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Dear Readers!

The seventh issue of dsignn magazine opens
a polyphonic discussion on contemporary
design — its materiality, emotionality, and
the constant intermingling of the physical
and digital worlds. The authors of this issue’s
texts show how technology becomes a creati-
ve, educational, and cultural partner in the
design process. From digital prototyping in
fashion to reflections on the absent body in
art, from conservation laboratories to empa-
thetic universal design — this issue serves as
a map of diverse explorations.

At the center of attention remains the Hu-
man: sensitivity, the need for participation,
and the ability to reinterpret tradition. The
articles reveal that contemporary design is
not so much about creating objects as it is
about building relationships — between the
past and the future, between reality and ima-
gination, between science and intuition.

A symbolic culmination of this issue is the
exhibition “Light and Shadow, Emptiness
and Fullness”, in which black-and-white
works become a metaphor for this delica-
te balance — between contrast and harmo-
ny, between presence and absence — that
defines today’s language of art and design.
We wish you an enjoyable read!

Dsignn Editorial Team
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“ROAD SIGNS INEY .11 3

Aina Strode, PhD

. Diana Apele

Ineta Auzane

hen driving along the roads of Latga-
Wle, there are things that catch the eye.
These are Latgale road signs in the li-

teral and figurative sense. There are road signs
that indicate the name of a place, a bus stop, etc.
But isn’t a road sign also a milk stand on the side
of the road, a person, a mailbox, an old wooden
house with openwork window decorations, a lake,
a river, dead ash trees or an old oak tree with
branches leaning over the road, a church, a brid-

peer-reviewed
article

#photography #graphic design #photographic album #Latgale
#road signs

Abstract

The search for historical landscape studies can be a fascina-
ting and educational process, allowing one to learn about
past events and their impact on today's landscape. While
working on the research, the authors paid attention to vario-
us searches for historical landscape studies in order to best
present the research topic, which is closely related to the
historical landscape of Latgale.To address the issue of pre-
serving the cultural and historical environment of Latgale,
topics were collected and included in the photo album “ROAD
SIGNS OF LATGALE.” These include mailboxes, bus stops, bus
stop signs, milk tables, movable road signs, crucifixes, hay-
stacks, churches of Latgale, wooden houses, window decora-
tions of houses, and people. The photo reports were created
thematically, analyzing their visual and informational value.

ge, a cemetery, an apple orchard, a blue tractor,
a currant bush, a crucifix, a haystack and flowe-
ring bushes in the garden of an abandoned house?

Over time, a lot has changed. The rural land-
scapes of childhood memories were completely
different. Now, driving along the road between
hills and lakes, guest houses appear that usual-
ly do not fit into the landscape view and rebuilt
old houses that have been deprived of the story of
their beautiful windows. Then all that remains is

dsignn  no.7 — 2/2025



to say — yes, everything is ruined here — let’s dri-
ve on, there is nothing to see here! Sad, but at the
same time we can say that poverty in Latgale has
given us the opportunity to keep many things au-
thentic and unspoiled, because right around the
bend in an overgrown apple orchard hides an old
farmhouse with lacy window decorations, delica-
tely glazed porch windows, proportional shapes of
buildings. You can say that everything is as it sho-
uld be — for real! But the house has no owner who
knows how to appreciate and preserve it.

Many people think that everything that is old
and decaying must be demolished. This is the
wrong solution, because such houses exist only
in Latgale! They can be saved, “canned”, not to-
uched, left for the future, because they do not
bother anyone. The same can be said about many
other things that we see while driving on the road.
That is how the idea came to collect themes in
photo stories to raise the issue of preserving the
environment that bears historical testimony and
to create a photo album.

The purpose of the research: to create a photo album
about Latgale in order to raise the issue of environmen-
tal preservation, which bears historical evidence.

Research methods: theoretical - research of literature
and Internet sources; empirical — observation, analysis
of the data obtained in the study (photographs).

Research methodology

The study used theoretical and empirical rese-
arch methods. Qualitative research is based on
the analysis of data collected as a result of the
observation method. Observation is a data col-
lection method that allows analyzing the social
world from the perspective of an external ob-
server in order to test theories about phenomena
and processes based on their manifestations and
distribution. Unlike observation in everyday con-
ditions, exploratory observation is more focused
and systematic. The researcher must define what
he wants to observe and how to record it. Open ob-
servation was used, which is defined as a type of
observation that does not involve the use of pre-
-prepared topics or observation protocols, the re-
searcher is guided only by the research questions
he raises [1]. The authors conducted observations
during photo fixation from March 2022 to Febru-
ary 2023. In 2024, the results of the study were

compiled in the photo album “ROAD SIGNS IN
LATGALE”, the content and artistic value of the
photographs was important during the photo se-
lection stage. In turn, in 2025, the album will be
published in paper format.

Research results

The quest for historical landscape research can be
a fascinating and educational process that allows
you to learn about past events and their impact
on today’s landscape. While working on the study,
the authors paid attention to various quests for
historical landscape research in order to best re-
veal the research topic, which is closely related to
the historical landscape in Latgale.

Historical landscape research should begin
with a study of literary sources. Libraries, archi-
ves and digital resources can be useful in this
process. The authors of the work studied the li-
terature to obtain information not only about the
Latgale environment, but also to understand the
relevance and importance of photo albums today.
A study of historical books, documents and other
literature related to the Latgale region and the
creation of photo albums was carried out.

Visits to historical sites played an important
role in the study of the historical landscape of Lat-
gale. Visiting historical sites, such as museums,
old towns, ancient castle ruins and other impor-
tant landscape elements, gives the best idea of the
place under study.

Pay attention to manors and castles. Manors
and castle ruins are often well-preserved histo-
rical monuments. By studying their history and
significance in the local context, you can learn
a lot of necessary information about the environ-
ment and landscape under study. Also, by visiting
archaeological excavations, you can see what has
been discovered in the past and what way of life
was in the past. It is important to talk to experts
and locals. By contacting historians, museum
staff, or locals, you can gain additional informa-
tion about specific historical sites or events.

Nowadays, any research is unthinkable witho-
ut exploring digital resources. When conducting
research, one must examine digital archives, mu-
seum collections, and historical portals, where
photographs, documents, and other materials can
be examined.

The authors paid the greatest attention to ter-
ritorial research trips in the development of the
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study. Going to places related to histo-
rical landscapes allows for greater rese-
arch, as it allows you to see and under-
stand the landscape from a historical
perspective. Trips are impossible to do
without studying geographical and hi-
storical maps.

Maps help to understand how the
landscape has changed over time and
what historical factors have been.Many
of these research methods were used by
the authors in the development of the-
ir research, with the study of historical
roads playing a significant role.

During the development of the re-
search, while conducting research and
photographing sections of roads, the
authors often managed to find environ-
mental objects that were later reco-
gnized in museum archives or private
photo collections. In Figure 1, you can
see a window from Bikernieki parish,
a photograph of which is in the zudusi-
latvija.lv photo collection.

Looking at the 1st picture, you can see
that, despite the fact that the pictures
are different — one is in color and the
other is in black and white, people tried
to preserve the architectural element,

Fig. 1Window in the historical perspective
Source: left https://zudusilatvija.lv/objects/object/6954/ and to the right. Source: photo by I. Auzane.

or window. Some time ago, it was pain-
ted, but the decorative board above the
window has disappeared. It is precisely
this kind of change that makes us think
about our values, about preserving and
cherishing them.

Developing a concept
for a photo album theme
By obtaining extensive information
about the history of photography, the
peculiarities of the Latgale landscape,
studying printing technologies and mo-
dern design trends, as well as gathering
information about photo albums, it be-
came clear what the concept of the new
photo album should be. It should co-
nvey Latgalian warmth, both in terms of
content and composition, creating the
lost and remaining values of Latgale.

However, it should be understood
that when developing a photo album
for printing, various elements must be
carefully considered to ensure that the
final product is visually attractive, user-
-friendly and effectively conveys the in-
tended message

Analyzing the information obtained,
the authors of the study conclude that




the influence of social media also played an im-
portant role in the photo album “ROAD SIGNS IN
LATGALE”. They helped to conduct not only em-
pirical research, but also to understand how the
social network viewer relates to various photo-
graphs that reflect the atmosphere characteristic
of Latgale. This research helped to more seriously
choose the list of topics to be published in the
photo album.

Historical objects in the road landscape can
make a diverse contribution to the travel expe-
rience and understanding of local culture. These
objects can be both natural formations, such as
ancient mounds, rivers or forests, and man-ma-
de, such as houses, farmsteads, churches, village
remains or monuments. Historical objects can be
a researcher’s research topic, because in the mo-
dern Latgale road landscape, one can encounter
a great many historical environmental objects.

Historic sites often serve as symbols of identi-
ty. They are associated with the local community
and can be a source of pride in the history, art, and
traditions of a region. These sites foster a connec-
tion between people and their cultural heritage.
Historic sites play an important role not only
in preserving culture and history [2], but also in
enhancing the travel experience and providing
an educational experience. Travelers have the
opportunity to both enjoy visual and architectu-
ral beauty and gain a deeper understanding of the
rich history and heritage of the region they are
visiting.

Environmental features in the roadside land-
scape can offer interesting insights into the past
and cultural heritage. Various roadside features
or nearby landmarks are often linked to the histo-

e

ry, traditions or significant events of the region.
Some examples include:

o (Crucifixes — Information is found on Internet re-
sources that Latgale is the only region in Latvia
where crucifixes are found outside of chur-
ches or residential premises. For example, the
Latvian Wikipedia page about crucifixes states:
“The crucifixes of Latgalian villages and road-
sides are symbols of the Christian faith and
objects of sacred art, which are most often fo-
und in Latgale on roadsides or crossroads [3].
“There was at least one crucifix in every villa-
ge in Latgale, and in the largest ones even two:
one at each end of the village. It was a unifier
and a rallying point for people” [4]. This is how
Wikipedia explains the crucifix (figs. 2, 3, 4).

e House window decorations — Architect Péteris
Blums says that nowhere else in Latvia can you
see the window decorations characteristic of
Latgale. He points out their significance: “This
is how communication takes place through the
window — you see the world, the world sees you.
Various ornamental signs, so-called amulets,
are used in window decorations — for protec-
tion or to invoke favor from higher powers and
also show the identity of the homeowner” [5].
During the observation, it was concluded that
the window decorations (fig. 5, 6, 7, 8) are very
diverse and that it is almost impossible to find
two identical ones. Many windows do not have
window shutters, many did not have them. The
texture of the walls of wooden houses highli-
ghts the color of the window decorations that
have faded in the sun, creating a picturesque

Fig. 2, 3, 4 Latgale road signs. Crucifixes. Road section Viski - Aglona, Graveri - 0kra. Source: photo by I. Auzane.
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mood and highlighting their shape.
A precise rhythm of ornament and
a graceful stylization of vegetation
were seen in the decorations. When
studying and photographing win-
dows, one may want to recognize the
handwriting of the masters. When
photographing window decora-
tions, it was concluded that a com-
mon style appears in windows at
specific sections of the road. There
is a pronounced variety of window
decorations in cities, because in the
post-war years many houses from
different regions were transferred to
the city.

Milk tables — Milk tables are small ar-
chitectural forms located on the sides
of Latgale roads (fig. 9, 10). Despite
their common function, a variety of

Fig. 5, 6,7, 8 Latgale road signs. Window decorations. Source: photo by I. Auzane.

their forms was observed. Functio-
nally, they can be used for transfer-
ring milk cans or for aesthetic ple-
asure. It was observed that reflectors
are attached to several tables.
Latgalian milk tables have attracted
the attention of travelers. For exam-
ple, Laura Melne, editor of the news
website ReTV.v, has described the
recognition of the beauty and inte-
restingness of milk tables on social
media: “For several months now, you
can follow the milk table gallery and
stories on the social media Insta-
gram account “@pina_golds”. It is
maintained by Latgalians Amanda
Anusane and Vizma Micule. Micule
points out the features that make
milk tables special: “First of all, the
fact that a milk table cannot be bo-
ught ready-made in a store, there is
no single standard for it. Each owner
makes a milk table according to the-
ir individual “project” and available
resources. Mostly the raw material
is wood, but there are also various
metal structures. If we look at the
design of milk tables, then it is also
a completely free flight of people’s
imagination — some milk tables are
very minimalistic, others have some
decorative elements. We have even
seen a milk table with wood carvings!
What makes milk tables even more
special is that their time is numbe-
red. In many places, milk tables are
no longer used for milk delivery, be-
cause the milk machine takes milk
“straight” from the milk house and
the milk machines are equipped with
a hose through which milk is pum-
ped out of the cans, which no longer
need to be placed on a platform —
they can stand on the ground. The-
refore, the main function of the milk
table — a platform for convenient
lifting of the can and pouring it into
the machine’s tank — is no longer ne-
eded. But we have noticed that many
milk tables still serve as letterbox
stands” [6].

dsignn  No.7 — 2/2025



Fig. 9, 10 Lateale road signs. Milk stalls. Road section Aglona - Dagda. Source: photo by I. Auzane.

o Haystacks — Haystacks used to be an
integral part of the Latvian landsca-
pe, but now they have become a rari-
ty. Hay was traditionally stacked and
dried in haystacks. Nowadays, hay
is no longer placed in stacks. While
driving, views of hay bales were ob-
served — rhythmically arranged, cha-
otically arranged, packed and unpac-
ked. Haystacks stacked in stacks were
also seen (fig. 11, 12, 13). The topics
examined are unique to each region
of Latvia. We know that human acti-
vity differs in each region of Latvia,
even in a county, because people’s
mentality is different. The authors
of the study wanted to emphasize the
special character of the Latgale re-
gion by examining the topics discus-
sed above. They were included in the
graphic design of the photo album
and supplemented with other impor-
tant topics.

Composition, color scheme and typefa-
ce graphic design for the photo album
“ROAD SIGNS IN LATGALE"

Visual history, or visual history, is an
approach that uses images, graphics,
photographs, films, paintings, and other

visual elements to understand and in-
terpret the past. This approach offers
the opportunity to see historical events
and processes through visual materials,
which can be a powerful way to deepen
understanding of the past and promote
emotional and sensory connections to
historical events.

During the development of the pro-
ject, I. Auzane (one of the authors of
the study) made more than 160 win-
dow photofixations. The page layout
shows 144 window photos. As the au-
thors of the study note, this is the most
valuable asset during the development
of the photo album. A window tells its
own story about each house. It reflects
its own unique mood. Each master,
working on the design of the window,
invested not only work, but also his
soul, trying to make the window for
a specific homeowner, thus making the
building special. A photo collage of win-
dows was also used in the design of the
album cover (fig. 14).

The color scheme of the photo album
is both bright and neutral. The page
backgrounds are matched to the tona-
lity of the photographs — highlighting
or neutrally merging the photo collage
into one image. The authors of the stu-

Fig. 11,12, 13 Latgale road signs. Haystacks and hay bales. Road section Jaundome-Andzeli. Source: photo by I. Auzane.
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Fig. 14 Cover of the photo album “ROAD SIGNS IN LATGALE". The graphic design of the cover of the photo album

is made up of a photo collage of windows. Design and photo by 1. Auzane.

dy aimed to highlight the content of the
photograph, showing what is characte-
ristic of the Latgale environment, the-
refore, based on the color scheme of the
photographs, a basic tone was chosen
that would accentuate the photographs
in the page layout (fig. 15).

