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Monika Leisch-Kiesl

Contemporary Art Between “East” and “West”: 
Signs • Images • Codes 

Translated from German by Mikołaj Gołubiewski

Abstract: Thoroughly oriented towards visual science and semiotics, Monika Leisch-
Kiesl’s chapter takes us into the current debates of global art history and postcolonial 
studies. For a second time, this time virtually, she visits selected major international 
exhibitions of 2017, specifically the 57th Venice Biennale and documenta 14 in Kassel, 
to ask about the “Polish” artists available there. She analyzes selected works along 
the lines of the notions “Signs • Images • Codes” developed in her 2016 monograph 
ZeichenSetzung | BildWahrnehmung and shows how these concepts allow us to encounter 
different societies and cultures, which gives justice to both the feeling of proximity and 
the experience of Otherness.

Keywords: Global art history, postcolonial studies, Venice Biennale, documenta Kassel, 
Polish artists, otherness, semiotics

An Approach

I am not an expert on Polish art. Neither am I an expert in art history nor 
the avant-garde, nor contemporary art. I  approach the complex and het-
erogeneous field of artistic creation in Poland and among Polish artists as 
a seeker and learner. Of course, such an approach stands in the midst of 
debates about a “Global Art History” or the question of “art in inter- and 
trans-cultural contexts.” This is a firm research focus of our university, the 
Catholic Private University Linz, which gives special place to the question of 
forms of communication of art in/from Eastern/Central Europe.1 The interest 
of a non-Pole, specifically an Austrian, in Polish art must unavoidably lead 

 1 For an overview of the activities of the Faculty of Philosophy and Art History 
of the Private Catholic University Linz in the field of “Global Art History,” see 
ku-linz.at/kunstwissenschaft/forschung/global-art-history, with links to two lec-
ture series in Global Art History, the first from winter semester 2015/2016, the 
second from winter semester 2017/2018; the third one from winter semester 
2019/2020 is focused on Central and Eastern European contemporary art his-
torical narratives. The results of the first series of events were published in the 
book edited by Julia Allerstorfer and Monika Leisch-Kiesl, Global Art History. 
Transkulturelle Verortungen von Kunst und Kunstwissenschaft (Linzer Beiträge 

 

 

 

 

 

 



Monika Leisch-Kiesl228

to the awareness of the questions and theoretical approaches of postcolonial 
studies.2 Experiences of both closeness and strangeness characterize every 
such encounter between countries and cultures. The domination of the West 
and associated imperial structures are deeply embedded in our patterns of 
perception, thought, and action.

One may consider such a biography of an art historian as mine, with 
different facets, as exemplary of many researchers from Western/Central 
Europe. I have biographical roots in Hungary, friendly contacts with Bulgaria, 
whereas my interest in Poland developed not least from its current political 
situation. Moreover, I notice that I know very little about Poland from my 
history lessons from the 1970s in Linz and that I was never explicitly involved 
with this region in the course of my art history studies in mid-1990s Munich. 
There are but traces of a confrontation with Eastern/Central Europe in my 
teaching since the 2000s. For example, together with a Croatian colleague, 
I supervised a dissertation on Croatian art of the 20th century.3 Since 2011, 
my lecture Art History II (1800–Today), “Focus 3: Avant-Gardes in Central 
Europe,” glimpses at the situation in Eastern/Central Europe with a focus 
on the centers in Poznań, Kraków, Warszawa, and Łódź.4 I offer courses in 
Art Theory and Esthetics I and II, and since 2017 a lecture on Art Theory 
and Esthetics III, which deepens the theories and discourses of the twen-
tieth and twenty-first century. One of its five themes presents contributions 
from Eastern/Central Europe and Russia. I am currently in the process of 
establishing contacts with colleagues from Polish universities and cultural 
institutions. Translation is the constant companion and challenge in all of 
these initiatives, and not only due to Europe’s enormous linguistic diversity.

