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Galeria Stereo’s contribution to the third edition of Gallery Weekend, Warsaw’s 
pre-eminent art event, is a compact and elegant presentation of mostly 
sculptural, albeit intensely imagistic work by four artists: Nina Beier, Piotr 
Łakomy, Gizela Mickiewicz, and Michael E. Smith. It is also the first exhibition 
in the gallery’s stylish new space on Żelazna Street in Warsaw, having previously 
been based in Poznan. 
The title of the show is inspired by a verse—“The new morals have altered the 
original data.”— from “The New Spirit,” a 1972 poem by John Ashbery. The 
original collection, Three Poems, in which the text appears, is available to read 
in the gallery space. Ashberry’s vivid, fluxed poetic language is a good match for 
the works on view, which could be described as exercises in the de-
familiarization of everyday objects and materials. And just as with Hans 
Holbein’s famous anamorphic skull in The Ambassadors (1533), one often 
needs to look at things from a certain perspective to see them properly. 
In her “Demonstrators” series (2011), Beier repurposes generic stock images—
ordinarily stored in large databases and sold for commercial reproduction—by 
pairing these large, high-quality prints with carefully selected domestic objects. 
Two quintessential examples—the frame and the radiator—are shown here: in 
one, a poster depicting a light bulb submerged in water is stretched unevenly 
across a wooden frame, and in the other, the image of a frayed and broken rope 
folds smoothly into the radiator’s curves. According to the online library that 
licenses the rights to this image, the sinking bulb might relate to ecological 
disaster, and the broken rope to ideas of risk, weakness, or stress. (It is 
interesting to imagine what Aby Warburg would make of these archives had he 
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lived in the digital age—stock pathos in times of liquid modernity?) The 
operation Beier performs on these images emphasizes their ambiguous 
meaning, and juxtaposes their uncanny hyperrealism with the reality and 
banality of the everyday. Eventually both image and object are estranged from 
their contexts and adopt new meanings. Wrapped in the poster and carefully 
cloaked in plastic, Beier’s radiator with its unconnected pipe surprisingly evokes 
a sense of warmth and the conservation of energy. 
Floating on the floor like a rescue raft, Łakomy’s Fluffy Shell (2003–12), a 
sculpture made using a reconfigured Nike jacket, operates on a similar level. 
The stripped-back fabric arouses a sense of both comfort and vulnerability, as 
the dismantled item of clothing can no longer be worn. On the wall beside it, 
there is a second piece by the artist, Places Which I Like (2013), a sculpture 
made from Ikea shelves with pieces of thick, rectangular plywood sticking out 
vertically from the wall. Reflective foil covers one side of two of its elements, 
dreamily casting back a view of the white wall and half of the adjacent panel. 
The mundane materials employed in the sculpture suspend reality, operating 
like quotation marks, and enable the space of the form to open to the bodily 
experience of the here and now. Mickiewicz’s object, Slack side. A place for itself 
(2013), which is comprised of a generic, so-called “pouf” stool turned inside out, 
offers a similarly compelling invitation to introspection. The mute inwardness of 
the furniture resonates with an overtone of melancholia. 
The potentiality of the inoperative quotidian object is a common thread linking 
the works presented in the gallery. Smith’s sculpture Untitled (2012) is a seat 
cushion resting against the wall with a circular hole at its bottom, revealing the 
foam stuffing inside. Its upper edge is stained with resin, a blemish that is abject 
not only because it somatically evokes mucus, but also because it strongly 
contrasts with the hole’s clean-cut precision. The only video in the show, 
screened on a monitor placed on the floor, is the artist’s Eggfeet (2011), edited 
found footage of a person cracking eggs into their shoes, and then placing their 
feet inside them. The image is wonderfully repulsive and absorbing. This ritual 
gives the impression of following a preset logic, whereby all the gestures are 
quite precise with the shoes placed on a tidy mat, and everything fitting into 
place. The act of putting on one’s shoes, one of the most familiar actions of daily 
life, is transformed into something uncanny. A sense of perverse pleasure 
pervades the work, because both feet and shoes are often fetishized in many 
cultures, and also because it is reminiscent of a guilty pleasure from childhood—
that of playing with one’s food. 
The sculptures in this exhibition operate confidently within the broad legacy of 
Marcel Duchamp’s readymade and reminded me specifically of his lesser-known 
Unhappy Readymade (1920), a splayed open geometry textbook suspended by 
strings on an outdoor balcony that exposed it to wind and rain. Mother Nature’s 
brutal treatment of the scientific tome is very much in keeping with a 
Duchampian mode of tongue-in-cheek irony. The purposeful distortion of the 
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object brings about a shared melancholia; lacrimae rerum, or the “tears of 
things,” are falling in Galeria Stereo, much to the discreet pleasure of its visitors. 
 
