his 1952 manifesto titled Un art autre – où il s’agit de nouveaux dévidages du reel, in which he defended Hartung, Wols, Dubuffet, Fautrier, Soulages, Tobey, Pollock, and Michaux. He was a central driving force behind the Galerie Stadler and a collaborator of Rodolphe Stadler, whom Maziarska got to know in 1957.


[image: The cover for the 1969 publication 'Espaces Abstraits' by Michel Tapié, showing two abstract artworks side by side, one a purple oval with dark indentations and the other a textured blue and gold form on an ochre background.]


Cover of the catalogue Espaces abstraits. De l’intuition à la formalisation, Galleria d’Arte Cortina, Milan, 1969






● In the 1970s, Maziarska met the renowned German photographer Lothar Wolleh, who was traveling around Poland conducting research for his projects on both sacral spaces and avant-garde figures. Wolleh, mostly known as a photographer of Joseph Beuys, Blinky Palermo, and Lucio Fontana, also invited Polish artists, including Maziarska, Jonasz Stern, Magdalena Abakanowicz, Henryk Stażewski, Roman Opałka, and Edward Krasiński, for a series of Collaborations. The entire idea was based on photographic portraits of them taken by Wolleh, and, in turn, the artists were invited to do their own interventions in the photographs, thus creating shared, double-author works. For instance, Krasiński glued his typical strip of blue tape to the photo, while Maziarska did her part as an organic painting.


[image: A man sits on a low bench in a modern room with several model oil derricks in the background.]


Lothar Wolleh in his Dusseldorf flat, 1979. Visible in the background is Maziarska’s sculpture Towers (Wieże) from ca. 1970, which Wolleh acquired in Kraków, Lothar Wolleh Estate







[image: A black and white collage of a woman in a winter coat standing before a ghostly cathedral, with abstract black stripes in the corner and two faint figures seated below.]


Lothar Wolleh and Jadwiga Maziarska, Collaboration (Kollaboration), 1978, photographic canvas on wood, acrylic paint, Lothar Wolleh Estate






● In the 1970s, Maziarska traveled to Paris several times and was successful in selling her paintings to numerous private collections. In 1978, she participated in an important exhibition in Germany: 15 Polish Artists (15 Polnische Künstler), Rathaus, Goldene Saal, Augsburg. She also collaborated with the Galeria Pawilon in Kraków and the Galeria 72 in Chełm. At the time, she worked almost exclusively in black-and-white or gray tones, creating geometric acrylic paintings with a very thin layer of paint.


[image: A vertical abstract painting shows thick, wavy black lines arranged horizontally across a white canvas.]


Jadwiga Maziarska, Transfer (Transfert), 1980, acrylic on canvas, Collection of Galeria Studio, Warsaw






● In the 1980s, color returned to her abstract and semi-representational compositions finished with wax and panthenol, and she produced large surrealistic collages, as well as wood and metal sculptures coated with wax and oil paint. In the 1980s and 1990s, she exhibited individually at, among others, the Galeria Studio in Warsaw, the Krzysztofory Gallery and Zderzak Gallery in Kraków, and also participated in many group exhibitions, including Four Women Artists from Eastern Europe: Posters, Prints and Drawings by Barbel Bohley, Teresa Murak, Jadwiga Maziarska, Maria Waśko, Battersea Arts Centre, London, and The Pavilion, Leeds, 1985.


[image: An art gallery with a parquet wood floor displays several sculptures in the foreground, including two small tree-like forms, with paintings on the white walls and a person seated in the background.]


Maziarska’s exhibition at the Palace of Art, Kraków, 1991, mocak Archive, Kraków






[image: An art exhibition in a room with arched brick walls, displaying abstract paintings and sculptures on large panels.]


Maziarska’s exhibition at the Krzysztofory Gallery, Kraków, 1984, mocak Archive, Kraków






● Around 1995 she stopped painting, altered and finished earlier works (adding bottle caps, coins, strings, objects), and sometimes changed the titles. At the same time, correspondence with Erna Rosenstein ceased. In 1998, her photo-sketches and clippings were presented for the first time in an exhibition at the Krzysztofory Gallery, arranged by Józef Chrobak and titled Jadwiga Maziarska: Photomontages, Images, Paintings Inspirations (Jadwiga Maziarska. Fotomontaże, obrazy, inspiracje malarskie). In 2001, she received the Jan Cybis Award for lifetime achievement. She died on August 24, 2003, in Modlniczka (near Kraków) at the age of ninety.


[image: Several abstract paintings lean against dark furniture and easels in a room with a polished wood floor.]


Maziarska’s studio at 8 Mikołajska Street, Kraków, 1994; photo: Hubert Ehrmann, private archive






● One extensive retrospective, Jadwiga Maziarska: Atlas of the Imaginary, was organized posthumously at the Ujazdowski Castle cca in Warsaw in 2009, curated by Barbara Piwowarska and designed by Józef Robakowski. The accompanying catalogue included essays on Maziarska’s work by Andrzej Turowski, Agata Bielik-Robson, Andrzej Leder, Dorota Jarecka, Anna Markowska, and Piwowarska. It also reproduced for the first time Maziarska’s “atlas”— a collection of source materials, clippings, and photo-sketches. This project included two commissions from renowned Polish artists who had known and appreciated Maziarska’s work over the years. Experimental filmmaker and pioneer of video art Józef Robakowski produced his film homage, For Jadwiga… (Dla Jadwigi…), in which he captured Maziarska’s “atlas” in a quasi-documentary manner, alongside a collection of sounds from surrounding real life. Zofia Kulik contributed the collages titled 50% Kulik / 50% Maziarska, in which she combined her own archive of clippings with Maziarska’s analogical “atlas” based on a “fifty-fifty” ratio.



[image: A gridded collage of assorted vintage newspaper clippings and photographs depicting architecture, crowds, nature, and sports.]


Zofia Kulik, 50% Kulik / 50% Maziarska, 2009, collage, inkjet prints on paper, collection of the artist








[image: An art gallery with gray walls displaying abstract paintings and a sculpture of a leafless tree on a pedestal.]


Jadwiga Maziarska: Atlas of the Imaginary exhibition at Ujazdowski Castle Centre for Contemporary Art, Warsaw, 2009; photo: Piotr Woźniakiewicz
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TABLICA XXII

Dwa zdjecia folograficzne glinu, kiérego powierzchnia zostala
specjalnie przygolowana (lrawiona), aby uwydalni¢ krysztaly.

Krysztaly rozpraszaja padajace na nie $wiatlo w przerézny sposob, gdyz tkwia one w masie

metalu w najrozmaitszych polozeniach, i co za tem id: utek trawienia odsloni¢te zo-

staja rézn orodne ich powierzchnie. Na jednej rycinie zdjecie zostalo nieco zmniejszone, na

drugiej znacznie powickszone. (Z referatu Carpenter’a i Elam, wygloszonego w Institute
of Metals, we wrzeéniu 1920)
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