An expectation or one of my experiences from the study of art history and 
contemporary art is that dealing with the art of a country generally helps to 
see and understand “it” – the country’s political, cultural, and ideological 

zur Kunstwissenschaft und Philosophie 8, Bielefeld: transcript, 2017). The volume 
contains contributions in both German and English, and the abstracts are bilingual.

 2 For an introduction to the current theoretical debate, see the recent publication 
by Julia Allerstorfer, “The West and the Rest? De- und postkoloniale Perspektiven 
auf Kunst und Kunstgeschichte(n),” in: eds. Allerstorfer, Leisch-Kiesl, Global Art 
History, 2017, pp. 29–46. The especially interesting approaches are those by 
Monica Juneja and Christian Kravagna. Monica Juneja, Can Art History be Made 
Global? A Discipline in Transition (to be published in 2018); Christian Kravagna, 
Transmoderne. Eine Kunstgeschichte des Kontakts (Berlin: Polypen, 2017).

 3 Božo Raič, Kroatische Kunst in den neunziger Jahren des 20. Jahrhunderts. Malerei 
und Neue Medien (Linz, 2002).

 4 Cf. Timothy O. Benson, Monika Król,!Avantgarden! in Mitteleuropa 1910–1930, 
exhibition in Los Angeles County Museum of Art, Haus der Kunst München, and 
Martin-Gropius-Bau (Berlin, Leipzig 2002/2003).

 

 

 

 

 

 



Contemporary Art Between “East” and “West” 229

developments  – in a subtler manner. Simultaneously, dealing with “art” 
involves understanding things and moments that we could not learn from 
history books and media coverage. My contribution to the project gath-
ering experts in the histories of Polish art will be to employ fundamental 
reflections in visual studies to question the meaning and relevance of images 
(of art) – among others – in inter- and transcultural discourse. In doing so, 
I position my reflections in visual studies in the notion of “learning” or “for-
getting” [Lernen bzw. Ver/Lernen]. As a regular visitor to biennials and the 
documenta, I obviously encounter contemporary art from Eastern/Central 
Europe, not only from Poland. What do I learn and recognize from reflecting 
on such works? My explanations will first take us on a tour of two of these 
major exhibitions from the key events of 2017:  the Venice Biennale and 
documenta 14. In the course of this guided tour, I will explain the ways of 
“learning/forgetting” and with art as explained by the theorems of “signs”, 
“images”, “codes”: notions that I thoroughly discussed in my most recent 
study.5

“Polish Art” at the 57th Venice Biennale and documenta 14  
in Kassel

The difficulty of naming a presence of “Polish art” at last year’s major 
exhibitions already begins with a definition of the term “Polish art,” which 
is why I prefer the notion “artistic works from Poland.” But even this char-
acterization presents problems. On the one hand, its national borders shifted 
several times during the twentieth century. On the other hand, many artists 
born in the region of Poland lived and continue to live in different art centers 
in Europe and beyond or witnessed important stages of their artistic career 
in cities outside of Poland. In my search for clues, I therefore traverse shaky 
grounds and, as it were, constantly hop along their borders to and fro.

The Venice Biennale

The obvious thing to do is to head straight for the Polish Pavilion. Since its 
founding in 1895, the Venice Biennale based on the concept of a “world 
exhibition” with national curators. That is, the Biennale proposes itself as 
a “show of countries” with the aim of informing each other. From its very 