Agata Pietrasik is a writer based in Warsaw and Berlin. She is a doctoral candidate in art 
history at Freie Universität, Berlin. 
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1 
View of “The New Morals,” Galeria Stereo, Warsaw, 2013. 
 

 
2 
Nina Beier, The Demonstrators (Sinking bulb), 2011. 
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3 
View of “The New Morals,” Galeria Stereo, Warsaw, 2013. 
 

 
4 
Piotr Łakomy, Fluffy Shell, 2003–2012. 
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5 
Piotr Łakomy, Places which I know, 2013. 
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6 
View of “The New Morals,” Galeria Stereo, Warsaw, 2013. 
 

 
7 
Gizela Mickiewicz, Slack side. A place for itself, 2013. 
 

 
8 
Michael E. Smith, Untitled, 2012. 
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9 
Michael E. Smith, Eggfeet, 2012. 
 
• 1  View of “The New Morals,” Galeria Stereo, Warsaw, 2013. Image courtesy of Galeria 

Stereo, Warsaw.  
• 2  Nina Beier, The Demonstrators (Sinking bulb), 2011. Frame, poster, stock image, 52 x 68 

cm. Image courtesy of Galeria Stereo, Warsaw, and Croy Nielsen, Berlin. 
• 3  View of “The New Morals,” Galeria Stereo, Warsaw, 2013. (Left) Michael E. Smith, Untitled, 

2012. Seat cushion, urethane foam, plastic, 60 x 46 x 11 cm. (Right) Nina Beier, The 
Demonstrators (Broken rope), 2013. Radiator, poster, stock image, 64 x 30 x 25 cm. 
Image courtesy of Galeria Stereo, Warsaw; KOW, Berlin; and Croy Nielsen, Berlin. 

• 4  Piotr Łakomy, Fluffy Shell, 2003–2012. Altered Nike jacket, 10 x 105 x 73 cm. Image 
courtesy of Galeria Stereo, Warsaw. 

• 5  Piotr Łakomy, Places which I know, 2013. Altered IKEA shelves and aluminium foil, 110 x 
26 x 71 cm. Image courtesy of Galeria Stereo, Warsaw.  

• 6  View of “The New Morals,” Galeria Stereo, Warsaw, 2013. (Left) Gizela Mickiewicz, Slack 
side. A place for itself, 2013. Altered pouffe, 60 x 35 x 35 cm. (Right) Nina Beier, The 
Demonstrators (Sinking bulb), 2011. Frame, poster, stock image, 52 x 68 cm. Image 
courtesy of Galeria Stereo, Warsaw, and Croy Nielsen, Berlin. 

• 7  Gizela Mickiewicz, Slack side. A place for itself, 2013. Altered pouffe, 60 x 35 x 35 cm. 
Image courtesy of Galeria Stereo, Warsaw. 

• 8  Michael E. Smith, Untitled, 2012. Seat cushion, urethane foam, plastic, 60 x 46 x 11 cm. 
Image courtesy of Galeria Stereo, Warsaw, and KOW, Berlin. 