The use of text in the photo album
is very conceptual. It is used in the an-
notation, table of contents, topic titles
(fig. 16), and in the conclusion. The lo-
cation of the objects is not indicated
in the photo album in order to provide
inspiration for travel and to find these

environmental objects on their own.
The content of the photographs tells
the Latgalian story in itself, therefo-
re, the authors of the study decided to
leave the photographs as the narrator
(fig. 17). The topics and annotation are
in Latgalian, which reinforces the au-
thors’ concept and the expression of
Latgalianism in the photo album. The
font style Hyphenate was chosen. It is
laconic, unobtrusive, and simple. The
authors believe that this font choice will
further emphasize the main character
of the photo album — the photograph.

dsignn  No.7 — 2/2025



Fig. 15 The color scheme of the pages of the photo album “ROAD SIGNS IN LATGALE". Design and photo by I. Auzane.

SATA

Fig. 16 Layout of the photo album “ROAD SIGNS IN LATGALE" for the chapter “Home” I. Design and photo by |. Auzane.
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In the photo album layouts, you can
see the placement of photographs on
the page area (fig. 15, 16, 17, 18). Photo-
graphs are placed in a collage or one by
one. The edge of some photographs is
composed to the edge of the page, thus
creating the impression of spaciousness
in the photo album layout.

The size of the photo album is 23x23
cm. The square page composition allo-
wed to place the photographs in such
a way that they are well visible to eve-
ryone interested. A photo album of this
format is easy to hold in your hands
and flip through the pages. Based on
the development of the layout and the
printout of the pilot edition, the authors
concluded that this is a very successful
size for a photo album.

Conclusions
In order to highlight the issue of pre-
serving the cultural and historical
environment in Latgale, topics were
collected and included in the photo
album “ROAD SIGNS IN LATGALE”.
These are mailboxes, bus stops, bus stop
signs, milk tables, moving road signs,
crucifixes, haystacks, Latgale churches,
wooden houses, house window deco-
rations, and people. Photo stories were
created by topic, analyzing the visual
and informative value of the topic.
Analyzing the work undertaken, it
was concluded that, after researching
social networks, publications and pu-
blications, the topics envisaged in the
work are relevant. Photo stories can be
used as teaching material when lear-
ning the history of Latgale, as the infor-
mation will be visual and memorable.
During the research process, new to-
pics will be created, for example — road
bridges; rivers and lakes; old country

house gardens; large trees; cemeteries;
beaver mischief on the roadsides; road
ditches; clay buildings; bathhouses;
benches by old houses on the roadsi-
de, etc,, as well as existing topics will be
supplemented and developed. L

Aina Strode, PhD
Diana Apele
Ineta Auzane
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Stepping

Outsid

On Work with
Students and
Generative

Photography
Going Astray

Maciej Lewandowski Photograph taken during the Digital Photography
Workshop under the supervision of Justyna Staskiewicz-Jonak, PhD



Justyna Staskiewicz-Jonak, PhD

#digital photography #photographic art #photography education #one-point perspective
#composition #generative art #source image #art education

ontemporary digital photo-

graphy has been developing in

various aspects. It follows the
demand for various types of documen-
tation, creates illustrations for articles
in daily newspapers, information pu-
blications, publications on fashion etc.
Human curiosity is also a driver for
image hunters, travelling the world in
search of reportage, sensation, illustra-
tion. In their first steps, a photography
student involuntarily imitates popular
poses and compositions, stereotypes, or
fashion icons. There is nothing wrong
with that, it is natural for visual arts to
learn through watching and imitation.
Specific, familiar shots may seem de-
sirable, particularly at the beginning
they are more interesting than a search
for new presentations. Stepping outside
the box requires effort.

Jan Bulhak introduced the term
“photographic art” as an artistic, well-
-thought-out form of photography; Ba-
sed on his criteria, digital photographic
art is distinguished today from digital,
generative or analog graphics inspired
by photography.

Can digital photographic art be consi-
dered art? Much less often than graphics,
sculpture or painting. The difference

stems from the nature of the tool; photo-
graphy, in its basic and common appli-
cation, is by definition imitative, where-
as painting, graphics, sculpture by their
very nature require mechanical transpo-
sition of observation into gesture, which
necessarily requires individuality and
at the same time guarantees it. If we un-
derstand art as a language of processing
sensory data into metaphor, for example
a visual one, we can try to apply certa-
in “gradation” the more consciously
the object referred to as the “work of
art” is created, the more knowledge and
thought (understanding of technical
aspects, historical or cultural contexts,
etc, and our own relationship to it) is
involved by the artist in the process of
creation, and the more the work is “arti-
ficial” and “creative” and less “imitative”.
In a digital darkroom we can obtain pho-
tographic prints with a very interesting
spectrum of artistic effects (solarisation,
cyanotype, tritone, exposing the negative
in the analogue meaning of this word).
New styles in digital photography often
stem from a fascination with digital dar-
kroom tools. As in any field of art, it is
also necessary here to avoid schematism
and subordination to the algorithm.
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Magdalena Laskowska Photograph taken during'the Digital Photography
Workshop under the supervision of Justyna Staskiewicz-Jonak,.PhD

It is impossible not to include ar-
tificial intelligence in these musings.
It is very alluring, it is the “enchanted
pencil®” of our times, but its properties
are imitative and predictable, maybe it
is perceived similarly to photography
at its beginnings? Its charm lies in the
returns to well-known motifs. By de-
finition, it feeds on what has already
existed. In the creative photography
education, however, the emphasis is on
the need to formulate individual and
reliable narratives providing tools to go
beyond the “database” — to understand
the mechanisms that build it and allow
for the creation of something new, albe-
itembedded in a broad cultural context.

Digital photographic art, freed from
the obligation to record everything,
may rely on such graphic foundations
as rhythm, perspective, structure, and
composition. In other words, regard-

less of the simplicity or complexity of
an image, grammatical or semantic
narrative enclosed within the frame-
work of the composition should appear.
Distributing compositional weight and
zooming in or out of the frame are just
some of the elements of the canon of
image building taken into account by
contemporary masters of this medium.

There are many different artistic
aspects of photography and the talents
necessary to perform it are also diffe-
rent. For example, there is constant de-
mand for portrait photography. A pro-
fessional portrait session requires tact
and sensitiveness from both parties,
especially the photographer. The psy-
chological element is very important,
working together can involve crossing
personal boundaries, therefore clear
understanding between the model and
the photographer is necessary. These
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problems become even more complicated during
the production of a reportage in which the ethi-
cal element plays a very important role. There are
photographic talents focusing on the gesture, in-
dividuality, creation. Some artists can build ten-
sion and record events in an intriguing way, and
others mainly concentrate on structure.

Working with students

The digital photography education carries many
challenges. This very popular, accessible and
dynamically developing medium is the youn-
ger sister of analogue photography. The core is
seemingly the same, but their comparison makes
it impossible not to notice how easy it is to master
the handing of a digital camera in terms of theory
and technological aspects. This generates unpre-
cedented interest in taking photographs which
record various aspects of life. Also, memory banks
in which photographs exist only in a digital form
make you lazy. A serious challenge appears on top
of the preparation for and taking the photograph,
as well as the processing of the digital file — pre-
paring students to select the appropriate medium
to preserve the given work. We have a huge histo-
ric heritage at our disposal here, both in the field
of photography and printing.

The ubiquitous screen limits the creator and
deprives the average user of the opportunity to
explore the plastic boundaries of the image. The-
refore, when working with students, I take a great
care to ensure that they consciously build the cor-
rect pattern.

Drawing a clear demarcation line between digi-
tal photographic art and graphics that use photo-
graphy is a difficult task. This line is determined
in teaching practice, during the analysis of the
stylistic and technical activities accompanying the
process of transforming a photographic image. It
is the more difficult considering that contempora-
ry photographic nomenclature contains multiple
paradoxes. Previously, a "negative” was — as the
name suggests — the reverse of the image. Today,
a “digital negative” is a file that contains detailed
data from a recorded image that goes far beyond
the scope of what can be captured in a photograph.
“Aperture,” contrary to its literal meaning, refers to
the degree of exposure of the lens. Decisions made
during the editing process in graphics programs
involve consciously selecting setting profiles and
many other effects to align with the well-known
canons of contemporary photography.

In the teaching process, I introduce students to
issues connected with the concept of contempo-
rary photographic art in a systematic way, refer-
ring among other things to Jan Buthak’s theory.
The basic, smallest element that builds the image
on the photographic film is film grain, and the ba-
sic medium of digital photographic art is a pixel.
Thanks to their uniqueness, pixels carrying infor-
mation about digital recording are more valuable
for us than those generated artificially (even by
the best algorithms); having the original informa-
tion, we can use it consciously to build an artistic
statement, skilfully differentiating it. The lack of
this source information means that we are de-
aling with a meaningless mass in the literal sense
of this term. If, therefore, we can use the source
recording, we trim the excess information to co-
nvey only the information most important for the
student and their artistic concept. This is only
possible where the initial information resource is
complete; then we have things to give up.

In a photographic studio, access to tethering
has reduced the distance between the recording
and the visualisation of an image. It is possible to
almost immediately correct compositional, tech-
nical and lighting errors. We can quickly guide
the student through observing the changing light
on the set, and thus the changing composition.
The input image is modified on the set and di-
scussed then and there. The student can skip the
previously hours-long process from the exposure
to viewing the result in the form of a print. This
apparent ease creates new, particularly important
requirements for the theoretical and practical
preparation of a student for the photographic re-
presentation of a given artistic problem.

Multipoint light measurement systems, incre-
asingly improved matrices, previews on camera
screens, a tracking system for selected elements —
all this allows for increasingly precise and faster
intervention in the photographic process. Never
before in the history of photography has it been
so easy to verify the technological correctness of
a photograph.

The greatest difficulties arise from the nature
of knowing and understanding both the semantic
and structural nature of an image. The perception
of a human eye is complicated. These processes
have been described very aptly by Wladyslaw
Strzeminski in his “Vision Theory” (“Teoria wi-
dzenia”) through the analysis of an image combi-
ning several perspectives in a single composition.
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Justyna Staskiewicz-Jonak, PhD | Stepping Outside the Box. On work with students and generative photography going astray

To follow the processes of percep-
tion at least a little, you can use multi-
-exposure, which is one of the tools for
superposition (overlaying) subsequent
images and modifying the one-point
perspective (another way to solve this
problem is collage). Conscious viewing
of a photograph can also begin from the
direction in which details are traced in
the composition: moving from focusing
on details to the overall impression of
taking in the whole. This human ability
to work with the eye while creating an
image concept is unique, very different
from technical recording, and, depen-
ding on the concept, it can help sha-
pe new worlds. Then comes the stage
of working with aperture, distance, and
depth of field adjustment.

A characteristic feature of photo-
graphy is the recording of one-point
perspective, first described in the Rena-
issance and achieved through the use
of a camera obscura. This perception
of perspective, intertwined with the
camera since the invention of optical
tools, is being reassessed. Its artistic uti-
lity sparked heated debates (including
denial of its value) as early as the Re-
naissance. In the photography educa-
tion, optical tools deforming the classic
one-point perspective are used delibe-
rately. This approach allows students
to recognize that the traditional model
of vision is not an objective represen-
tation of reality, but rather a conven-
tion that can be modified and critical-
ly analyzed. Students practice using
smartphones equipped with dedicated
lenses, creating visual images very close
to those from centuries ago. Dynamic
compositions captured this way justify
the loss of quality resulting from the use
of generative tools (a smartphone with
a dedicated wide-angle lens, a fisheye
lens, a random lens, or other algorithms
that refract lenticular optical vision).
By conducting these creative experi-
ments, we engage students in a discour-
se that was began by van Eyck and con-
tinued by artists such as de Chirico and
Escher. We compare the results of our

experiments with similar ones known
from the history of art: similarity ena-
bles us to find the criteria, knowing the
criteria enables us to then consciously
select more advanced photographic
tools and photo processing.

Metamorphosis, transformation,
nonlinearity of image. Visual puzzle

As I have indicated before, experimental
methods used in the process of creati-
ve development prove that even a sim-
ple change in the focal length of the
lens affects the vanishing point, which
can lead to the deliberate creation of
an image. The diversity of perspecti-
ves in photographic practice consti-
tutes a significant teaching potential.
In this context, the teacher plays the
role of a guide, indicating directions
of research and stimulating experiments.
When the person recording the image is
highly sensitive and ensures appropria-
te technical parameters, even an image
from a smartphone can provide valuable
artistic impressions. Something as con-
cise as a pixel can inspire a statement
in another medium, as exemplified by
Gerhard Richter’s stained-glass window
in the Cologne Cathedral, inspired by
pixels, which recalls a far-reaching su-
prematist “hunt” for the right compo-
sition of rectangles.

In digital photography (it should
be distinguished from ordinary “digi-
tal recording”), it assumes the artist’s
participation in the creation of images
and preparation for taking the photo.
In the teaching process, a distinction
is made between the initial file and the
workshop print and interpretation of
the photograph. Given that the algo-
rithms were written based on the actual
tools of a photographer’s work, we cre-
ate a useful commentary on the optical
darkroom program.

In the teaching process, compositio-
nal exercises with rhythm and perspec-
tive are used because these issues will
be found in the future workspace of
a professional graphic designer using
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photography. Photography fosters the explora-
tion of one’s own ideas. However, viewing and
studying the masterpieces of photography and
painting masters are important to acquire and
deepen one’s understanding of the history of ima-
ging, and thus find a place for digital photography
in contemporary art.

The ability to find light and moments worth
capturing in everyday life is an important issue.
It has been emphasised that the deepening of the
perspective in creating a photographic image and
its contents remains closely connected with the
author’s experiences. This phenomenon is de-
fined by the principle of projection, so aptly de-
scribed by Prof. Ernst Gomrich in his book “Art
and Illusion” (“Sztuka i zludzenie”). It is common
knowledge that the experience gained in itself
does not influence the type of image recorded,
and it is only the provocation of thematic work,
work on capturing the subject in a digital image
that leads to the image and actions taken beyond

Magdalena Cwintal Photograph taken during the Digital Photography
Workshop under the supervision of Justyna Staskiewicz-jonak, PhD

the ordinary understanding of photography. Fo-
cusing on these principles does not mean neglec-
ting portraiture, reportage, or sociological recor-
ding. It simply shifts the focus to other issues, less
connected with acting-directing aspects. The act
of taking a single photograph in a portrait or re-
portage requires additional consideration of an-
thropological and psychological issues, and may
interact with the work of set designers, lighting
directors, and makeup artists.

In the teaching process, compositional exerci-
ses with rhythm and perspective are used because
these issues will be found in the future workspa-
ce of a professional graphic designer using pho-
tography. Photography fosters the exploration of
one’s own ideas. However, viewing and studying
the masterpieces of photography and painting
masters are important to acquire and deepen
one’s understanding of the history of imaging,
and thus find a place for digital photography in
contemporary art.
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Justyna Staskiewicz-Jonak, PhD | Stepping Outside the Box. On work with students and generative photography going astray

In contrast to generative photography, digital
photography captures light here and now, it is
a barometer of its intensity, it positions objects
in space in a continuous way. Generative photo-
graphy, on the other hand, calculates the relations
between spots and proposes specific sequences of
them, making (indeed, increasingly rare) mista-
kes in processing objects as obvious and beau-
tiful as hair, hands, and intricate structures for
which it is unable to select the right sequences
of elements. These are completely different, yet
seemingly coexisting, issues. It is an interesting
experience to compare photos taken with a DSLR
and a smartphone. The apparent sharpness and
extraordinarily attractive color vibrancy achieved
in smartphone photos are strikingly captivating
to the layperson. But are their bright and seemin-
gly attractive forms truly the modern, important
image? A question arises: what is important when
the attractive form of photos taken by smartpho-
ne cameras and similarly high-quality equipment
owes its effect almost exclusively to algorithms,
not the mechanical capabilities of the camera?