 5 Cf. Monika Leisch-Kiesl, ZeichenSetzung I  BildWahrnehmung. Toba 
Khedoori: Gezeichnete Malerei (Wien: Verlag für moderne Kunst, 2016). Parts of 
this book are translated into English under the title Evoking a Sign | Perceiving an 
Image. Toba Khedoori: Drawn Painting, © 2018, available online: www.leisch-
kiesl.com.
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beginnings, the Polish pavilion held a prominent position here. However, 
I  will begin my tour with the so-called international exhibition curated 
by the Frenchwoman Kristine Marcel under the slogan “Viva Arte Viva”. 
Among the total of 120 participants, we find a number of Central and 
Eastern Europeans, including two from Poland: Agnieszka Polska (born 
1985 in Lublin, lives and works in Berlin) and Alicja Kwade (born 1979 
in Katowice, lives and works in Berlin). Alicja Kwade is a conceptual artist 
of international renown who recently exhibited at Haus Konstruktiv in 
Zurich. Kwade appeared with two works at the Biennale. WeltenLinie is 
a walk-in mirror installation in the Venetian Arsenal while Pars pro Toto 
offers a site-specific installation of thirteen stone globes with outdoor sound, 
which seemed to both condense and fortify the gravel floor, the surface of the 
channel’s waters, and the surrounding architecture of the Arsenale. While we 
may perceive Kwade’s works as a continuation of the constructivist tenden-
cies of the Polish avant-garde, Agnieszka Polska directly focused her video 
Sensitization to Color (2009; ill. 1,2) in the Pavilion of Artists and Books 
on a fragment of Polish art history.6 The winner of the 2017 Nationalgalerie 
Berlin Prize for her ten-minute-long animated film What the Sun Has Seen, 
Polska pays with her Venetian film a grayscale cinematic homage to the artist 
Włodzimierz Borowski, born in 1930 in Kurów and deceased in Warsaw in 
2008. “Włodzimierz Borowski,” as the site Culture.pl explains, “was one of 
the artists whose work reflects the major changes in Polish avant-garde art 
from the 1950s until the end of the 1970s.”7

Let us move on to the Polish Pavilion, curated by Barbara Piwowarska, 
an art historian and freelance curator who works primarily in Warsaw.8 
Piwowarska invited the American filmmaker and photographer Sharon 
Lockhart to perform in the pavilion. Sharon Lockhart (born 1964 in 
Norwood, Massachusetts, lives and works in Los Angeles) is a photogra-
pher and filmmaker who quietly observes and documents social situations 
in different countries and continents. Lockhart often shows children and 
adolescents, snapshots from photo albums, but also everyday situations 
such as kitchen facilities or street situations. We should mention her work 
that dealt with Poland already in 2009. In Podwórka [Backyards], Lockhart 
describes the backyards of Łódź as children’s playgrounds.9 The title of her 
biennial presentation Little Review (Ill. 3,4) was inspired by the popular 
eponymous children’s supplement Mały Przegląd of the (Jewish) newspaper 

 6 The work is available at cagrp.org/view/venice2017/index.php?id=15984.
 7 culture.pl/en/artist/wlodzimierz-borowski.
 8 Cf. curatorsintl.org/collaborators/barbara_piwowarska.
 9 Cf. www.lockhartstudio.com/index.php?/films/podworka/.
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Contemporary Art Between “East” and “West” 231

Nasz Przegląd [Our Review], published between 1923 and 1939, the year of 
the German invasion of Poland.

Already this brief insight hints to the links between “East” and “West” in 
the contemporary art world. For instance, A French curator links two Polish 
works into one – internationally oriented – exhibition, while a Polish curator 
employs for the Polish Pavilion an American artist, who presents a work 
about Polish cultural and media history.