• 9  Michael E. Smith, Eggfeet, 2012. Edited found video footage, color, sound, 4:47 minutes. 
Image courtesy of KOW, Berlin. 
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GIZELA MICKIEWICZ 
LIFE AND WORK 
Solo Exhibitions: 
Selected group exhibitions: 
MULTIMEDIA 
SIMILAR ARTISTS 

Gizela Mickiewicz 

 
Gizela Mickiewicz, photo: courtesy of the artist 

Gizela Mickiewicz (b. 1984) is a visual artist 
based in Warsaw. She creates sculptures, 
drawings, installations, and modifications of 
ready-made objects. 
She graduated from the Faculty of Art Education at the 
University of the Arts in Poznań (2007-2012) where she also 
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studied painting (2006-2007). In 2009, she received an 
award in Samsung Art Master 7, a national art competition 
for the youngest generation of artists. In 2014, she took part 
in the artist-in-residence programme at the Gasworks Gallery 
in London. She also collaborates with the Stereo Gallery in 
Warsaw. 
Mickiewicz deals with everyday objects in her work. She 
inquires into their mutual relations and  relations to people 
and other objects. She observes them, and explores their 
origins, functions, and the ways in which they are handled by 
humans. She examines the whole process of creating an 
object:  from the birth of the idea, sketches of the design, 
through to its prototype and the final, ready-to-use version. 
Mickiewicz sometimes takes the objects to pieces and 
assembles them in a different way, combining the non-
matching elements. Other times, she chooses one instant 
from the manufacturing process of the object and holds it 
back, or puts it in a different place in the object's timeline. 
I'm interested in broadly understood material culture; in the 
way we operate within the world of objects, and in how we 
handle them. Objects are obvious, hardly noticeable 
components of our everyday life, we use them automatically, 
without reflecting upon them – said the artist in an interview 
for Culture.pl. 
She has no artistic master to follow – she'd rather look for 
inspiration in areas not related to art, for instance, in 
materials science. She makes her poetic sculptures with 
discarded objects, which have noticeable signs of 
use.             
I use new stuff, which I make look old. I control every stage 
of the work, so even when I use a damaged object, I 
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renovate it first, and only later make it look old again. 
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More photos (7) 
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Selected works by Gizela Mickiewicz – Image 
Gallery 
  