With a little effort, photos taken with a modern
SLR or mirrorless camera possess a subtle sense
of space and authenticity. They don’t pose the
same cumbersome demands as traditional analog
photography, but they still rely on certain tech-
nical limitations that allow for a more conscio-
us depiction of reality. Generativity often offers
smooth planes packed with similar sequences of
pixels. This is quite a significant drawback: even
in drawing lessons, we place great emphasis on
varying strokes in light and shadow, as this leads
to the creation of the illusion of space. Excessive
repetition and mechanicalness are perceived ne-
gatively, depriving the artist of variety and impo-
verishing the expression

An untrained eye, on a daily basis drawn to
short-form content on social media (e.g, Insta-
gram reels), has no chance of developing broader
aesthetic patterns. The monotony of visual stimuli
causes the viewer to miss the opportunity to notice
the subtleties and nuances of imagery. The simpli-
city of the message and the obviousness of gene-
rativity are highly suggestive and dominant. Thus,

learning how to build artistic vision becomes parti-
cularly important in the teaching process.

The graininess of an image as well as the intri-
guing, original distribution of pixels constitute
a significant aesthetic value, while their exces-
sive arrangement can be perceived as unnatu-
ral, suggesting a raster element introduced by
artificial intelligence. This is where new graphic
horizons open and close. With an emphasis on
“close”, because regular use of the generative
standard, as any mechanical unilateral expe-
rience, restricts the future adept of the craft and
unites them with the shapeless crowd. The joy of
being able to choose how to observe the light and
the shooting plan constitutes an educational va-
lue imparted to students.

Smartphone photography, on the other hand,
can serve as a sketch in photographic work. The-
se types of preliminary projects foster more ef-
ficient and conscious use of the digital camera.
However, they require determination not to re-
place artistic practice in which a deeper creati-
ve process is expected. Photographs taken with
a smartphone are excellent as “kick-start” ima-
ges which may be taken, analysed and abando-
ned so that you can embark on a true journey of
photographic expression.

Even just two months of work on a frame allows
for a more interesting depiction of the space. The
myth of inspiration replaced by the constant pro-
vocation of encountering an image brings results,
but when it comes to building the final complex
image, the simplified set of data from a smartpho-
ne turns out to be too poor. This example shows
both strengths and limitations of contemporary
digital photography. They are also expressed in
the paradox of manuality. However, despite the
difficulties caused by the manual adjustment, we
know that experiencing such work is invaluable to
developing the ability to decide what is important.
Based on this, the user shapes their own manual
preferences in the camera. This enables conscio-
us pursuit of graphic and compositional values,
so characteristic of the diverse artistic trends of
20th-century photography, so aptly described
by Urszula Czartoryska.
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Magdalena Laskowska Photograph taken during the
Digital Photography Workshop under the supervision
of Justyna Staskiewicz-Jonak, PhD

The artistic vision in the area of pho-
tographic activities is also expanded by
the treatment of a single photograph as
an element of a mosaic and allowing for
randomness and other activities related
to the author’s concept. The content of
experimental and creative photography
visible among other things in the axial
and mirror compositions of Roman Cie-
Slewicz, in the intriguing juxtapositions
of Hockney’s multi-photographs, or in
the photographic works of Zofia Kulik,
constitute important points of reference
in the process of artistic education. As
eminently original works, based on the
artist’s conscious, original decision, they
encourage individual exploration, as
opposed to simply copying a work. They
demonstrate the value of asking qu-
estions and formulating original inter-
pretations of issues present in the studio.

In teaching practice, it is noticed that
such diverse, but always conscious ways
of treating photography inspire well-tho-
ught-out visions, which then penetrate
even the “second circulation”, including
the kitsch filling the space of photo-
graphy, including student photography,
which is the main area of reference. The
greater the emphasis we place on the in-
dividualisation of topics and subjective
photographic preferences at the level
of inspiration and education, the gre-
ater the diversity of documentation of
aesthetic exploration, and also the gre-
ater the value of teaching in the educa-
tional process. This way the unavoidable
repetitive nature of a large part of work
generated in academic settings gains in-
dividual, noble features constituting the
foundations of future professional inde-
pendence of students. ]

Justyna Staskiewicz-Jonak, PhD
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Fig. 1 Cueva de la Manos (Argentina) was created in
several waves between 7,300 BC and 700 AD. Ancient
example of Absent body in Patagonian region. Cueva
de las Manos - is named for the hundreds of hand
paintings stenciled into multiple collages on the
rock walls. Source: https://en.wikipedia.org/wiki/
Cueva_de_las_Manos#/media/File:SantaCruz-Cueva-
Manos-P2210651b.jpg

Tamara Pathak

peer-reviewed
article

Abstract

The article examines the concept of the Absent body in fine
art, based on semiotic, phenomenological and imaginative
theories. The Absent body is defined as one that is not re-
presented directly, but is experienced through signs, traces
or the context of personal experience. The works of artists
are discussed, in which the body becomes an invisible but
tangible presence. The role of the viewer in the creation of
meanings and the “filling in” of the imaginary body thro-
ugh the mechanisms of interpretation and imagination
is emphasized. In this way, the imaginary body emerges as
a phenomenal case in the context of visual art, based on the
hypotheses and concepts of artists, significant philosophers,
and theaorists.

he phenomenon of the Absent body in

fine arts emerges as an interesting and

multi-layered question in the field of art,
connecting aesthetic perception, reflection of
physicality and the imagination of the viewer.
Although the body as a representational or visual
object has existed in art since the earliest histo-
rical periods, this article examines precisely that
form of the body that is not directly depicted, but
is experienced through hints, signs, traces, appe-
arances of Absent body.

it
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This concept, closely related to the
mechanisms of imagination, suggests
reconsidering the boundaries of arti-
stic perception — what is seen but not
depicted, what is experienced witho-
ut a direct image of the body. Maurice
Merleau-Ponty emphasizes that “Our
body is our perspective on the world,
and the incomplete intentional and ho-
rizontal structure of perception is not
a limitation to our access to the world
and truth; it is the very possibility of
this access.” [1]. Thus, the phenomenon
of the Absent body allows the artist and
the viewer to meet in a common space
of imagination.

The aim of this article is to analyze
the concept of the Absent body through
examples of visual art, based on con-
temporary philosophical and aesthetic
theories, highlighting the role of the
viewer in the “filling” of the body and
the experience of the work.

Methods

The appearance of the Absent body in
Fine arts is studied using the case stu-
dy method, which aims to thoroughly
analyze the phenomenon of the Ab-
sent body in the context of visual art, to
explain the phenomenon under study
using artistic research. The article does
not cover a very wide field of the Ab-
sent body as an object of research and is
mainly focused on the definition of the
phenomenon, the results of artistic re-
search, interactions with other artistic
cases, known examples in artistic field
as well as in some theories and philoso-
phies of art.

Results

The Absent body, as a case of artistic
expression in the visual arts, expands
the boundaries of body perception and
emphasizes the conceptual possibilities
of the body. The artistic experiments
carried out have highlighted the di-
versity of possibilities and recognition
of transferred idea, the implemented
artwork no(BODY) marks one of the ca-

Tamara Pathak | The Appearance of Absent Body in Fine Arts

ses of the Absent body, which uses the
method of imprint, trace. No(BODY)
works as a signifier as a communica-
tive terms, and the extracted signified
maintains the “openness” of the work.
By keeping the artwork “open”, it can
be interpreted and rethought, otherwi-
se the work becomes an interpretation
of the artist’s thought.

This artistic research is relevant due
to the topic of body representation, ba-
sed on art history, and focused on the
conceptual possessions of the imagina-
ry body. The research identifies cases of
the imaginary body in visual art as an
important phenomenon. It also defines
its concept and theoretical and philo-
sophical meanings. As the research re-
veals, manifestations of the imaginary
body have been found since prehistoric
times, but the number of works with the
imaginary body has increased signifi-
cantly with the rise of postmodernism
and conceptual art.

The phenomenon of the imaginary
body has not received enough attention
and has not been extensively studied
yet. The artistic research conducted
proves that only an artist can do what
theorists and philosophers talk about in
the case of the imaginary body, i.e. cre-
ate the final version of the work in the
viewer’s mind, convincing them that it
is more real than what is seen in pictu-
res — when the body is depicted directly.

The research “The appearance of
Absent Body in Fine arts” is limited to
a rather narrow and niche case of body
representation. The research used nota-
ble works and artistic experiments that
could be associated with the methodo-
logy of the sign or imprint.

Discussion

Human Body in Traditional Art

The human body is one of the oldest
and most widely recurring motifs in
the history of art. However, its repre-
sentations, functions, and symbolic
meanings have shifted considerably de-
pending on the era, culture, and ideolo-
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Fig. 2 Tamara Pathak. No(BODY) 2023-2025. The print of the body was
made on lytography stones to inscribe the meaning of connection of
artist’s body and stone. Source: author's own artwork..
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gical or aesthetic transformations. In
many historical contexts, the body was
not primarily a vehicle of emotional
expression, but rather a bearer of ide-
as, spirituality, and symbolic order. For
instance, in Ancient Egypt and Mesopo-
tamia, the human form was stylized ac-
cording to strict canons, serving religio-
us and political functions by expressing
hierarchy, divinity, and cosmic order
rather than individuality or naturalism
[2, 3]. Similarly, in Early Christian and
Byzantine art, corporeality was subordi-
nated to spiritual meaning: the body of
Christ or the saints was often depicted
frontally and hieratically, with symbo-
lic rather than naturalistic proportions,
emphasizing transcendence and co-
nveying theological truths [4]. By con-
trast, Islamic art generally avoided fi-
gural representation of the human body
altogether, privileging the abstract, the
ornamental, and the calligraphic sign
as vehicles of divine presence [5]. Thus,
the body in traditional art often func-
tioned less as expression of individu-
ality or emotion, and more as a codified
sign through which ideas, beliefs, and
hierarchies were articulated.

From Antiquity’s idealized bodies to
the Renaissance celebration of propor-
tion and harmony, and into the Baroque
period, the role of the body shifted aga-
in. In the paintings of Peter Paul Ru-
bens, for example, the baroque concept
of corporeality is expressed through fle-
shy, dynamic, and monumental figures,
which are not merely eroticized nudes
but carriers of mythological, religious,
and political narratives. Yet it would be
misleading to separate Rubens’s depic-
tions entirely from sensuality: in the Ba-
roque, eroticism and cultural narrative

Fig. 3 E. Manet's “0lympia” (1863). As highly controver-
sial and revolutionary oil painting mainly because of
woman’s direct and challenging gaze at the viewer
was seen as confrontational and disrespectful of
traditional artistic conventions. Source: https://www.
britannica.com/topic/0lympia-painting-by-Manet

Tamara Pathak | The Appearance of Absent Body in Fine Arts

were intertwined, and the vitality of the
body was itself part of the symbolic for-
ce [6]. In modernity, Edouard Manet’s
Olympia (1863) radically destabilized
the passive image of the female nude by
presenting a confrontational gaze, whe-
reby the body became an active sub-
ject of social and artistic discourse [7].
Gustave Gourbet’s The Origin of the
World (1866) pushes this further: whi-
le often interpreted as a symbol of birth
and the source of life, the work cannot
be detached from sexuality and erotic
provocation. Its realism challenges the
idealized beauty of tradition, yet the
intimate depiction of female anatomy
simultaneously invokes erotic desire—
hence its enduring controversy and
ambiguous status between philosophi-
cal sign and sensual image [8].

In contemporary art, the body assu-
mes even more diverse forms: fragmen-
ted, transformed, sometimes disappe-
aring altogether to leave only traces or
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Fig. 4 Elena Antanavicitté. “Dewlap” 2021. While
depicting the body artist see interesting abstract
forms, she portrays body parts what are not much
exploited in the media. As a part of Elena’s approach
to the body is detemined not only my her debate with
beauty standarts, but also by individual aesthetic
pursuits. Source: author's own artwork..

signs. The “absence” of the body beco-
mes a conceptual form of expression
tied not only to materiality, but also to
memory, experience, and social context.

no longer only an image to be seen but
an idea to be performed or evoked” [9].
This tendency is also visible in the cu-
rrent practices of Lithuanian artists:

for instance, in Elena Antanavidéiuté’s
exhibition In the Body, the corporeal
form becomes both an object of rese-
arch and a subjective material of expe-
rience, while in Tamara Pathak’s work,
the body often withdraws from direct
representation, transforming into sys-
tems of signs and traces that articula-
te relationships with space, time, and
emotion. In this way, the human body
in art continues to function not only as
a motif of representation, but as an acti-
ve medium for generating meaning.

As Herschdorfer observes, “the body is

Absent body: definition

and theoretical justification

The concept of the Absent body in con-
temporary art emerges as an interdi-
sciplinary phenomenon, connecting
aesthetics, semiotics, phenomenology
and the philosophy of imagination. The
Absent body is not a body that is visi-
ble or physically recognizable, but one
that “appears” through experience, si-
gns, personal interpretation. It exists as
a possibility, as a potential activation of
imagination. Expanding the definition
of Absent body, the word “absent” can be
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associated with “conceptual” or “ima-
gined body”. As Lisa Blackman writes,
“Although the sense in sense-making
might make us think of a more sentient
body, it is generally linked to interpre-
tation, to judgment and ultimately to
the work of thought. We are back with
culture from the neck up, as a famous
scholar once said, and the body or what
it means to have and be a body seems
to have disappeared again, or at least to
merely be an absent presence.” [10]. All
of these terms refer to that which exists
in experience, but not in material form.
This tension between presence and ab-
sence is the main principle of the ima-
gined body.

In Maurice Merleau-Ponty’s pheno-
menological philosophy, the body is not
only an object, but also a means of per-
ception: “We have a world only by ha-
ving a body: “the body is our anchorage
in a world” [11]. The Absent body here
becomes “I am” that interacts with the
world not the words, but through senso-
Iy experience, gaze, imagination. Lithu-
anian philosopher Kristupas Sabolius,
speaking about the power of imagina-
tion, puts forward the idea that it is not
only a means of representation, but also
a creator of reality: “Imagination is not
what creates illusions, it creates the pos-
sibilities of reality” [12]. Thus, the Absent
body is not a fiction — it is the potential
to exist, to be recognized, to be “filled” in
the viewer’s imagination. Such Body can
also be understood as a sign in a semiotic
structure. According to F. de Saussu-
re, a sign always consists of a signifier
(material expression) and a signifié (me-
aning). “The linguistic sign unites, not
a thing and a name, but a concept and
sound-image” [13]. The imaginary body
is precisely that space between them
— a sign without a clear form, but with
a strong meaning. J. Derrida would add:
“meaning is always deferred” (différan-
ce) — meaning is not fixed, it is constan-
tly postponed, spreading through the
system of signs, never fully realized [14].

In this way, the absent body func-
tions as an open structure — it does not

Tamara Pathak | The Appearance of Absent Body in Fine Arts

exist without a viewer, without a con-
text. Its boundaries are not drawn, it
emerges through active viewing, tho-
ught, feeling. In Umberto Eco’s theory
of the “open work”, this principle is
emphasized as one of the essential cha-
racteristics of contemporary art: “Eve-
ry reception of a work of art is both an
interpretation and a performance of
it” [15]. Marina Abramovi¢’s work “The
Artist is Present” perfectly reflects the
case when the body becomes a field of
experience, although it is almost inac-
tive physically — the viewer “fills” the
invisible body. Thus, the imaginary
body is perceived more as a process
than an object. It is a body that is born
from vision, from a cultural code, from
sensory memory. A body that isnt the-
re, yet it exist.