documenta Kassel

Adam Szymczyk, the artistic director of documenta 14, has received plenty 
of commentary. A  native Pole, Szymczyk studied art history in Warsaw, 
completed a curator education in Amsterdam, in 2003–2014 he was the 
director of Kunsthalle Basel, and in 2017 he was named the artistic director 
of documenta 14, which he introduced with the slogan “Learning from 
Athens”. And adequately, as its first part happened in Athens. What was 
the presence of “Polish” artists at this rare event? The visitors lively debated 
the more spectacular works, such as Realism by Artur Żmijewski, which is 
a six-channel digital video installation in black and white that allowed men 
that lost their legs in amputation to demonstrate how they cope with their 
everyday difficulties. Another popular piece was the photo tableau Real 
Nazis by Piotr Uklański shown in the Neue Galerie, which confronts the 
viewer with portrait photos (film stills) of mostly well-known personalities 
of real and semi-real (?) Nazis. Only a few rooms further, spanning over 
several spaces, we saw Tumeurs made by Alina Szapocznikow in 1970, 
a sculptural installation consisting of objects made of polyester resin and 
glass fiber mixed with photographs. Born in Kalisz, Poland, in 1926 and 
deceased in Paris in 1973, Szapocznikow is difficult to classify: she spent 
her youth in concentration camps, studied art in Prague and Paris, then 
returned to Poland, and finally died in France. Her works displayed at 
the documenta are a sculptural examination of her own disease of breast 
cancer. In the immediate vicinity of these shocking sculptures, we saw 
drawings by Wróblewski and Strzemiński, which – at first – seemed much 
quieter and more restrained. However, I will tend to them more as they 
develop my reflections on the “learning/forgetting” of art. The plaques 
under these works repeatedly mentioned “a Polish artist,” as was in the case 
of Andrzej Wróblewski (born 1927 in Vilnius, died in 1957 in the Tatras), 
characterized as follows: “in a departure from the patterns of Polish col-
orism, Wróblewski developed his own individual imagery.” The exhibition 
showed two series on paper, Mourning News from 1953, all of which allude 
to disasters and civil unrest – one to a flooding in the Netherlands – and 
another to street scenes from the People’s Republic of Poland, “in which 
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everything comes to a standstill, as the news of Stalin’s death appear on 
March 5, 1953.” Another work was by Władysław Strzemiński (born 1893 
in Minsk, died 1952 in Łódź) described as “an important representative of 
the Polish avant-garde” and further informed the viewer about his wounds 
received in the First World War, later his studies in Russia, and then about 
his emigration (?) in the early 1920s with his wife to Poland, finally about 
his stay during the Second World War in Łódź, where he witnessed mass 
deportations and the atrocities of the German occupation. We naturally 
assume that the graphite drawings from the 1940 series Deportations (Ill. 
5,6) reflect these experiences.

What can we learn from this brief presentation about the relations 
between “East” and “West” in the contemporary art world? documenta is 
no “world exhibition” like the Venice Biennale but an international/global 
exhibition against the background of the current situation of the world. If 
Biennale is more of an art show, documenta is a statement that uses the 
means of art. Looking at documenta 14 as a whole, we clearly notice that it 
was a political statement spanning a complex East–West and North–South 
network across the globe. We may thus succinctly answer the question about 
the role of Poland in this network. A Polish, internationally active curator 
brings to a worldwide exhibition, among many others, some works of Polish 
artists, who actively create in the present, as well as those who operated in 
the 1940s, 1950s, and 1970s.

The “Learning/Forgetting” of 
Art: “Signs” – “Images” – “Codes”

It is well known that Adam Szymczyk has called for “learning/forgetting” 
[Ver/Lernen] in the best sense of the word. How should we imagine the 
required cultural technique? I shaped this learning/forgetting from exhibi-
tion to exhibition for myself into the following image. I had the impression 
that I should constantly setup my mind anew to correctly see and read things. 
Hence, I apply the requirement of “learning/forgetting” to both events – the 
Venice Biennale and documenta 14 – and that with the focus on “Polish” 
contributions.

I had the impression that almost all the works address “remembering:” a 
call for remembering the Polish art and media history by Agnieszka Polska 
and Sharon Lockhart; a remembering of the Nazi era by Piotr Uklański, 
of the Holocaust by Alina Szapocznikow, of war mutilation by Artur 
Żmijewski, a documentary remembering of a natural disaster or a polit-
ical tremor by Andrzej Wróblewski, and a withdrawal of remembering by 
Władysław Strzemiński.

Do I “understand” what they want to remember? Yes and no.
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“Yes,” these works affect me in a fundamental way regarding the percep-
tion of art. Therefore, I will initially reflect on them as “images.” And “no,” 
I do not know many things. Works like the ones mentioned here are partly 
based on extensive research; conversely, this results in the frequently voiced 
reproach that such works are too intellectual. This is the place, in which we 
need “codes” to help us. Finally, under the concept of “signs,” I will try to 
show how works of art awaken the “gaze” of the beholder.