 
Her diploma project was a stool with the seat supported on 
one side on a toothpick. 
In the work Nie za daleko (Not Too Far, 2012) I  hollowed 
out the object itself. By leaving just a shell of a stool, I 
deprived it of its usability, of its essence. 
Immediately after graduating, she held a solo exhibition at 
the newly opened Frutta Gallery in Rome which revolved 
around the issue of looking and seeing. The show included 
works such as an installation made of blinds (Cofanie 
wzroku na najbliższy plan / Withdrawing  Your Gaze to the 
Foreground, 2013), spatial drawings created with creased 
paper, the shape of which changes depending on the angle 
of viewing (Ruchomy punkt odniesienia  / Moving Point of 
Reference, 2013), and an aluminium can sliced in the middle 
(Jest tylko przód  / Persisting Front, 2013). 
At the same time, she worked on her solo exhibition titled 
Pokaz siły / Show of Force in the BWA Zielona Góra, which 
revolved around the issue of relation of power between 
objects,  and featured her most monumental work, Granica 
uradzeń – an empty, worn plastic bag suspended in space, 
and Zbliżenie odpychania / Approximation of Remoteness 
(2013) – a drawer with a duvet stuck inside, which referred to 
the rigid order prevailing in the world of objects, and which 
we unwittingly employ, for we live in a world where every 
object has its place and assigned use. 
I wanted to create a situation of conflict. I wanted to 
assemble objects against the logic of their everyday use. 
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Approximation of Remoteness resembles a clinch –  two 
things in a grip preventing any action, and blocking each 
other. 
Warunki do okazania się silnym / The Conditions in Which 
to Appear Strong (2013) is a work in which, as the artist 
claims, a weak element – a piece of paper – is placed in 
relation to other objects in such a way that it becomes the 
strongest element. Another work, Pozostawanie czym się 
jest / Remaining What One Is is a wiper cut in pieces and 
spread out in a large rectangle. It is a fragmented object, 
difficult to identify; it is only by characteristic details that one 
can recreate in mind its original state. 
This is an exhibition of small, strange objects that look a bit 
like machines of unknown purpose, or like something that at 
first glance is unrecognisable. Enigmatic, but very visually 
attractive, I might even say it is a seductive art – said 
Wojciech Kozłowski, the director of the BWA, at the opening 
of the Show of Force exhibition  (curated by Michał Lasota). 
In her recent work in progress, the Czas tła / Background of 
Time cycle, Mickiewicz deals with the unfinished status of the 
transitional form of an object before it achieves its final 
shape. Within such a framework, the artist created works in 
which the object returns to the raw material it is made of. The 
other work from this series, Cofanie do przodu / Rolling 
Back Ahead (2013) is an installation made of  a wire fence, a 
draining rack, a whisk and a strainer, parts of which are 
partially straightened and reshaped. 
The most important sculpture in this series is Czas surowy / 
Raw Time.  It depicts a fragment of a bathroom in different 
stages of tiling. In this piece, all the elements are separated, 
and what we see is the intersection of the process of 
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achieving the final structure. 
In her most recent projects, Mickiewicz has departed from 
dealing with objects, and focuses on materiality per se. 
Currently, I am interested anew in materials that are not yet 
utilized in the industry and do not have a specific shape. 
Material in a pure state. – she revealed in an interview for 
Culture.pl 
Author: Agnieszka Sural, 15.09.2014, transl. GS, 22.09.2014 
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The Baltic Triennial 
by Paul Jaskunas 
Has “anthropocentric” become a pejorative term? Might one soon be 
contemptuously accused, in graduate seminars and at dinner parties, 
of clinging to dangerously anthropocentric views? The prospect did 
occur to me as I left a recent event at the XII Baltic Triennial, a 
cerebral, aesthetically arid show calling attention to our moment of 
environmental crisis, among other themes. 
The exhibition reminded me that we are living in the Anthropocene, a 
relatively new term denoting our current geological epoch. Some 
scientists say the period began when humans started to interfere with 
Earth’s ecosystems, as far back as the advent of agriculture. Artists 
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and theorists have embraced the appellation in critiquing 
anthropocentric thought. In the context of this triennial, the 
Anthropocene and its implications emerge not so much as an explicit 
theme but as a starting point for divergent aesthetic moves.  
The home of the Baltic Triennial since 1979, the Contemporary Art 
Centre in Vilnius has long been a bastion of the conceptual and the 
subversive. I’ve been visiting the gallery since 2001 and have come to 
expect little in the way of formal beauty or emotive pathos; a good 
deal of theoretical play, entropy, and whimsy is more likely to be on 
tap. If the CAC has a patron saint, it would have to be Fluxus 
impresario George Maciunas, a Lithuanian. (The gallery houses a 
permanent display of Fluxus artifacts.) 
What’s exciting in this year’s triennial is the collision between 
aesthetic theory and ecological concerns. How might a post-humanist 
conception of human civilization and its relation to the natural world 
influence our understanding of, or need for, aesthetic experience? 
Can art really be wrenched, theoretically speaking, from its position 
as a chiefly humanist, anthropocentric endeavor?  
Entering the exhibition on opening night, I first encountered sheer 
plastic tents housing climate-controlled workspaces in which young 
men and women hurried about in lab coats and medical masks, 
engaged in the production of “mycomorphs,” a futuristic fungal 
building material. This was Psychotropic House, one incarnation of a 
“research project” named Zooetics by Nomeda and Gediminas 
Urbonas, Lithuanian artists affiliated with the Norwegian University 
of Science & Technology and MIT, respectively. 
Inspired by J.G. Ballard’s story collection Vermilion Sands, 
Psychotropic House crosses speculative fiction with performance 
with scientific inquiry. The participants were growing mycelium in 
earnest, using flax, hemp, and straw; days later, pots of the stuff had 
bloomed into elegant fungal forms. Blurring distinctions between the 
aesthetic and the functional, between artistic and scientific inquiry, 
the Zooetics project provides one answer to its own question, posed 
in the Triennial program: “How might we move forward into the 
Anthropocene era with a radical shift in our approach to other life 
and biology’s own technologies?” Rather than consuming materials in 
manufacturing, we could work with life forms to grow what we need.  
In Psychotropic House, art models potential behaviors and human 
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endeavors. It’s a didactic enterprise, to be sure: the laboratory on 
display, augmented by various workshops and lectures, is an 
educational project at heart. It shares the urge to instruct with other 
projects featured in the show. 
The World in Which We Occur, an event led by Margarida 
Mendes and Jennifer Teets, featured live phone calls with 
various thinkers who each spoke in turn, via telephone, to an 
audience seated in the CAC’s cinema screening room. Over four 
ninety-minute sessions, Mendes and Teets invited contributors 
to pose questions of relevance to “the world in which we occur,” 
a phrase borrowed from pragmatist philosopher John Dewey. In 
asking their questions, the speakers addressed topics relating 
loosely to ecology and climate change. I listened in on a talk from 
a philosophy professor at Wesleyan named Lori Gruen who 
wanted us to recognize that polar bears and other animals grieve 
as humans do. 