Cases of Absent body occur not only
in the visual arts, it is a widely used
practice in design and commercial ac-
tivities. The imaginary body provides
an opportunity to present the desired
image more expressively, without em-
phasizing human intervention in the
image itself, but providing an under-
standing, a feeling of how it is related
to the person, that the person is or was
in that image. For example, in the field
of fashion design, costumes are depic-
ted without the person itself. Or inte-
rior design examples with a human
“footprint” — the images with a long
exposure and a blurred silhouette of the
human body. So if we observe it more
broadly, we find plenty of examples of
the Absent body in the field of design
and advertising, which indicates how
acceptable and understandable the me-
aning of Absent body is, how often it
is used, but not clearly named as a phe-
nomenal way of expressing a concept.

Semiological and viewing aspects:

bbthe body as a sign and a field

of interpretation

The Absent body in visual art often
functions as a sign — not a direct re-
presentation, but a meaningful struc-
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Fig. 5 Kamilé Jadevicitté. From the serie “Future
Fossils”. Kamilé Jadevicidte talk about traces left by
humans in the layers of the Earth and draw a parallel
between the print and fossils.

Source: author's own artwork..

ture rooted in systems of language and
culture. According to Ferdinand de
Saussure, a sign is composed of a signi-
fier (a form of expression) and a signi-
fied (a concept) [16]. The imagined body
performs this dual function — it is not
a fixed form, but invites the process of
meaning-making in the consciousness
of the viewer. Yves Klein series of works
“Anthropometries” is an example where
absent body is a central paradox — the
artworks are made by bodies, but in fi-

it
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Fig. 6 Tamara Pathak. No(B0ODY) 2023-2025. A video installation al-
lows viewers to identify with the projected image, questioning the
interaction of connection with themselves, the environment and
the work. An individual narrative is created based on the viewer's
imagination and experience. The lithographic stones become wit-
nesses and mediators of the body's interaction with the cold stone,
reflecting the questions and hesitations that lie within. Source:

author's own artwork.

nal works there is only traces remains.
The absence of body becomes a part of
the experience. This aligns with Klein’s
interest in impersonality — art not as
personal expression, but as an imprint
of being [17].

Roland Barthes, while developing
the analysis of signs, claims that si-
gns can be decoded at various levels
[18]. The imaginary body thus beco-
mes a part of the cultural text — it is
not so much represented as constantly
re-formed in interpretations. Charles
Ogden and Ivor Richards proposed the
“meaningful triangle” and explained
that meaning is born from the rela-
tionship between sign, thought and re-
ferent [19]. The Absent body often does
not have a clear material referent — its
“presence” is created at the junction

of thought and cultural context. This
is especially evident in contemporary
art practice, where the body perceived
as an incomplete field of signs. Jacqu-
es Lacan’s theory of the “mirror stage”
propose the identification that occu-
rs through visual recognition, which
forms the concept of the “I”. The Ab-
sent body in this paradigm becomes
the “other” that encourages the viewer
to reflect on themselves and create me-
anings through projection [20].

The body is not only observed — it
transcends its physical contour and be-
comes a tool for the formation of psycho-
logical identity. Based on the previously
mentioned Umberto Eco’s theory of the
“open work”, the Absent body acquires
with another dimension. U. Eco writes
that every work of art allows for “infinite
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interpretations”, because the generation
of meanings is the responsibility of the
viewer [21]. The Absent body in this case
is not presented as a final image, but as
an open space of meaningful possibi-
lities, belonging to the viewer’s imagi-
nation and cultural experience. In this
way, the combination of semiotic and
psychoanalytic theory allows us to un-
derstand the Absent body as a dynamic,
interpretive phenomenon that operates
not through representation, but through
an active mechanism of vision, personal
experience and imagination.

The artwork no(BODY) arises from
the creative searches and the artist’s
intuition regarding the possibilities of
conceptual body expression, which is
confirmed by art theory and philoso-
phical ideas. The case of a body print
is used, when the trace of the body per-
forms the meaning of a sign and/or si-
gnifier. A conscious distance is mainta-
ined from the creator’s body, in order to
support the viewer’s ability to identify
with the work through a personal prism.
Meanwhile, graphic artist Kamilé Jade-
viciaté has been researching the geolo-
gical origin of limestone and nature’s
imprints — fossils — and has shared her
results and observations on the subject.
She claims that as the lithographic ink
dries, it forms a pattern in which the
water leaves its drying trace, like a time
diagram. Repeated pressing, grinding,
drawing, pressing and grinding again
on the same stone layers are separating
the experienced time.

The act of touching sedimentary rock
evokes thoughts about the long scales of
geological time, which encourages us to
reconsider our place in it [22]. Both the
imprints of nature and the imprint of
the no(BODY) work inextricably speak of
time and meaning. The Absent body is,
in part, determined by time — especially
in the case of an imprint/trace. Therefo-
re, we can say that the body that was here
(past time) becomes imaginary.

The lithography stones in no(BO-
DY) perform the function of contact in
both a direct (physiological) and a me-

taphorical (communication or under-
standing) sense. The stone accepts the
body itself and preserves information
(time, pattern, movement, feeling, etc.).
In classical lithography, drawings made
on stone are printed on paper, but when
it comes to the imaginary body and the
relationship between the stone and the
body, their important contact becomes
evident. Not the contact of contact,
which would have been the case if the
image had been transferred to paper,
but of a living body and a relatively li-
ving stone. Paint is used to create a si-
gnifier that acts as a leap of thought.
No less important is the temperatu-
re difference between these elements,
which, in essence, acts as a physical
plus and minus relationship, evoking
an important question: will the body
warm the stone, or will the stone cool
down the body?

Conclusion

The Absent body in contemporary art
emerges as a specific form of expression
of physicality, which does not exist thro-
ugh image, but is born through expe-
rience, interpretation and imagination.
The concept of this body is not related to
physical presence, but to aesthetic, cul-
tural and semiotic potential. It becomes
a sign that invites the viewer to an active
process of creating meanings.

While analyzing a work through the
prism of the Absent body, the position
of the viewer also changes — he is no
longer just an observer, but becomes
a creator. The body acquires meanin-
gs not through its representation, but
through its absence, emptiness, signs,
impressions. Such an understanding of
the body is based on the poststructura-
list theory of language and signs and the
phenomenology of imagination, which
reveals the importance of the body as
a subjective experience. The article exa-
mines how contemporary art uses the
strategies of the imaginary body, which
allow expanding the concept of the
body beyond the boundaries of visuali-
ty. This tendency shows that contem-
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porary art based less on representation,
but more on practice of experience,
where the viewer’s consciousness and
sensations become part of the work.

Tamara Pathak

Fig. 7 Tamara Pathak. From photography serie “Body-
scape” 2024. Fragmented photographs of the artist's
body gives an impression of scape. Not a landscape,
not a city scape, but bodyscape. Author's own artwork
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Cultural heritage today is understood
as a dynamic process that encompas-
ses not only preservation but also acti-
ve communication, interpretation, and
education. Museums and their restora-
tion centres/workshops are increasin-
gly seen not merely as technical institu-
tions but as spaces for cultural dialogue
where specialists and the public can
interact. This is particularly relevant in
today’s context, where digital technolo-
gies and social media are transforming
the ways knowledge is disseminated [1].
The growing role of the informa-
tion society and technological advan-
cements have created new challenges
for cultural heritage institutions, which
must adapt to modern communication
trends. Heritage communication is no
longer unidirectional — it is a dialo-
gue in which society actively partici-
pates. According to M. Carrozzino and
M. Bergamasco [2], only sustainably
implemented digital strategies can en-
sure a deep and unfragmented under-
standing of heritage. Therefore, it is
important to examine how educational
and communicative initiatives influ-
ence societal behavior toward cultural
heritage. Heritage institutions also face
pressure to become more open to the
public and to involve visitors in deci-
sion-making processes. This trend re-
flects a broader shift from “top-down”
heritage protection models to co-cre-
ation approaches, in which visitors’
knowledge, experiences, and emotional
connections are valued [3]. Heritage be-
comes not just an object, but a medium
of connection between generations,
communities, and cultural identities.

The Educational Role

of Restoration Centres

For example, the Pranas Gudynas Re-
storation Centre organizes guided tours
of the restoration workshops, led by re-

14y

35



36

Ingrida Bagociuniené, PhD | Heritage Dissemination Through Education

storers themselves (fig. 1), allowing visi-
tors to directly observe the tools, tech-
niques, and principles of conservation.
In addition, the Centre offers a gilding
educational program, during which
participants apply gold leaf to a frame
decoration fragment (fig. 2), thus ga-
ining hands-on experience of historical
techniques and processes.

Restoration centres, such as the Pra-
nas Gudynas Restoration Centre, imple-
ment educational programs that help
visitors understand conservation ethics
and restoration practices. According
to Sani [4], the educational activities
of museums and related institutions
should focus on critical thinking, expe-
riential learning, and inclusive inter-
pretation. It is essential that knowledge
is delivered purposefully, which is why
the Pranas Gudynas Restoration Centre
has introduced interactive tours led by
professional restorers who act as educa-
tors or guides. Educational workshops,
lectures, and practical activities not
only foster cultural awareness but also
cultivate respect for professional work.

Global practice shows that educa-
tional projects in the heritage sector
empower visitors and encourage their
engagement. For example, Canada’s In-
genium museum network integrates in-
teractive screens, tactile material zones,
and educational platforms for schools.
This transforms the visitor from a pas-
sive observer into an active explorer [5].
Similarly, the Pranas Gudynas Resto-
ration Centre offers educational pro-
grams based on a constructivist appro-
ach to learning. It is important to note
that education in these centres func-
tions as a two-way process — not only
does the public learn from professio-
nals, but specialists also gain valuable
insights into visitors” expectations and
understanding. This two-way dialogue
fosters visitor empowerment, particu-
larly among youth. Research shows that
educational activities involving expe-
rimentation and independent explora-
tion have a stronger impact on students’
perception of heritage value [6].

Application of Digital Technologies

in Heritage Communication

Virtual reality (VR) and extended reali-
ty (XR) solutions open new possibilities
for exploring cultural heritage. Studies
show that VR technologies not only en-
hance the understanding of complex
restoration processes but also streng-
then visitors’ emotional connections
to heritage [7]. According to Wang and
Zhang [8], metaverse technologies al-
low for the creation of personalized he-
ritage experiences that expand the bo-
undaries of educational content.

Digital tools empower visitors to expe-
rience objects interactively rather than
merely visually. For instance, the Smith-
sonian Institution has developed a digi-
tal restoration archive that allows users
to follow the process of restoring a work
of art in a virtual environment. This mo-
del not only increases transparency but
also builds trust in institutions. Scholars
note that such tools not only inform but
also cultivate ethical sensitivity in visi-
tors [9]. The application of digital tech-
nologies also enables the capture and
preservation of fragile forms of heritage.
For example, 3D scanning is used not
only for object reconstruction but also
for creating educational simulators in
which users can practically “perform”
restoration actions. This method is espe-
cially useful in academic contexts, whe-
re theoretical and practical knowledge
is combined [10].

The Role of Social Media
Social media is not only a communica-
tion channel but also a tool for commu-
nity building. Research emphasizes that
strategic content planning and audien-
ce analysis are essential for effective
dissemination [11]. Restoration centres
that are active in the digital space have
the opportunity not only to dissemina-
te knowledge but also to shape cultural
discourse and respond to inaccurate in-
terpretations.

Recent studies show that social ne-
tworks are becoming not only means
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Fig. 1Guided tour in the restoration workshops.
Source: Pranas Gudynas Restoration Centre.

of content dissemination but also platforms for
collective memory-making [12]. This is especially
important for marginalized groups, who can con-
tribute to pluralistic heritage narratives through
digital expression. For effectiveness, it is necessary
to consistently apply network analysis methodo-
logies and evaluate impact using communication
indicators. Communication with visitors must be
clear and consistent. Information should be easily
understandable and delivered in a way that helps
visitors grasp the intended message [13]. Con-
sistency ensures that across all communication
channels, users receive the same message and are
kept informed about updates and changes.

In addition to traditional social media, new
platforms like TikTok are emerging, enabling
quicker access to younger audiences. For exam-
ple, European cultural institutions have started
using interactive challenges (e.g.,, #HeritageRe-
storationChallenge) to encourage users to share
personal stories related to heritage. This demon-
strates that digital communication is dynamic
and constantly evolving, requiring ongoing mo-
nitoring and adaptation.

Among the activities are practical workshops
such as the gilding program (fig. 2), where par-

ticipants perform gilding on decorative frame
fragments, and guided tours led by professional
restorers in the workshops (fig. 1). These activities
foster not only knowledge but also experiential
understanding, strengthening visitors’ respect for
restoration work.

The Case of the Pranas Gudynas

Restoration Centre

In addition, the Centre collaborates with regional
museums in Lithuania by organizing educational
trips and dissemination events. This decentralizes
heritage education and enables outreach to smal-
ler audiences in the regions. Alongside traditional
activities, the Centre also produces documentary-
-style videos about restoration processes, which are
shared via social media and museum platforms.
According to visitor surveys [16], these efforts in-
crease public trust in staff competence and foster
interest in cultural heritage.

To achieve social inclusion, the Centre works
with schools and social service centers, offering
tailored educational programs. This ensures that
restoration knowledge reaches various societal
groups. It is essential that information dissemi-
nation occurs at the right time. When informa-
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tion is received promptly, visitors can respond
appropriately to news and updates [14]. It is also
important to respond quickly to questions raised
by visitors.

To communicate effectively with museum vi-
sitors, it is crucial to understand that communi-
cation is a two-way process [15]. This means that
the museum must not only provide information
but also listen to visitor feedback and questions
in order to better understand their needs and re-
actions. For this reason, the Centre collects both
quantitative and qualitative data on participant
experiences to continuously improve its educa-
tional offerings [17].

Recommendations

Considering current trends, it is recommended to:

¢ Integrate VR and XR solutions into educatio-
nal programs;

e Develop consistent social media communica-
tion strategies;

e Involve communities in content creation;
Ensure the dissemination of ethical restora-
tion principles;

Ingrida Bagociuniené, PhD | Heritage Dissemination Through Education

¢ Create multilingual and accessible forms
of education;

¢ Develop educational programs introducing
traditional techniques or allowing partici-
pation in basic conservation/restoration
practices;

¢ Implement activities that allow visitors to feel
like part of the restoration process;

¢ Integrating heritage education
in school curricula;

e Promoting behind-the-scenes
restoration processes;

¢ Encouraging collaboration between
professionals and communities.

Conclusions

Restoration centres have become inseparable
from cultural communication policy. They not
only preserve but actively create new forms of
knowledge by applying the latest technologies
and participatory methods. The Pranas Gudynas
Restoration Centre is a successful example of
integrating education, social media communica-
tion, and restoration ethics to support sustainable
heritage preservation.