Images

If I  describe the works as “images,” then I  would first describe the phe-
nomena of sensory perception based on the theory of phenomenology. All 
people make such perceptions more or less in the same way, whereby they 
use them differently and link with them different experiences.

In the example of Agnieszka Polska, I would describe the cinematic sur-
face of black and white, the sound of a male voice (initially incomprehensible 
to all unfamiliar with Polish), a calm rhythm of filmed photographs, fade-
outs, the movement through exhibition spaces captured by the hand-held 
camera, and close-ups. Everyone associates certain experiences and feelings 
with these elements, regardless of their cultural background.

If I describe the works as “images,” then in the case of Sharon Lockhart 
I would describe the calm mode of observation, the skilfully staged and per-
fectly crafted photographs, and the postures or movements of the youth 
presented as if in slow-motion. Thence, a hermetic situation arises from the 
perfection of these images, initially captivating, but we quickly become irri-
tated by the uncertainty whether we have already understood everything…

If I  describe the works as “images,” in the case of Artur Żmijewski 
I would describe a spatial situation that places viewers in a position in which 
they can never survey everything at the same time, thereby overstraining 
and irritating them; thus, I  describe the individual scenes that create a 
rather unpleasant intimacy that shock and cause disgust on the one hand, 
while, on the other hand, touch almost tenderly. These scenes awake in all 
visitors associations and memories of injuries, wars, athletic training, or the 
banalities of everyday life.

If I describe the works as “images,” in the case of Piotr Uklański I would 
first describe the color effect of the photo tableau, then the confronta-
tion with sometimes unpleasantly familiar faces, mixed with other, often 
unknown; I describe how to think about what possibly – indeed – connects 
them. And we suddenly find ourselves in a situation in which we do not 
know whether we want to solve the riddle or not.

If I describe the works as “images,” in the case of Alina Szapocznikow 
I would describe the dirty, iridescent surface, the light-pink to brown-gray 
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coloring, the amorphous monsters, the intrusive and simultaneously labile 
presence of the objects that also cast shadows. They may stir resistance: Do 
I really have to watch this in the atmosphere of the exhibition, in which I just 
delved into the reading of drawings?

When I describe the works as “images,” in the case of Andrzej Wróblewski 
I describe the contrast of black/gray, on the one hand, and cream/ocher, on 
the other, the rough paintbrush artworks, the line of waiting people who, in 
their seriousness, do not lack a certain element of the comic. Hence, we get 
the impression of a reportage of unknown content, but general enough that 
they could be easily transferred to more familiar cases.

When I  describe the works as “images,” in the case of Władysław 
Strzemiński I describe the fragile but equally sure line, the wavy lines that 
shape the contours, I recognize or only guess human shapes – and a hunch 
that all the figure fragments are figures of people’s backs...

Images influence and create a specific situation of attention. The examina-
tion of the works, possibly combined with even sketchy hints, put recipients 
in a certain mood, a special condition of concentration, let them experi-
ence and evoke memories, awaken associations, gain insights about… What 
do I  say now? What do they evoke? They appear different yet somehow 
connected. Polish art and media history, the fate of Poland, persecution 
and war, illness and mutilation, refugees... In short, the examination of art 
evokes sensations, forms experiences, gives knowledge, which can only be 
won as/in the “image.”

Simultaneously, as an art scientist and philosopher who grew up in Western 
and Central Europe (in the German-speaking area), I do not “understand” 
much. This is the point in which, according to the established terminology, 
what comes into play are “codes.”

Codes

Based on semiotics, the notion of “codes” allows us to explain and reflect 
on the social and cultural contextualization of art production and reception. 
With their own prior knowledge, all visitors will understand some codes 
without problems (and without reflection), but not many. In this point, they 
must inform themselves. Their willingness to do this varies depending on the 
quality of the artistic work and the disposition of the respective visitor, as 
shown by spontaneously expressed and medially disseminated critiques of 
the exhibition.