The Dewey quote comes from Experience and Nature (1925): “The 
striving of man for objects of imagination is a continuation of natural 
processes; it is something man has learned from the world in which 
he occurs, not something which he arbitrarily injects into that world.” 
The passage calls attention to the process and sources of learning. In 
his later work Art as Experience, Dewey contends that a sustained 
experience of thought can be said to possess aesthetic power by virtue 
of being pervaded by consummated emotion. This insight came to 
mind as I considered a work that had nothing at all to do with 
ecology, Be As It May, a “lecture concert” given at the opening by 
French artist Perrine Bailleux. She sang out remarks on the Kazimir 
Malevich painting Sisters while playing synthesized music and 
showing slides on a large screen. The performance revealed an 
enlightening reading of the painting as a poignant critique of 
impressionism. Thanks in part to its musicality, Bailleux’s analysis 
took on emotional force.   
The earnest tone of these instructional projects is leavened by zanier 
works on display. Artist Jay Tan has presented a messy network of 
face-up stereo speakers. During the opening, viewers were invited to 
spit into them. Sound blasted from the speakers made the pooled 



	   atf ifteenprojects

saliva shudder and plume. Equally goofy, Robertas Narkus offered 
Boiling Fanta, among other curiosities; true to its name, the vat of 
soda steamed on a field of artificial grass carpet.  
The theme of repurposing, ubiquitous here, receives more elegant 
treatment from Polish artist Gizela Mickiewicz. The show includes 
two of her sculptures, both part of a series experimenting with 
materials of the future. Bringing the Singularity in consists of a strip 
of folded and undulating concrete canvas. Future Memories, a fragile, 
glassy construction, makes use of a substance called aerogel. Rather 
than demonstrating the utilitarian potential of a futuristic material, 
here the artist transforms industrial substance into aesthetic 
spectacle. 
In the exhibition program, curator Virginija Januškevičiūtė asks 
whether it is more apt today to speak of the “use of art” or “the art of 
uses.” The exhibition’s very design addresses this line of thought. 
Architect Andreas Angelidakis has plundered the CAC’s old exhibit 
materials and used them in designing the gallery’s spacious hall. 
Bolts of black cloth hung from the ceiling form tower-like structures 
in which the audience can view video works in the dark. Heavy panels 
are stood up to form barriers and shelters. Scrap-wood constitutes a 
staircase housing an array of photographs. 
The overall effect is an unfinished, improvised, makeshift look. It 
suits a triennial that favors process and practice, gesture and mess 
over formal refinement. One wonders if in the ominous ecological 
future we’ll have no patience for aesthetic pleasure of the Kantian 
variety. That’s a strident claim; let’s hope it isn’t true. 
 
CONTRIBUTOR 
Paul Jaskunas 
 
 
  
  