Fig. 2 Educational gilding program - participants applying gold |eaf to frame decorations.
Source: Pranas Gudynas Restoration Centre.
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Visitor survey results at the Pranas Gudynas
Restoration Centre confirm that an integrated ap-
proach to education and communication — based
on modern technologies and participatory practi-
ces — is essential for achieving long-term impact
in heritage protection. Future research should fo-
cus on qualitative indicators that assess how com-
munication tools shape cultural awareness and
societal values. It is likely that restoration centres
will become increasingly active knowledge plat-
forms, integrating physical, digital, and emotional
heritage into cohesive educational systems. This
transformation requires institutional flexibility,
the capacity to experiment with new formats, and
continuous dialogue with audiences. Contempora-
ry heritage protection is more than preservation —
it is active cultural participation, with restoration
centres playing a key role. [

Ingrida Bagocituniené, PhD




40

#painting restoration #authenticity #cultural heritage #Walter Benjamin #Theodor Adorno #XIXth century

1

i

Q

nl

A
A2

—

<

Eglé Aleknaité, PhD

peer-reviewed
article

Introduction

The 19th century marked a pivotal tur-
ning point in the history of art resto-
ration. With the institutionalization of
museums, advances in material scien-
ce, and the emergence of art as cultural
heritage, the role of restoration shifted
from mere repair to a multifaceted in-
tellectual and ethical endeavor. This
article explores how painting restora-
tion in the 19th century evolved from
a practice of aesthetic enhancement
into a scientific and philosophical
field of inquiry. Through historical
examples, philosophical reflections,
and technical developments, the paper
examines how concepts of authenticity,
originality, and aura were negotiated
and redefined. The aim is to investiga-
te the influence of restoration science
not only on the physical preservation
of paintings but also on cultural me-
mory, interpretative frameworks, and
the identity of the artwork itself.
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Conceptual Foundations and Cultural Relevance
of Painting Restoration

The preservation of cultural heritage is a funda-
mental element in the development of society.
Over time, cultural objects deteriorate due to va-
rious factors. The evolving efforts to protect cul-
tural values gradually developed into restoration
as a distinct branch of science and art. The term
“restoration” has been interpreted differently
throughout history, reflecting shifting goals, ma-
terials, and methodologies. Each epoch brought
different conceptions of artistic value, and resto-
ration aesthetics mirrored the spirit of the time,
while the methods and technologies applied indi-
cated the level of scientific progress [1].

The science of easel painting restoration com-
bines both technological and artistic disciplines.
This interdisciplinary nature raises critical qu-
estions about authenticity, originality, and the
preservation or transformation of the aura—as
conceptualized by Walter Benjamin [2]. The goal
of this inquiry is to examine the development
of easel painting restoration as a dynamic process
reflecting the changing perception of art across
epochs and the ethical dilemmas concerning the
authenticity of artworks. It also aims to under-
stand how scientific advances in restoration in-
fluence the cultural development of society [3].

The process of restoring paintings not only pre-
serves the materiality of artworks but often resto-
res their aesthetic appearance, uncovers historical
layers, and contributes to the understanding and
appreciation of cultural heritage. The historical
evolution of restoration practices has significantly
impacted cultural progress. Paintings preserved
and restored over time became increasingly acces-
sible to the public through museums and galleries,
thereby inspiring dialogue between different so-
cial classes, epochs, and cultures. Furthermore, the
restoration of artworks helped shape the public’s
perception of artistic and historical value [4].

Restoration can be understood as a transfor-
mative process that integrates artworks into mo-
dern technological and institutional systems. This
theme holds relevance not only from cultural and
historical perspectives but also from philosophi-
cal and technological viewpoints. It deepens our
understanding of how restoration influences the
perception of art and contributes to broader cul-
tural development [5].

As easel painting restoration evolved and ma-
tured, new questions arose regarding the pre-

servation of authenticity in the face of shifting
ethical and aesthetic norms. The emergence of re-
storation as a formal discipline led to debates abo-
ut the degree of intervention permissible without
compromising the historical and artistic essence
of the artwork. Theorists such as Benjamin and
Adorno provided conceptual tools to approach
these dilemmas, positioning restoration within
the broader discourse of cultural continuity and
artistic identity [6].

The Historical Evolution of 19th-Century

Painting Restoration: Case Studies

and Visual Transformations

By the 19th century, museums and art institu-
tions began to systematically restore works of art,
often altering their appearance. These interven-
tions were not only practical but also aesthetic and
ideological in nature. One prominent example is
Andrea del Sarto’s Madonna and Child with Saint
Elizabeth, the Infant Saint John the Baptist and
Two Angels (fig.1) housed in the Louvre. In 1695,
the painting was altered into an oval shape and en-
larged to better fit decorative interiors [9]. By 1750,
the intervention was reversed, and the painting
was restored to its original rectangular format [7].

Similarly, Titian’s Madonna with a Rabbit
(Madonna col Coniglio, 1530) (fig.2), also in the
Louvre, underwent numerous restorations over
the centuries. Notably, a 19th-century repaint
on the right-hand side of the composition in-
troduced stylistic inconsistencies. During a 1991
conservation campaign, analysis revealed these
additions and partially removed them to recover
the original structure [10]

These case studies exemplify the complex in-
terplay between historical integrity and aesthetic
reinterpretation that characterizes 19th-century
restoration. They also demonstrate the impor-
tance of scientific analysis in uncovering hidden
layers and past interventions, thereby guiding
ethical restoration decisions. The visual narrati-
ve of these artworks has been shaped by centuries
of change, debate, and restoration philosophy.

Moreover, these examples underscore how re-
storation was historically driven by the tastes and
values of specific periods [11]. In the case of Titian,
19th-century interventions reflected the Roman-
tic ideal of harmony and beauty, while later con-
servation efforts aimed to reveal the painter’s ori-
ginal intent. This highlights how restoration does
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Fig 1 Andrea del Sarto, Madonna and Child with Saint Elizabeth, the Infant Saint John the Baptist and Two Angels,
Musée du Louvre, Paris. Source: https://commons.wikimedia.org/wiki/File:Andrea_del_Sarto_-_Madonna_and_
Child_with_Saint_Elizabeth,the_Infant_Saint_John_the_Baptist_and_Two_Angels-_WGA00302,pg
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not simply preserve the past — it also reveals the
present’s relationship to it.

In this context, 19th-century restoration func-
tioned not only as a technical process but also as
an ideological statement. Decisions about what
to restore, what to repaint, and what to leave un-
touched were inherently interpretive acts, influ-
enced by the knowledge, tools, and values of the
time. As such, every restored artwork became
a layered object, both physically and conceptual-
ly, reflecting its original creation and subsequent
reinterpretation.

The growing use of chemical solvents, new
varnishes, and synthetic pigments in the 19th
century also contributed to the material transfor-
mation of many paintings [12]. While some sub-
stances improved stability and visibility, others
introduced long-term damage. These challenges
fueled the emerging discourse on reversibility
— a principle suggesting that restoration actions
should be undoable without harming the original
material. Though not universally adopted at the
time, this principle laid the groundwork for mo-
dern conservation ethics.

Additionally, the role of documentation be-
came increasingly recognized in the second half
of the 19th century [13]. Museum institutions
began to keep more detailed records of restora-
tion processes, including written reports, photo-
graphic documentation, and material analyses.
This practice provided transparency and accoun-
tability, enabling future restorers to trace previo-
us interventions and make informed decisions.

These developments marked a shift from in-
tuition-based to research-based restoration, incor-
porating the growing influence of chemistry, mi-
croscopy, and material science. Conservators now
relied on tests and analyses to identify original pig-
ments, distinguish overpaints, and assess the con-
dition of supports and binders. This scientific turn
elevated restoration from an artisanal practice to
a scholarly and technical discipline [14].

Philosophical Reflections on Restoration:

Authenticity, Aura, and Temporal Identity

The transformation of painting restoration
into a discipline grounded in both science and
aesthetics invites a deeper philosophical exa-
mination. The 19th century not only formalized
methods and technologies but also intensified
reflection on what it means to preserve a work

of art. At the center of this reflection lies the con-
cept of authenticity — its definition, preservation,
and transformation.

Walter Benjamin’s essay The Work of Art in
the Age of Mechanical Reproduction profoundly
influenced how authenticity in art is conceptu-
alized. According to Benjamin, authenticity is
bound to the artwork’s unique existence in time
and space — its “aura” [2]. Restoration, while in-
tending to preserve, inevitably alters this aura.
Each intervention imposes a layer of interpre-
tation, potentially distancing the artwork from
its original context. Yet, Benjamin also acknow-
ledges that modernity necessitates new ways
of engaging with the past. Restoration becomes
a paradoxical act: it protects aura while simulta-
neously reconfiguring it.

Theodor Adorno advanced this idea by presen-
ting the artwork as a dialectical object — at once
material and conceptual, historical and autono-
mous. In Aesthetic Theory, Adorno argues that
artworks possess an intrinsic temporality, their
meaning unfolding over time through interac-
tions with viewers, contexts, and conditions [6].
Restoration, in this view, is not simply about re-
turning an object to a fixed state but about ne-
gotiating its dynamic process of becoming.

These theoretical insights challenge the notion
of a single, objective standard of authenticity. They
emphasize that every restoration decision carries
ethical weight, and that such decisions must consi-
der not only technical fidelity but also the evolving
cultural and historical meanings of the artwork.
This reorients restoration from a purely technical
endeavor to an interpretive and responsible practi-
ce situated within cultural memory.

Afurtherimplication lies in the concept of his-
torical layering. Paintings often bear visible tra-
ces of previous restorations, environmental ef-
fects, and institutional treatments. Should these
be removed to retrieve an imagined original, or
preserved as part of the object’s historical nar-
rative? Contemporary conservation increasingly
supports the latter view, advocating for transpa-
rency and the acknowledgment of change.

The discourse on restoration ethics that be-
gan in the 19th century thus continues to evolve.
It challenges professionals to maintain balance
— preserving visual legibility without fabrica-
ting false unity, and conserving material struc-
ture without severing historical continuity. Ben-
jamin and Adorno’s philosophies remain central
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to these discussions, underscoring that restora-
tion is not only preservation of form but a parti-
cipation in the life of culture.

Conclusion

The evolution of painting restoration in the 19th
century reveals the complex interweaving of
science, aesthetics, and cultural values. Resto-
ration practices transitioned from intuitive in-
terventions to systematically documented and
theoretically grounded approaches. This develop-
ment was influenced by the growth of public mu-
seums, technological innovations, and emerging
discourses on authenticity and ethics. Key thin-
kers like Walter Benjamin and Theodor Adorno
reframed restoration as a philosophical act, one
that engages with the temporality, meaning, and
aura of artworks.

The examples of Andrea del Sarto and Titian
show how restoration decisions can both pre-
serve and reshape the visual narrative of a pain-
ting. Furthermore, the increased role of scientific
analysis and documentation paved the way for
modern conservation principles such as reversi-
bility, transparency, and minimal intervention.
Ultimately, 19th-century restoration set the foun-
dation for current practices that understand the
artwork not as a fixed object but as a living artifact
embedded in a continuum of historical, cultural,
and material transformations.

This expanded understanding invites us to
view restoration not only as a professional task
but as an ethical dialogue between past and pre-

sent. Each conservation effort today is influenced
by the legacy of 19th-century developments — be
it through the institutional role of museums, the
philosophical frameworks of interpretation, or
the evolving technologies that deepen our ability
to read and respond to material change. Restora-
tion is no longer simply about preserving objects
but about sustaining cultural meaning through
critical and transparent engagement.

In this light, the restoration of paintings beco-
mes a profound cultural act. It affirms the value of
history while embracing the interpretive respon-
sibilities of the present. As we continue to face
new materials, degraded surfaces, and shifting
cultural priorities, the legacy of 19th-century re-
storation will remain a foundation — and a chal-
lenge — for future generations of conservators,
scholars, and viewers.

The examples of Andrea del Sarto and Titian
show how restoration decisions can both pre-
serve and reshape the visual narrative of a pain-
ting. Furthermore, the increased role of scientific
analysis and documentation paved the way for
modern conservation principles such as reversi-
bility, transparency, and minimal intervention.
Ultimately, 19th-century restoration set the foun-
dation for current practices that understand the
artwork notas a fixed object but as a living artifact
embedded in a continuum of historical, cultural,
and material transformations.

Eglé Aleknaité, PhD
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Fig. 2 Titian, Madonna with a Rabbit (Madonna col Coniglio, 1530), Musée du Louvre, Paris.
Source: https://commons.wikimedia.org/wiki/File:Tiziano_-_Madonna_col_Bambino,_Santa_Caterina_d%27A-
lessandria_e_un_coniglio_bianco.jpg
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Digital Prototyping
in the Process
of Fashion Design

#2D #3D #digital technologies #design #prototyping

% lize Bodia

Silvija MeZinska

Abstract

Technology has become essential in the fashion
industry, driving innovation, efficiency, and susta-
inability. From design to retail, digital tools like
CAD, 3D modeling, and Al are transforming how
garments are created and marketed. The rise of
digital fashion and “phygital” environments is
reshaping traditional roles, merging physical and
virtual processes. Investments in fashion tech
are increasing, enabling smart textiles, wearable
tech, immersive experiences and other techno-
logy. While digitalization brings many benefits,
such as reduced waste and faster workflows, it
also presents challenges like high costs and the
need for new technical skills. It is of importance
to identify the classification of technological
direction in the field of fashion design to under-
stand the opportunities provided.
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Introduction

The presence of technology in the modern world
is an integral part of any industry, the opportu-
nities and advantages provided by the integration
and use of technology ensure growth and deve-
lopment at any level of activity. Technology alon-
gside digitalization ensures operational efficien-
cy, higher quality and better process organization,
and provides new opportunities for innovation
and creativity.

Fashion designer I. Komarova describes fashion
as an industry that lies on the border between desi-
gn and art. At the same time, it is also a huge, reso-
urce-intensive industry that is criticized as a ma-
nifestation of consumer society [1].

Scientific research and practice prove that,
with the rapid development of the field of tech-
nology, it has become a ubiquitous force, deter-
mining unprecedented changes in the fashion in-
dustry. Technology has become an indispensable
partner in cooperation, redefining possibilities
and expanding the boundaries of traditional de-
sign paradigms [2].

The rapid spread of personal computers and
the introduction of the Internet in the late 20th
century transformed digital culture. The impact
of this phenomenon on fashion was felt as de-
signers such as Jean Paul Gaultier turned to cy-
berspace for aesthetic inspiration, and Computer
Aided Design (CAD) began to transform the gar-
ment manufacturing process [3].

Industry average technology investment,
% share of sales

Fig. 1Industry average technology investment.

A. Deniss describes the presence of digital
transformation in fashion, which encompasses
almost all stages of development, from design
creation to retail. This includes the use of innova-
tions such as process automation, robotics, Al, the
Internet of Things (IoT) and others to create new
growth opportunities. Digital technologies are
fundamentally transforming fashion processes,
allowing designers and entrepreneurs to discover
new opportunities in the fashion industry [4].

Digital Fashion as the Future of the Industry

The phenomenon of “digital fashion” has recen-
tly been seen in the media as the next major step
in the fashion industry. The increasing use of 3D
software and digital prototyping in the fashion de-
sign process is part of the broader “fashion 4.0” di-
gitalization process [5].

According to a 2022 report by McKinsey & Com-
pany, fashion companies invested 1.6-1.8 percent
of their revenue in technology in 2021. This figure
is expected to increase to 3.0-3.5 percent by 2030
(fig. 1) [6].

This highlights the growing importance of digi-
tal fashion as a key driver of transformation within
the industry. The McKinsey & Company data re-
inforces this trend, showing a significant projected
increase in tech investment by fashion companies,
signaling a strong commitment to digital innova-
tion and long-term industry evolution.

Source: https://www.mckinsey.com/industries/retail/our-insights/state-of-fashion-technology-report-2022)
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Fig. 2 Classification of Digital Fashion Innovations. Source: https://www.researchgate.net/publication/369845712_Defining_Digital_Fa-

shion_and_Tracking_the_Developments_in_Relevant_Technologies)

The latest technologies in modern fashion design
Technology influences the fashion industry in di-
verse ways, with varying degrees of digitalization
integrated throughout every stage of the process.
From design and production to marketing and
retail, technology has clearly left its mark on the
fashion industry. With the advent of online shop-
ping, social media and virtual reality technologies,
the way people search for, and purchase clothing
has changed exponentially [7], [8]. The symbiotic
relationship between technology and fashion de-
sign has been widely studied, revealing the trans-
formative impact of technology throughout the
entire cycle of the fashion design process [2].

The presence of technology in fashion design
can be divided into the following categories:
the rise of smart textiles,
digital and 3D fashion design,
sustainability and technology,
wearable technology and fashion,
Al and machine learning in fashion design,
the impact of immersive technologies [9].