For example, in the case of Agnieszka Polska I understand that it must be 
the art of the 1940s and 1950s, while I suspect an Eastern European work on 
the basis of the sound of the language, references to fashion, and the atmo-
sphere of the time. I have not yet known Włodzimierz Borowski – I  read 
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about him from the English subtitles – and might be curious to find out more 
about this artist.

In the text accompanying the Sharon Lockhart’s presentation in the 
Polish Pavilion, we learn that: “The name of the project by Sharon Lockhart 
refers to Mały Przegląd [Little Review], a historical newspaper supplement 
to the popular magazine Nasz Przegląd [Our Review], written and edited 
entirely by children. Mały Przegląd was founded by Janusz Korczak  – a 
prominent pedagogue and writer with a revolutionary approach to the issue 
of children’s rights and the need to listen to their voice, which was published 
in 1923–1939. It featured sections on politics, sports, and culture, written by 
children functioning as correspondents from all over Poland. The children 
were given a chance to present their broad knowledge and accurate observa-
tion on the world as well as prove their unique receptivity.” This description 
is combined with the large-format photographs of young people, gathered 
over an open magazine. But the explanation helps to connect the reading 
of the young people with an important chapter of Polish or Polish-Jewish/
Jewish-Polish self-understanding. On the basis of this, visitors may be moti-
vated to learn about the media landscape and the fate of Poland in the 1930s 
(and beyond).

Let us briefly address the “codes” of further works. The explanatory text 
under Żmijewski’s work refers to the Chechen war; by Alina Szapocznikow 
we read about concentration camps; while Piotr Uklański is accompanied 
by the obvious and possibly secret machinations of the Nazi regime. The 
same applies to the graphic works by Andrzej Wróblewski and Władysław 
Strzemiński. The analysis of the codes relevant for the presented works helps 
to understand intellectually the thematic contents and, thus, enables a social 
and cultural contextualization of the works, which are initially considered 
more intuitively.

Signs

The notion of the “sign,” which is again borrowed from semiotics, more 
precisely the notion of “evoking a sign” [ZeichenSetzung] extended 
by phenomenological ideas, enables me to clarify the question of how 
“images”/“artworks” gain individual and social relevance. An image, 
particularly a drawing, has a genuine openness. An image (of art) does 
not only “work;” it is not just located in a complex field of “codes;” it 
“communicates” with its viewers. What does that mean? The punch line 
surfaces from two of the abovementioned works.

Let us choose a photograph from Sharon Lockhart’s serially structured 
work Mały Przegląd. At first, viewers feel like they are in a theatrically 
charged situation; they recognize reading and possibly associate it with the 
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reading room of a library. But then there is also the situation of staging – for 
whom? – and in the selected work viewers may notice the look of one of the 
young people from the picture. Thus, what viewers initially observe from a 
certain distance becomes a situation of the Other. This look is a challenge.

A thought by Gilles Deleuze helps to characterize this elusive challenge in 
the encounter with art. In a small book Proust et les signes [Proust and the 
Signs, 1964],10 Deleuze attempts to read Marcel Proust’s À la recherche du 
temps perdu [In Search of Lost Time] with the notion of the sign. Therefore, 
everything is a sign, and Deleuze distinguishes four types of signs: social signs, 
signs of love, sensory signs, and signs of art. They stimulate and regulate the 
entire social life. I see the point of Deleuze’s/Proust’s understanding of signs 
in the fact that he does not ask about the origin, but rather about the effect 
of the signs. Signs influence the individual, which keeps individual and social 
life going. For our considerations in this chapter, the most revealing type of 
sign is not that of art – as one might assume – but rather the third type: the 
sensory signs. This type entails an intense sensory experience, which we do 
not immediately understand but feel like an imperative that allows us to seek 
meaning. This is what I wanted to show with the above examples: the entan-
glement of a sensory experience in the image and the appeal for a confron-
tation in the realm of signs that leads further and stimulates our cognitive 
capacity more. I call this shift from perception to thought, or the answer to 
this appeal, “evoking a sign.”