These categories illustrate how technology
is not only enhancing creativity and efficiency in
fashion design but also reshaping industry’s core
values and practices.

Building on these technological categories, it
becomes essential to explore in what ways digital
technologies are applied within the clothing desi-
gn process.

Digital technologies in clothing design

At the core of this technological evolution is

the concept of digital fashion. Digital fashion

is a multidisciplinary field that encompasses four

main directions:

¢ digital design and e-prototyping,

¢ digital business and promotion,

¢ digital human and metaverse,

e phygital apparel and smart wearable
technology (fig. 2).

Digital Design and E-prototyping is one of the
most widely used and accessible areas within digi-
tal fashion, offering designers the ability to visualize
garments, experiment with textures and patterns,
and develop virtual prototypes without relying on
physical samples. This approach not only speeds up
the design process but also supports sustainability
by minimizing material waste and allowing for ra-
pid, cost-effective iteration before production.

To fully understand the impact of digital de-
sign and e-prototyping, it is important to explore
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Fig. 3 3D prototyping in CLO3D program.
Source: https://abcseams.com/clo-3d-virtual-prototyping/)

the specific types and capabilities of 2D and 3D
digital technologies that are reshaping the fa-
shion design process.

Types and capabilities of 2D and 3D

digital technologies

2D and 3D technologies have become an integral

part of clothing design and prototyping, and their

capabilities can be divided into:

e Computer-aided design (CAD): CAD so-
ftware is the cornerstone of modern fashion
design. It allows designers to create detailed
sketches, models and simulate the fit of gar-
ments, which not only saves time but also re-
duces material waste.

e 3D modeling and virtual prototyping:
these tools allow designers to create and
visualize garments in three dimensions be-
fore production. Virtual prototyping allows
adjustments to be made during the design
phase, reducing potential errors and saving
production costs (fig. 3).

e Digital textile printing: this technology has
revolutionized fabric design, allowing intricate
patterns and vibrant colors to be printed direc-
tly onto textiles, opening new customization

options and significantly accelerating the design
process [10].

Digital design and virtual prototyping involve
2D illustration, pattern creation, and sizing, as
well as 3D simulation and fabric modeling—tools
that significantly enhance efficiency and product
quality. 2D and 3D digital technologies are among
the most common and accessible tools in fashion
design, offering relatively low costs while delive-
ring a significant impact on efficiency, creativity,
and production quality.

Having explored the capabilities of digital tech-
nologies, it is essential to consider that alongside
advantages there are also some disadvantages
these tools bring to the fashion design industry.

Project results and analyses

To explore current trends and opportunities at
the intersection of fashion and technology and
to promote research, several scientific grant pro-
jects were carried out within the university [11],
[12]. One of which explored digital technologies
in fashion design. A step-by-step approach was
used to implement and evaluate various acces-
sible digital technologies, with the goal of asses-
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Fig. 4 |dea development in specialized program TexDesign. Source: own study.

Fig. 5 Pattern layouts in specialized program AccuMark Gerber
Source: own study.
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Fig. 6 Developed 30 pratotype. Source: own study.

sing their effectiveness in the fashion prototy-
ping process.

It is important to highlight the extensive pos-
sibilities offered by 2D computer-aided design
(CAD) tools. In the initial phase of prototyping,
sketches can be created using any 2D graphic de-
sign software and a digital pen, or through specia-
lized programs such as TexDesign, which provide
access to a library of pre-made design elements to
support idea development and concept visualiza-
tion (fig. 4).

Following the conceptualization phase, the
specialized computer-aided design software Ac-
cuMark Gerber is used to develop the garment
pattern digitally, eliminating the need for initial
hand-drafted paper patterns. The pattern is con-
structed directly within the software environ-
ment, allowing for precise manipulation, refine-
ment, and the generation of all required cutting
components and pattern layouts (fig. 5).

Within the software, key features of the pat-
tern are defined and refined. Control points are
added to guide construction, measurements are
adjusted for accuracy, and the placement of ele-
ments such as armholes is specified and additio-
nal pattern components — such as facings and
lining pieces — are created to complete the gar-
ment structure.

LCBD% e @

(il

2230
® o mes

3D prototyping allows for the digital develop-
ment of the model, ensuring that all pattern pie-
ces are accurately aligned and constructed before
physical production begins. At this stage, a virtu-
al avatar is selected and customized, appropriate
fabric types and physical properties are assigned,
and pattern pieces are digitally positioned on the
model. A virtual “stitching” process is then car-
ried out to simulate garment assembly, resulting
in a realistic 3D prototype (fig. 6).

This enables the designer to assess fit, silhouette,
fabric behaviour, and overall design accuracy, ma-
king it easier to identify and correct potential issues
early in the development process (fig. 7, 8).

The project examines the integration of digi-
tal technologies in fashion design, emphasizing
their functional application in the design pro-
cess, their potential to enhance workflow effi-
ciency, and their relevance within educational
and research contexts.

The key points of analysis can be divided into
three categories:

1. Technology in Fashion. 2D and 3D digital
tools are transforming fashion design. Softwa-
re like TexDesign and AccuMark Gerber ena-
bles precise pattern making, while 3D simu-
lations help visualize fit and fabric behavior
before production.
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Fig. 7 Developed 3D prototype. Source: own study.

2. Efficiency and Workflow. Digital prototy-
ping improves accuracy and speeds up the de-
sign process. It reduces the need for physical
samples, allowing designers to iterate rapidly.

3. Educational Value. The project highlights
the importance of teaching digital skills in fa-
shion. It prepares students for a tech-driven
industry and supports innovation through
hands-on experimentation.

Advantages and disadvantages of digital technology
Digital technologies in fashion design offer se-
veral advantages, including faster design pro-
cesses, reduced material waste through virtu-
al prototyping, greater creative flexibility, and
easier collaboration across teams. Tools like 3D
modeling software allow designers to visualize
and refine garments without physical samples,
promoting both efficiency and sustainability.
It is important to choose digital design softwa-

Fig. 8 Developed 3D prototype. Source: own study.

re based on projects specific needs, as programs
vary in complexity and purpose.

However, there are also disadvantages, such
as high initial costs for software and training, li-
mited tactile feedback compared to working with
real materials, digital footprint and the need for
technical skills that may not be part of a traditio-
nal design background. Also, it is important to cle-
arly determine the needs of the company and to
thoroughly research the possibilities amongst the
broad field of technologies.

The field of modern fashion production is re-
alized in a Phygital (physical and digital) environ-
ment, where the best advantages of physical pro-
duction are combined with the possibilities of
digital technologies. Under the influence of this
environment and in synergy with digital fashion,
the professional and material boundaries of desi-
gners are becoming fluid, thus transforming the
traditional image of the fashion designer [5].
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Summary

It is important to emphasize the broad nature of
this field as it encompasses diversity in applica-
tion and integrates a wide range of digital techno-
logies — from 2D and 3D design tools to Al, smart
textiles, virtual reality, and wearable tech — each
contributing uniquely to different stages of the
fashion design and production process and giving
the opportunity to designers and manufacturers
to truly explore how technologies could influence
their business.

The close relationship between modern tech-
nologies and the diverse aspects of clothing de-
sign and manufacturing highlights the inter-
disciplinary nature of the field. Technological
advancements continue to open new avenues for
development — ranging from design and susta-
inability to smart materials, production proces-
ses, entrepreneurship, immersive technologies,
and artificial intelligence. As these innovations
evolve, they continuously offer fresh solutions
and possibilities for the fashion industry.
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SPACE THAT
SPEAKS TO ALL.

Agata Anacik-Kryza, PhD

Abstract
The article discusses the role of universal desi-
gn as a tool for developing empathy and social
responsibility in design education. It presents
teaching experiences from a course for graphic
design students that integrates methodology,
design thinking and Project-Based Learning. The
purpose of the classes is to prepare students for
creation of inclusive and accessible solutions.
The evaluation conducted, based on mixed
methodology, showed that the course had
a positive impact on students’ approach to
design. As many as 65% of students who have
completed the course declared a clear positi-
ve change in their approach. These changes
included increased awareness of accessibility
issues, better understanding of the meaning of
empathy and appreciation of the role of rese-
arch in the design process. Students emphasi-
sed that their designs focused on users’ actual
needs and not on their own creative preferen-
ces. They also noticed that designing with di-
sabled persons in mind expanded accessibility
for the entire society, including the elderly or
parents with children.

Anna Sieron

contemporary city may be perceived as
Aa complex communication system — a set

of signs, spaces and interactions which,
like a book, requires careful reading. However,
this metaphoric “page” can be turned over only
when the space can actually be accessed by all
of its residents — children, senior citizens, pe-
ople with disabilities. Universal design, develo-
ped since 1970s by Ronalda L. Mace, the author
of the “Universal Design: Barrier Free Environ-
ments for Everyone” concept (1985), offers fra-
mework which allows one to think about space
not as a common denominator for the “majority”
but as a dynamic field of needs and possibilities.
In this approach, the designer becomes a media-
tor between diverse bodies and the structure of
the everyday world — and design gains an ethical
and social dimension.

This article presents teaching experiences
from the universal design course conducted in
the field of graphic design in which the design
thinking methodology and Project-Based Lear-
ning serve as tools for developing empathy, sen-
sitivity to spatial exclusion and professional re-
sponsibility. This course has become a space for
testing the inclusivity assumptions in the urban
context — both through field research with the
participation of users, and through prototyping
and testing of solutions under real conditions. In
the further parts of the article, we present theo-
retical assumptions, a description of the teaching
process, evaluation results, and examples of three
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student designs which illustrate how design can
become a tool of social change.

Universal design is a fundamental paradigm
in the field of design, aimed at creating artifacts,
spaces and experiences in a way that ensures the-
ir optimal accessibility and functionality for the
widest possible spectrum of users. It assumes an
elimination of barriers resulting from age, diverse
psychophysical abilities or individual preferences,
aiming to achieve universal adaptability. The ob-
jective of this approach is to incorporate social inc-
lusion, which corresponds with the contemporary
understanding of disability that is increasingly
perceived not as an inherent feature of an indivi-
dual but as a consequence of the systemic environ-
ment not being adapted to the diverse needs. In
the demographic perspective, universal design re-
sponds to the challenges of ageing societies which
require adaptations of the infrastructure to the
needs of elderly people. Moreover, universal desi-
gn harmonises with the sustainable development
principles, contributing to the reduction of social
and economic disproportions through the stimula-
tion of social cohesion and counteracting discrimi-
nation in the access to resources and services.

The beginnings of the idea of universal design
date back to the 1970s, strongly associated with
the figure of the American architect Ronald Mace.
He was the author of the idea of “design for all”,
which assumed the need to create architectural
structures in a way that takes into account the
needs of people with different motor, sensory and

cognitive abilities. His works were an impulse for
the development of standards and norms in this
field. In 1980s, the popularity of this perspective
grew thanks to the publication by Victor Papanek
entitled “Design for the Real World. Human Eco-
logy and Social Change”, in which the author pro-
moted the holistic design paradigm, prioritizing
the well-being of humanity and the planet over
pure aesthetics or commercial goals.

The 1990s brought about the diversification of
the applications of universal design, which went
beyond architecture, finding implementation in
areas such as industrial design, education and the
service sector. The breakthrough moment was the
publication of the “Seven Principles of Universal
Design” in 1997 by the Universal Design Center
in North Carolina, which to this day constitute
axioms of this philosophy. Currently, the prin-
ciples of universal design are supplemented with
additional criteria, such as the aesthetic integra-
tion with the environment and the support for
real integration of people with different abilities,
which corresponds to the concept of “perception
of equality” formulated by Konrad Kaletsch (“Per-
ception of Equality: Design for Inclusive Environ-
ments”, Springer, Berlin 2021), as well as the po-
stulate put forward by Kat Holmes, the author of
“Mismatch: How Inclusion Shapes Design” (MIT
Press, Cambridge 2020), according to which a de-
sign should be sensitive to the cultural, linguistic
and social context of its users for whom it is be-
ing created. Technological progress opens up new
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opportunities with regard to the adaptation of
solutions to users’ diverse needs. Which is more,
the adoption of an interdisciplinary approach to
design, integrating the knowledge on ergonomics,
psychology, sociology and other disciplines, al-
lows the creation of more universal and effective
solutions. The key element is also the participa-
tive inclusion into the design process of not only
industry experts but first and foremost represen-
tatives of excluded and marginalised groups. Such
approach guarantees that the products designed
truly address their actual needs and aspirations.
As Ezio Manzini notes in his book “Design, When
Everybody Designs: An Introduction to Design for
Social Innovation” (Cambridge — London Press,
2015), the future of social innovations in design
lies in broad cooperation between both professio-
nals and people from outside the design commu-
nity. Universal design, as a holistic paradigm, has
evolved from its initial “Design for All” concept to
becoming an integral part of contemporary user-
-oriented design, which contributes to the syste-
matic building of a more inclusive and accessible
environment for the entire society.

Project-Based Learning: Integration of universal
design with an active teaching approach
Project-Based Learning is a method which involves
students in solving actual problems and develo-
ping skills useful in their professional life, such
as critical thinking, cooperation and agency. Lear-
ning by doing, as John Dewey wrote, “is life itself”
— not just preparation for life.

Universal design, in turn, is based on the cre-
ation of products, spaces and services accessible
for all, without any need for adaptation. In edu-
cation this means the planning of inclusive expe-
riences already at the teaching process design sta-
ge. This framework, described by David H. Rose
and Anne Meyer in their book “Teaching Every
Student in the Digital Age” (Association for Su-
pervision and Curriculum Development, Alexan-
dria 2002), allows for the involvement of students
with different needs and learning styles by offe-
ring many ways of expression and participation.

At our university, i.e. SWPS University, Krakow
campus, the integration of these approaches is
not an extra — it is the basis of the curriculum.
Universal design is a mandatory teaching module
in the field of applied graphics and multimedia.
The classes are spread over two semesters: the

first one is devoted to empathy — students study
the needs of different users and analyse existing
barriers; the second one focuses on the generation
of solutions and testing them. The whole course is
provided in accordance with the design thinking
methodology which supports iterative nature of
the process and experience-based learning.

Students work in interdisciplinary teams, de-
veloping designs that address actual social needs
— from public spaces to solutions supporting per-
sons with functional limitations. The principles
of universal design — such as equitable use, sim-
ple and intuitive use, flexibility in use, or toleran-
ce for error — are applied consistently at each sta-
ge of the design work.

As Victor Papanek noted, designing is one of
the most powerful tools for shaping the world. In
our approach, we teach that this tool should be
used responsibly — with the widest group of users
in mind and with deep understanding of the so-
cial context.

Evaluation of universal design classes

The aim of the study was to comprehensively as-
sess the effectiveness, teaching quality and dec-
larative impact of classes on undertaken project
activities, analyzed from the perspective of stu-
dents, diploma candidates and graduates of the
university. Particular emphasis was placed on
identifying the extent to which the respondents
and interviewees integrated the principles of uni-
versal design in their theses and everyday profes-
sional practice, which is a real measure of know-
ledge and skills transfer.

The classes were evaluated on the basis of the
mixed methodology, combining quantitative and
qualitative approaches, in accordance with the
principles of triangulation in research described
by Norman Denzin in his book “Sociological Me-
thods: A Sourcebook” (Routledge, New York 2017).
This combination allows not only for the verifica-
tion of results from various sources, but also for
obtaining a richer, more nuanced picture of the
phenomenon analysed.

The quantitative study was population-based —
the link to the survey was sent to two research gro-
ups: students who had completed universal design
classes and those who were in the first semester of
the subject.

Under the qualitative phase of the survey, 13
individual in-depth interviews were carried out

dsignn  no.7 — 2/2025



Fig. 1Inclusive playground design. Authors: Justyna
Senderek, Wiktoria Springer, Ewelina Wojas, Agnieszka
Wojtanowska.

in total. Interview invitees included persons who
consciously implemented the principles of uni-
versal design in their dissertation.

Nearly 57% of the students taking part in the
survey declared that a clear positive change took
place in their approach to design under the in-
fluence of the classes. Among the students who
successfully completed the course, this percen-
tage was even higher, reaching 65%. The positi-
ve changes observed in the approach to design
included: significantly increased awareness of
accessibility, in-depth understanding of the im-
portance of empathy in the entire design process,
adoption of the principles of inclusive design as
an intrinsic work standard, better understanding
of the complexity of how the design is received by
various user groups, as well as appreciation of the
key role of reliable research in design. The course
effectively changes students’ approach to design,
which constitutes clear evidence of its long-term
value in the education of future specialists in the
field of design.

The graduates and diploma students imple-
mented the principles of universal design in their

final works to varying degrees. For some of them,
universal design constituted the central concep-
tual framework which determined and organised
the entire creative process, whereas for others
these principles constituted an important, though
supplementary, element of their design methodo-
logy. However, all interviewees agreed that their
projects were not focused on their own creative
preferences, but on the real and diverse needs of
the user, prioritizing usability and functionality
over aesthetic values.

Respondents consistently stressed that desi-
gning with disabled persons in mind automati-
cally expanded accessibility for the general pu-
blic, including also such groups as the elderly or
parents with small children. They also pointed
out less obvious but just as important user gro-
ups, such as: children, people speaking languages
other than the dominant one, or women who
often are not included on a standard basis in the
context of exclusion.

The most valuable elements in the curriculum,
according to the interviewees, included: the
opportunity to delve into the principles of uni-
versal design in detail and become aware of its
critical importance for contemporary design, the
importance of research experience, learning new
techniques and analytical tools (and the possibili-
ty of their practical application in real projects), as
well as a comprehensive analysis of accessibility
and inclusivity through systematic observation of
physical and digital spaces.

The interviewees clearly saw that learning uni-
versal design translated into more inclusive de-
sign thinking and deeper awareness of ensuring
accessibility and functionality for all users. This
knowledge constitutes for them a solid basis in the
understanding of the full design cycle and shapes
the ability to thoroughly analyse needs. It develops
empathy and sensitivity to requirements of diverse
user groups, which in consequence leads to the cre-
ation of design solutions that are more sustainable
and ethical. The diploma students and graduates
surveyed are aware that universal design addres-
ses the growing needs of the contemporary world
and provides them with a significant competitive
advantage in the labour market.

Student design: universal playground
The design by students Justyna Senderek, Wiktoria
Springer, Ewelina Wojas and Agnieszka Wojtanow-
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ska constitutes an example of how design thinking
is used in the designing of public space accessible
for children with diverse developmental and func-
tional needs (Illustration 1, universal design classes
conducted by the authors of the article).

The starting point was the research conducted
at the empathising stage — the students identified
the needs and barriers encountered by children in
the urban space. The inspiration for the diagnosis
were previous design experiences, including the
design safari exercise — an exploratory method
consisting in the observation of space from the
point of view of people at risk of exclusion, which
made the students more sensitive to the absence
of inclusive solutions in the urban infrastructu-
re. Children of different ages participated in the
research, which enabled the students to capture
many perspectives.

Field studies were also an important element
of the process, including observations and in-
terviews with the children and their guardians,
the results of which have been analysed and col-
lated in a research plan encompassing the iden-
tification of users and the analysis of data collec-
ted. On their basis the students defined the most
important user needs such as the need for diverse
motor activity, sensory integration, rest, and spa-
tial orientation.

The ideation stage resulted in numerous ide-
as, which were then verified in the prototyping
phase. The universal playground model created
included a multi-level climbing structure, a swi-
ng, a tunnel-slide, sensory musical elements, and
a sand pit, as well as visually diverse surface with
colourful forms playing the role of orientation po-
ints. Students realise that the chessboard layout
does not meet the universal design requirements
— it was used in the prototype solely to enable the
authors to explain and visualize during usability
tests how the substrate would work when it also
took on an informational role.

The solutions proposed included:

o well-thought-out functional zones correspon-
ding to different forms of activity (motor, sen-
sory, social),

e visual and physical accessibility of play ele-
ments,

o leisure elements and introduction of greenery,

e clear and attractive spatial layout inspired by
the need for exploration.

The design is an example of a socially sensitive
approach to urban space and provides an excel-
lent illustration for the application of the prin-
ciples of universal design in educational practi-
ce. The students have designed a play area which
does not segregate children according to their
level of fitness but encourages shared activity
and cooperation. The principles of equitable use,
flexibility in use and size and space for approach
and use are clearly being implemented. The sen-
sory and visual diversity of elements supports
orientation in space and social development of
children. The inclusion of the social context also
constitutes a significant value of the design — the
playground has been designed as a place for inte-
gration, not rehabilitation, which is in line with
the principle of cultural and linguistic sensitivity.
Despite the very good level of attention to deta-
il in the concept, the design could be developed
further with regard to the principles of “toleran-
ce for error” and “simple and intuitive use™, e.g.
by developing safety markings or instructions for
use in more detail. Despite these minor shortco-
mings, the concept is very mature and cohesive,
showing that inclusivity could be the foundation
of an aesthetic, accessible and socially meanin-
gful design.

The design constitutes an example of the practi-
cal application of the principles of universal desi-
gn in design education, with the simultaneous de-
velopment of soft competences, such as empathy,
ability to cooperate and communicate. Thanks
to the inclusion of actual users and the iterative
nature of the work, the students have developed
a solution which may be a starting point for the
implementation, and at the same time fits into
the didactic goals of educating empathetic desi-
gners and designers aware of the role of accessibi-
lity in public space.

Diploma design: universal design in the space

of the Rakowicki Cemetery

Jakub Bartkowski’s diploma work, carried out in
the diploma studio of Oksana Shmygol and Julian
Wierzchowski, is an example of implementation
of the principles of universal design in public
spaces of particular cultural and historical value.
The topic of the project was to design a spatial
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information system and visual identification for
the Rakowicki Cemetery in Krakow, taking into
account the needs of people at risk of spatial exc-
lusion, using an approach based on empathy and
co-design with users with diverse functional ne-
eds, which is in line with the assumptions of uni-
versal design (Illustration 2).

The starting point was the analysis of public
infrastructure accessibility barriers identified
during an earlier design safari exercise. These
observations initiated an in-depth identifica-
tion of the needs of users — including persons in
wheelchairs, the elderly, carers of children and
people with sensory disabilities.

An important stage of the design process were
research walks — a qualitative method enabling
the researchers to directly experience the space
and identify user problems. The diploma student,
accompanying representatives of target groups,
had an opportunity to directly experience challen-
ges connected with moving around the cemetery.
He noticed, among other things, the absence of
information about accessible toilets — which for
people with reduced mobility is a key aspect when
planning a visit.

The field research was of exploratory and par-
ticipative nature, which enabled the author of the
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Fig. 2 Signage design for the Rakowicki Cemetery.
Author: Jakub Bartkowski.

design to verify the project assumptions in the spi-
rit of universal design in which the testing of hy-
potheses takes place through contacts with actual
users and not solely through own assumptions.
Simultaneously, a comparative analysis was con-
ducted — of both digital and physical information
systems in similar public spaces in other cities
(Warsaw, L6dz). The conclusions indicated a lack
of awareness of people with disabilities among
cemetery managers, which reflects a broader phe-
nomenon observed in many institutions where
people with disabilities are not treated as equal
users of space, which results in their marginaliza-
tion in infrastructural projects.

The solutions proposed included:

e maps and boards with lists of graves, designed
to meet various user needs (e.g. high-contrast
versions for the elderly and visually impaired,
translations for non-Polish speakers),

e signs indicating architectural barriers and
accessible toilets have been developed taking
into account the principles of information de-
sign, including appropriate contrast, content
hierarchy, selection of icons, font size and ava-
ilability of lighting, directional signs in Polish
and English,
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Fig. 3 Design of a guide book for the John Paul Il Airport in Balice.
Author: Daria tabedz.

e visual identification inspired by architectu-
ral details — stained glass windows from the
cemetery chapel.

Jakub Bartkowski’s diploma work deserves
particular recognition due to the combination
of cultural sensitivity with accessibility require-
ments. The author designed a spatial information
and visual information system for the Rakowicki
Cemetery by integrating functionality with re-
flection on user experience in the space of com-
memoration and sacrum. The design implements
well the principles of equitable use, simple and
intuitive use, perceptible information and cultu-
ral sensitivity — particularly through the use of
high-contrast maps, pictograms, translations, and
reference to the architectural details of the ceme-
tery. The comparative analysis of solutions from
other cities and the empirical identification of
architectural barriers in the field also constitute

a big advantage. The design could also be develo-
ped with regard to the principles of “low physical
effort” and “tolerance for error”, e.g. by designing
rest areas or clearer marking of zones that are
hard to access. Despite this, the work represents
a high level of social sensitivity and professiona-
lism, combining the functional dimension with
the symbolic and cultural one.

The Public Transport Board in Krakéw has
evaluated the design positively and expressed its
readiness to assume supervision over its imple-
mentation. This example shows how the univer-
sal design practice could be implemented effecti-
vely on the educational level through the contact
with actual users and through inclusion of their
experiences, which increases the chances for the
solutions developed being implemented and un-
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derscores the value of qualitative research in the
educational process.

Diploma design: Neurodiversity-Friendly Airport

The diploma work by Daria Labedz, prepared in
the studio of Zuzanna Lazarewicz and Kinga Bla-
schke, constitutes an example of the application
of universal design in an environment with a high
level of stimuli and complex spatial organisation.
The design concerned the creation of a system
supporting the independence of adults with an
autism spectrum disorder within the Krakéw-Ba-
lice airport, using an approach based on empathy
and co-design with users with different functio-
nal needs, which is in line with the assumptions
of universal design. (Illustration 3).

The design was inspired by the cooperation
with the Aviation Education Centre (Centrum
Edukacji Lotniczej) and the personal experien-
ces of the student as a highly sensitive person, as
well as the involvement of target group represen-
tatives and their readiness to cooperate highlight
the importance of the social rooting of the design
process. At the first stage, a series of in-depth in-
terviews with neurodiverse adults was conducted
because this type of method allows the capture
of nuances in the users’ experiences, particular-
ly in groups characterised by neurodiversity. The
diploma student developed her own research sce-
nario, focusing on clear language, open-ended
questions and non-directive approach, in accor-
dance with the assumptions of universal design
which promotes a shift away from the designer’s
own beliefs towards work based on research data.

The diploma student developed her own rese-
arch scenario, focusing on clear language, open-
-ended questions and non-directive approach,
in accordance with the assumptions of universal
design which promotes a shift away from the de-
signer’s own beliefs towards work based on rese-
arch data.

Based on the material collected, a set of solu-
tions was designed to support independent move-
ment around the terminal, including:

e step-by-step instructions for the most frequent
travel scenarios,

e information boards with a simplified structure,
set of original graphic icons,

e the navigation system has been based on the
principle of spatial stress reduction, as predic-

tability and limitation of stimuli are crucial
for people with cognitive difficulties functio-
ning in environments with a high level of sen-
sory stimulation.

Each of these elements was subject to utility
testing with representatives of the target group.
The student tested physical mockups, analysing
their understandability and functionality in a real
context, because testing with users in the target
environment significantly increases the relevance
and usability of the designed solutions.

The work by Daria Labedz stands out due to
its deep empathy and understanding of contem-
porary challengers connected with neurodiversi-
ty. The design, addressed to adults on the autism
spectrum, shows how universal design can sup-
port independence, reduce stress and improve the
comfort of moving around in a space with high
intensity of stimuli. The author implemented al-
most all the principles of universal design, in par-
ticular those relating to flexibility in use, simple
and intuitive use, perceptible information as well
as cultural and social sensitivity. The set of origi-
nal icons, step-by-step instructions and simplified
information boards has been tested with repre-
sentatives of the target group, which confirms the
effectiveness of the proposed solutions. The ethical
dimension of the research also constitutes a high
value of the project — it relies on empathy and tru-
st-based relations. In the future, the aspect of the
users’ physical contact (e.g. reference to rest area,
lighting, acoustics) could be developed in order
to fully implement the principle of “low physical
effort”. The design is an example of a mature, em-
pathetic and socially aware design in which visual
communication becomes the tool of real inclusion.

In the research process, the student faced con-
cerns related to communication — both her own
and that of the respondents. As she admits, she
had discovered many shared features with her
interviewees, which enabled her to build em-
pathy-based relationships. The stress-coping
strategies described by the participants were
a particular source of inspiration — unobvious
but effective, such as looking at cheeses in a su-
permarket, drinking coffee “to calm down”, or
walking barefoot — they show that unobvious
emotional regulation strategies can be inspiring
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for the creation of low-threshold, empathetic de-
sign solutions.

The project has become for the student an
opportunity to develop her research competences
and reflect on the role of a designer in the social
context. The activities completed show that de-
sign education may effectively support the buil-
ding of social sensitivity, and solutions designed
for one group may be useful for many because de-
sign education based on actual social challenges
supports the development of the social sensitivity
and design responsibility competences.

Summary

Universal design, as an interdisciplinary and
evolving paradigm, combines ethical, social and
aesthetic reflection in a single design process. Its
development — from Ronalda L. Mace’s archi-
tectural initiatives, through Victora Papanek’s
postulates concerning the designer’s responsi-
bility towards the planet and society, to contem-
porary social practices described by Ezio Manzi-
ni — shows that, today, design is becoming a tool
of developing a more equal and inclusive world.
The addition of the eighth principle — cultural,
linguistic and social sensitivity — widens this pa-
radigm, emphasising the need to allow for various
user contexts and to shift away from universalism
towards empathic design pluralism.

In design teaching, universal design takes
on special meaning as a tool for teaching social
competences, empathy and professional respon-
sibility. Combining it with the design thinking
methodology and the Project-Based Learning
approach enables the students to learn by do-
ing, and, at the same time, understand design
as a process based on research, reflection and
co-creation. The course completed shows that
interdisciplinary and iterative teaching appro-
ach develops both design skills and ethical atti-
tudes — teaching students to listen, observe, test

and adjust their own assumptions in response to
users’ actual needs.

The results of evaluation of the universal desi-
gn classes confirm their transformational impact
on students’ awareness. Both the quantitative
and qualitative data show that the participation
in the course lead to a permanent change in thin-
king about design — from individual expression
towards a social goal. Students declared an in-
crease in empathy, greater understanding of the
meaning of accessibility, as well as perception of
user studies as the key stage of the design pro-
cess. In the opinion of the graduates and diploma
students, universal design not only expands the
workshop but also constitutes a distinctive com-
petence in professional work and facilitates com-
munication with various user groups.

The analysis of three student designs described
— the inclusive playground, the spatial informa-
tion system for the Rakowicki Cemetery, and the
Neurodiversity-Friendly Airport design — shows
that the universal design principles may be effec-
tively applied in the designing of both physical
spaces and visual communication systems. All
three designs confirm that design based on co-
operation with users leads to the creation of actu-
ally useful and ethically rooted solutions.

— combines cultural sensitivi-
ty with perceptible information, constituting an
example of a balanced dialogue between the com-
memoration of a place and needs of contempora-
I'y users.

— combines cultural
sensitivity with perceptible information, constitu-
ting an example of a balanced dialogue between the
commemoration of a place and needs of contempo-
rary users.

— develops the principles
of simple use, predictability and stress reduction
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by proposing solutions based on empathy and co-
-creation together with neurodiverse people.