To allow Gilles Deleuze speak:  “The leitmotif of Time regained is the 
word “force”:  impressions that force us to look, encounters that force us 
to interpret, expressions that force us to think.”11 He points to a genuine 
productivity of reading signs. “To think,” continues Deleuze, “is always to 
interpret – to explicate, to develop, to decipher, to translate a sign.”12

Less obvious, but equally effective, is this appellative quality of the “sign” 
in graphic art. Let us recall Władysław Strzemiński’s Deportations again. 
Their strength lies precisely in their fragility; in the yellowed paper; in their 
equally steady yet irritated stroke; in the frayed and fringed outline; in the 
shaky signature. Even without the historical reference, one gets the impres-
sion of a withdrawal, a farewell, a fading of what was left behind and 
never noticed again. The knowledge of the historical circumstances charges 
these works with content, seriousness, and urgency. And yet they are not 

 10 Gilles Deleuze, Proust and Signs. The Complete Text (Minnesota: University of 
Minnesota Press, 2000); French original: Proust et les signes, 1964.

 11 Deleuze, Proust and Signs, p. 95.
 12 Deluze, Proust and Signs, p. 97.
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spellbound by this unique historical event. It is precisely in their unpreten-
tious appearance that they are open to a continuation and further narrative.

Drawings touch us with an authentic manner, often in their withdrawal, 
in what they do not show, and – they let us think.

Signs • Images • Codes Between “East” and “West”

I argue that the examination of works of art from even the lesser-known 
cultures and societies along the lines of “image,” “code,” and “sign” or 
“evoking a sign” helps us access a deeper reflection. Moreover, it enables 
the perception of what is closest to us, the intuitive understanding in the 
observation of images, and the experience of the Other via the irritation 
that we do not understand the language(s), as well as the thematization of 
historical and political contexts. The notion of “evoking a sign” combines 
the – ultimately theoretically incomprehensible – impact of art and its cogni-
tive output as an individual and collective relevance.

Ill. 1: Agnieszka Polska. Sensitization to Colour/Uczulanie na kolor, 2009, video, 
5’02”, 57th Venice Biennale, Viva Arte Viva, Pavilion of Artists and Books, 2017. 
Photos: Francesco Galli, Images courtesy of Venice Biennale. Video available 
at: http://cagrp.org/view/venice2017/index.php?id=15984. Video © the artist and 
courtesy of ŻAK | BRANICKA, Berlin.
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Ill. 2: Agnieszka Polska. Sensitization to Colour/Uczulanie na kolor, 2009, video, 
5’02”, detail https://art-collection-telekom.com/de/artwork/agnieszka-polska/
three-videos-narration-sensitization-colour.

Ill. 3: Sharon Lockhart. Little Review, 2017, 57th Venice Biennale, Giardini, Polish 
Pavillon, detail: http://labiennale.art.pl/en/wystawy/little-review/. Courtesy: Polish 
Pavilion. Photo: Bartosz Górka.
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Ill. 4: Sharon Lockhart, Today in Politics, Our Review, No 167 (8863), June 16, 
1939, National Library of Poland, Warsaw, February 3, 2017, framed chromogenic 
print, 161,3 x 200,7 cm. Image: Courtesy of the artist, Gladstone Gallery, 
New York and Brussels, neugerriemschneider, Berlin, and Zachęta – National 
Gallery of Art, Warsaw.

Ill. 5: Władysław Strzemiński. Deportations, 1940, graphite on paper, documenta 
14, Kassel, Neue Galerie. Photo: Monika Leisch-Kiesl.
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Ill. 6: Detail: Władysław Strzemiński. At the sidewalk, from the series 
Deportations, 1940, graphite on paper documenta 14, Kassel, Neue Galerie. 
Photo: Monika Leisch-Kiesl.
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