Together, these designs show that the appli-
cation of the eight principles of universal design
promotes the creation of solutions which not only
increase accessibility but also enrich the user’s
experience by building a space for shared parti-
cipation and understanding. The common deno-
minator of these activities is the conviction that
universal design does not limit creativity — on the
contrary, it becomes the source of innovation and
reflection about the social role of design.

To sum up, teaching experiences and results of
studies show that design education focused on uni-

versal design plays a transformative role — it chan-
ges the way students think about design, expands
the scope of their empathy and develops ethical
professional attitudes. It teaches responsibility
for the shape of social and spatial environment
in which we live. Universal design, transferred to
the field of education, is not just a method — it be-
comes an attitude that makes it possible to build
a more just, inclusive and empathetic world.

Agata Anacik-Kryza, PhD
Anna Sieron
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Light and Shadow,
Emptiness and
Fuliness

on the art of black and white

The exhibition presents works by twenty-one artists — lecturers at the WIT Academy — represen-
ting various genres and techniques. It serves as a bridge between traditional art and technology,
perfectly reflecting the synergy that shapes contemporary creative approaches.

The four categories into which the works have been grouped are not identical with the technolo-
gical division. The themes of individual sections refer to the condition of both the human being

and the surrounding matter.

Psychological, social, and symbolic references accumulate across the works, regardless of the

technique chosen by each artist.

By abandoning vivid color in favor of chiaroscuro and strong contrasts, we reach the very essen-

ce of the artists’ intentions.

conflict — good fights evil, light struggles against

darkness. This metaphysical dualism is reflected
in art, particularly evident in the Baroque era.

Christ and the saints emerge from the darkness
of interiors, caves, or dense foliage. On Saint Paul’s
Feast Day, divine light of conversion flows through
Caravaggio’s paintings. From Rembrandt’s prophe-
tess Anna emanates the radiance of wisdom and
understanding. White is light; black is shadow. The
concept is different in Eastern traditions, where
opposites complement each other rather than clash.

In Taoism, the feminine yin, associated with
darkness and matter, is completed by the masculi-
ne yang, which represents light, space, and the void
symbolized by white.

Landscapes composed by ancient Eastern ma-
sters reveal this harmony. Black lines — brushstro-
kes — and the whiteness of paper or silk interact.
They create a dynamic interplay between fullness
and emptiness, materiality and spirituality.

In Western culture, opposites are in constant

Contemporary artists draw inspiration from both
traditions, as best exemplified by the works presen-
ted in the exhibition “The Art of Black and White.”

Although in European tradition the term original-
ly referred to workshop graphics — from mezzotint
and woodcut to lithography and linocut — today it s
most often used in the context of photography.

This exhibition aims to challenge that notion,
showing that in every modern artistic medium —
whether classical painting, printmaking, or digital
works — the interaction of opposites, black and whi-
te, remains essential. The image constructed thro-
ugh contrast evokes strong emotions and powerful-
ly engages the viewer’s senses.

The monochromatic nature of the works may
also serve as a respite from the flood of highly com-
mercialized and overly intense stimuli that surro-
und us in urban and virtual space.
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THE SHAPE OF MAN

“Where are you going?” ask the epheme-
ral faces from Mieczyslaw Wasilewski’s
poster, opening the exhibition with sim-
plicity and poignancy. Their minimalist
directness finds an echo in Piotr Kroch-
malski’s drawing inscribed with the words
“Direction: Rome.”

This is a satire on modern relationships
between humans and animals, yet also
a metaphor for consumerism. Malgorzata
Sobocinska-Kiss likewise explores inter-
personal connections, revealing both sty-
lized and expressive figures drawn thro-
ugh a diversity of lines. Their multiplicity
and comic-like quality allow each viewer
to create a personal narrative about the
depicted characters.

“Innocence Happens on the Way Home”
is the title of a painting by Sylwia Caban-
-Wiater. Although rooted in everyday life, it
takes on a distinctly metaphysical tone. The
human figures arranged in sequence re-
semble a ladder of generations—or perhaps
people we pass in our lives. Are they walking
into shadow or toward the light? The oil pa-
inting arouses curiosity and gentle unease,
offering no definitive answer.

Each viewer must decide for themselves.
Ambiguity also permeates the works of
Aneta Jazwinska. Her images of children
looking directly at us, captured in mo-
ments of play, lack carefree joy. Their faces
appear too mature. The human image, both
literally and metaphorically, is brought to
a close by Piotr Janowczyk’s film.

The artist records classical dance, inscri-
bing the performers into geometric forms.
White straight lines surround human sil-
houettes, constructing complex structures
whose shapes transform with every motion
of the dancers’ bodies.

Light and Shadow, Emptiness and Fullness on the Art of Black and White

Matgorzata Sobocinska-Kiss | Venus and Mars | 2013
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SIGNS OF WRITING

In these works, nature serves as an inspiration,
though it is transformed into a universal messa-
ge. It also raises questions about the future of hu-
manity. Symbol and image intertwine in posters,
collages, and compositions.

In Bartosz Mamak’s work, simplified human
silhouettes drawn with black lines merge into let-
ters forming the word fentanyl. This potent pain-
killer easily leads to addiction and often to death.
The poster thus becomes both commentary and
warning, as well as a visual metaphor for an al-
ternative—its figures perform movements remi-
niscent of physical exercises. Perhaps the viewer
will notice that the forms themselves carry a dif-
ferent, hidden meaning.

Ludmila Kwiatkowska inscribes cats into
graphic signs. Their softness harmonizes with
the sinuosity of lines forming ovals, circles, and
semicircles—akin to the animal figures in the pa-
intings of Franz Marc (1880-1916). Quadrupeds,

Bartosz Mamak | Fentany! | 2025

Light and Shadow, Emptiness and Fullness on the Art of Black and White

humanity’s companions, also play a significant
role in Grzegorz Rogala’s digital graphics. The ar-
tist constructs shelves resembling medieval altars
or museum vitrines, containing extraordinary na-
tural specimens—hybrids of human and animal,
or interspecies creatures. Enclosed within frames,
frozen in stillness, they fascinate through their
strangeness.

These works also pose questions about huma-
nity’s future. Nature likewise inspires Michal Pie-
karski, though in his art it takes on typographic
form. His wordplay, arranged with deliberate pre-
cision, creates visual poetry rooted in medieval
manuscripts yet most vividly realized by the
Fluxus artists. Piekarski paints with words.

Justyna Kabala and Anna Klos, in turn, inter-
twine letters and words with visual forms. The
former creates drawings; the latter composes col-
lages from fragments of old newspapers, letters,
leaflets, book pages, and other found materials. In
both cases, a successful synergy of signs emerges.

Luiza Kwiatkowska | Curious cat | 2021
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Grzegorz Rogala | Fairy tales and fables | 2025
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Michat Piekarski
Acacias | 2020
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Justyna Kabala
Aphrodite of Capua | 2021

Anna Kios | La geometria fantastica | 2021
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THE GEOMETRIZATION OF CHAOS

The artists’ compositions speak of an
attempt to impose order on what is ir-
regular, fluid, and undefined. The first
arranges strips cut from black and white
paper so that their uneven shapes form
a rectangle — an effort to tame the un-
tamable chaos, a metaphor for the mo-
vement and transformation of the world.

Another artist inscribes biomorphic
forms into grids or aligns seemingly
uniform solids in ordered sequences.
The last of the creators multiplies and
simplifies the depicted objects so that
they become abstract patterns — stencils
rather than tangible entities.

In contrast to Ryszard Sekula’s strate-
gy of unifying the subject in his art, Ze-
non Balcer deconstructs and fragments
it. Beams of light, captured in photo-
graphic frames, are digitally modified by
the artist.

The introduced glitches alter percep-
tion through geometrization. Nature’s
soft forms are simplified by cold, digital
algorithms. Yet in Rafal Strent’s Memo-
ry, the opposite process occurs. An orde-
red structure, influenced by the circular
motion of an object, collapses into disar-
ray — much like our neatly arranged me-
mories that, when stirred by unexpected
stimuli, come alive and intertwine.

Zenon Balcer | Echo of light 2 | 2025

Light and Shadow, Emptiness and Fullness on the Art of Black and White
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Rafat Strent | Memory | 1990

Anna Nowokunska-Maksymiuk | No. 3 from the Gridometry
series | 2023

Ryszard Sekuta | Details | 2015
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STRUCTURES OF NATURE

Nature delights in creating patterns
that it repeats infinitely. Seemingly
identical natural structures, when ob-
served closely, reveal their individu-
ality and uniqueness. Every snowflake
differs, every feather, shell, lichen, or
grain of sand.. These similarities and
differences inspire the works of Dariusz
Mlacki, Dominika Korzeniowska, and
Joanna Mankiewicz.

Drawing on Dadaist tradition, the
first artist presents objects “made” from
unconventional materials. Instead of
paper, an envelope is crafted from bird
feathers, acquiring metaphorical me-
aning. Repeated feathers form decora-
tive structures, while abstract circular
forms become ornamental elements in
Korzeniowska’s graphics.

Following the horror vacui principle,
they evenly cover the entire surface,
like organic life forms inhabiting inor-
ganic matter. They evoke fossils or the
interiors of fractured stones. Stylistical-
ly akin to Mankiewicz’s paintings, yet
unlike Korzeniowska’s static and mo-
numental works, Mankiewicz’s com-
positions are full of motion. Formed of
white and gray dots on a black backgro-

und, they evoke various associations —
from human tissues and blood vessels
seen under a microscope to nocturnal
landscapes viewed from above. They
illustrate the resemblance between mi-

cro- and macrocosm, resonating with
Eastern Taoist thought.

In Wieslaw Szamborski’s painting,
small spots become light, while simpli-
fied floral forms take on spatial abstrac-
tion. Flowers enveloping the branches
of blooming meadowsweet create three-
-dimensional natural structures. ]

Light and Shadow, Emptiness and Fullness on the Art of Black and White
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Dominika Korezniowska | Expansion from the Monocultures series | 2023

Wiestaw Szamborski | Spirea | 2007
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Justyna Staskiewicz-Jonak, PhD
Teaches photography at the WIT
Academy in Warsaw. Engages in
painting, printmaking, ceramic
sculpture, and photography. Seeks
a contemporary visual language
through traditional techniques such
as oil painting, printmaking, and
majolica. Focuses on color, tone,
and contrast, drawing inspiration
from organic forms and landscapes.
Combines media in experimental
works, including ceramic paintings.

Ingrida Bagociiiniené, PhD
Lecturer at Kaunas College and

restorer at the Pranas Gudynas

activity focuses on cultural heritage
communication and educational
practices aimed at connecting
restoration processes with

wider audiences.

ORCID: 0009-0001-8786-6565
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Vilnius Academy of Arts, and a gilding

Restoration Centre of the Lithuanian
National Museum of Art. Professional

Silvija MeZinska

Lecturer, researcher, and director

of the study program Fashion
Design and Technology at Riga
Technical University Rezekne
Academy (formerly Rezekne
Academy of Technologies). Has
completed internships at several
European universities. Research
and practical results have been
summarized in 14 publications
presented at conferences in Latvia
and abroad. Research interests
include materials research, advanced
technologies in clothing, and design
innovations in education.

ORCID: 0009-0003-2089-454X

7

Tamara Pathak

Artist, photographer, lecturer. Born
in Vilnius, Lithuania. Graduated Art
History, Theory and Critics bachelor in
Vytautas Magnus University, masters
of photography and Media Arts in
Vilnius academy of Arts. The axis of
her creativity focuses on the theme
of body representation, and the
artistic research of the Absent body
has been ongoing for several years.

\

lize Bodia

Lecturer at Riga Technical University
Rezekne Academy, teaching
design-oriented courses such as
Digital Technologies in Design,
Applied Graphics and Font, Interior
Sketching, among others. Academic
and professional interests focus on
interior and graphic design, as well
as design education and broader
aspects of visual communication. In
addition to academic work, actively
involved in curating international
design exhibitions and coordinating
student participation in international
exchange projects.

ORCID: 0009-0001-1911-7204
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Aina Strode, PhD

Associate professor and leading
researcher at Riga Technical
University Rezekne Academy, delivers
study courses for future designers,
construction engineers, and teachers,
member of the Latvian Designers’
Union. Research interests - design

in interdisciplinary research; design
thinking in education. Author

and reviewer of international
scientific publications.

ORCID: 0000-0001-9702-5834
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Eglé Aleknaite, PhD

Heritage professional and
academic lecturer specializing in
the conservation and restoration
of easel paintings. Experienced in
museum curation, historical research,
and cultural project management.
Professional activity focuses on
preserving artistic heritage and
developing educational initiatives
that connect conservation practice
with public engagement and
interdisciplinary research.

ORCID: 0009-0002-3750-7780
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Diana Apele

Assistant professor and researcher,
director of the professional
bachelor's study program “Design
Technologies” at Riga Technical
University Rezekne Academy, artist
and interior designer, member of the
Latvian Designers’ Union. Research
interests - interdisciplinary design
research, while in the field of art
he is interested in the integration
of technology into classical art
forms - graphics and photography,
and is fascinated by conceptual
art. Author of international
scientific publications, organizer
and participant of master classes,
conferences, projects, art and
design exhibitions.

Agata Anacik-Kryza, PhD
Sociologist, cultural anthropologist,
social researcher, and assistant
professor at the Interdisciplinary
Faculty of SWPS University in
Krakow. Academic work focuses on
alternative design doctrines and
universal design, with particular
emphasis on design for neurodiverse
individuals and on research within
the design process. Research
interests also include inclusive
language and its application

in social practice.

ORCID: 0009-0000-6981-393X

Ineta Auzane

Head of the Interior Design
Education programme and
professional subjects teacher

at art education competence centre
“Daugavpils secondary school

of design and arts SAULES SKOLA”",
interior design teacher at Latgale
Industrial Technical School.

She has always been interested

in graphical design and photography.
For the past 5 years, she has been
actively involved in exploration and
popularization of Latvian cultural
heritage, especially of Latgale
region, through photography.

Anna Sieron

Social researcher and UX researcher,
cultural studies scholar, theatre
scholar, designer, and PhD candidate
at the Faculty of Graphic Design

of the Academy of Fine Arts in
Katowice. Also works as an assistant
at the Interdisciplinary Faculty of
SWPS University in Krakow. Research
interests focus on universal design
and social inclusion, emphasizing the
importance of understanding diverse
social needs to create accessible and
functional solutions. Explores the role
of design in education, public space,
and assistive technologies. Currently
develops the MeeTypes project on
typography education in Poland.
ORCID: 0009-0007-16M-4837
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GROWTH

WIT

THE BEST
DIPLOMAS

Discover
the world
of young
creators

UPGROWTH is more than an exhibition
— it's a story of artistic growth
and imagination without limits.

Ol a0 Each year, we present diploma projects
i distinguished for their quality,
Cljfas2 originality, and attention to detail.

The exhibition opening takes place every year in October at Galeria WIT, 6 Gizow Street, Warsaw.
Virtual exhibition available at www.dyplomy.wit.edu.pl



() WITACADEMY

Time for studies — time for a good choice

The WIT Academy is a recognised and respected institution on the
Polish educational market, offering modern programmes of study
tailored to the dynamically changing requirements of employers.

Lecturers with academic knowledge and professional experience
Laboratories equipped with the latest hardware and software
Programmes developed in cooperation with industry leaders
Diplomas valued by employers in Poland and abroad

An educational offer matched to your needs
At the WIT Academy you can develop your skills at every stage
of your professional career:

» Bachelor’s studies (first cycle)

» Engineering studies (first cycle)
» Master's studies (second cycle)
» Post-graduate studies

Design your future!
(=135 [=]
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wit.edu.pl
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