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SUMMARY OF PROFESSIONAL ACCOMPLISHMENTS
in artistic, design, teaching, and organisational activities

The artistic and design activities

[ discovered the world of art from such books as e.g. Brian Bagnall’s ‘Creative Drawing
and Painting’ [0T 1 EOE OEOI Ad O*]A Blso §dludd ithe AMCA dehool iAl T x A¢ &
Gdynia to take a course in drawing and painting, then continued at private courses.
[ took part in numerous fine arts competitions. My first works (drawings, paintings)
paved me the way to the scholarship funded by the National Fund for the Children of
Warsaw [Krajowy Fundusz na Rzecz Dzieci z Warszgdwywvas engaged in the events and
activities arranged by the Fund over the years of secondary school. The cycle of plein-air
events held by the organisation (in the outskirts of the Polish Republic, e.g. in Ustron,
Biecz, or Komancza), and the organised exhibitions and meetings provided an ideal
counterpoint for the profile I chose at school, i.e. mathematics and information
technology. While in secondary school, I was awarded the scholarship of the town of
Rumia (for outstanding achievements in fine arts), and took part in two international
plein-air events of the Batuz Foundation in Altzella (Dresden). During the latter events
and the travels I took around Germany, Austria, and other countries I discovered
a broader cultural context, architecture, and art. As of 1996, [ began to document all my
expeditions and events with notes, poems, reflection, and sketches I accumulated in my
own journals.



In 2003, I passed the entrance examination to the Academy of Fine Arts in
Gdansk, field of Interior Architecture During the studies, thanks to magnificent tutors, I
learnt to view the creative work from the perspective of the problem and multiple
contexts. The classes developed my skill of perceiving designing as a process. They also
carried another important value, namely emphasised the role of classical drawing in the
creative process. My MA thesis, written under the direction of Professor Remigiusz
Grochal, concerned the design of the building on Copperhill in Are, Sweden. With the
dissertation in mind, I set out for Sweden to study the site, do sketches and a film
recording useful in my work. I defended my Master thesis in June 2009.

The time of my university studies was also the period of intense travels. In the
summer season (of the years 2004-2005) I twice stayed in Sweden where I worked in
the Joinery company (joinery works with their own design office) and Tre Ab
(a construction firm). I acquired precious practical experience there, learned, and
assisted in the design works on a residential building and a number of pieces of
furniture. I also performed simple tasks on the joinery production floor accumulating
a precious understanding of technology. Then, in 2007, I took a break in my studies and
stayed in France for a year (Paris and Lille). Having resumed studies in 2008, I made
a hitch-hiking voyage across South America (Venezuela, Brazil, Columbia, Peru, and
Bolivia) in search of adventure during the summer vacation. Two years later, I set on
a month’s travel around India.

The beginnings of my creative work go back to painting and drawing. Even today,
the above indicated time span, soaked in reflection on abstraction, forms, and the blotch,
the time of exhibitions and city life in Lille and Paris is one of the most valuable periods
in my creative life. The causes go beyond my fascination with the style and charm of the
French artistic Bohemia. It was then that I tasted artistic freedom to the full, an
experience I had rarely had previously. I was a man hunting for the abstract amongst the
Baroque city spaces. Moreover, even though I was only an AFA student and knew little of
designing interiors, I was surprisingly close to the key problems of architecture and
space. In the streets of Paris and Lille, I would go into the ritual of opening my painter’s
box, preparing the paints on the palette, and freezing still in the pose of making the first
brushstroke. Sometimes a sheet of paper and an ordinary pencil would suffice. There
was something of significance taking place - that brush or pencil would leave a mark.
Frequently, that concentration was so strong as to become too obliging and mobilising.
This is how painting or sketching would begin. The effects of my work of the times were
presented at an exhibition in Lille, at Au Point Central, L'Imaginaire.

Six years later, having followed several other paths from totally different starting
points, | would arrive at the same spot, this time, however, as an interior designer. This
is because I realised that in my creation of indoor spaces and their composition I was
guided by the same need of abstraction and creation of sublime forms. Just as before,
while drinking my morning coffee, I would sit down, pencil in my hand, and try to
describe space. It would often seem to me that the cornerstone of designing lay in
selection of appropriate products, developing a functional interior, or in its perfect
execution. However, after various periods, each seeming the most vital stage in their
own times, I would arrive at the same place, the same French café where I had sat as
a young man, and at painting abstract forms - though this time set in space. I realised
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something so obvious and right within reach that it came down to becoming my
rudimental truth: an interior architect is a painter of space.

With that conviction in mind, I took a job of an assistant lecturer at the
Department of Interior Architecture, Institute of Industrial Design, Koszalin University
of Technology, first on a service contract as of 1 October 2009, then on a full
employment contract as of 1 February 2010. Being an assistant lecturer, I created nearly
15 proprietary designs in the areas of interior architecture and industrial design in the
years 2008 - 2011. The former category comprised designs of flats and homes of diverse
sizes and stylistics for private investors. An interesting project (pursued together with
Professor Remigiusz Grochal) concerned E-kiosks produced for the City of Koszalin
under the programme entitled: ‘Preventing digital exclusion of the residents of Koszalin’.
In summary figures, the kiosks were installed in 30 schools in Koszalin.

That was a very important period in my professional life, as [ developed mastery
of the tools of the profession and acquired the skills of using the software indispensable
for an interior architect. My activities in designing in that period focused on one
important aspect, namely building a cohesive design process. My first implementations
made me realise (also through the mistakes I made) that an interior architect is also the
project manager responsible for dozens of minor and major things, all requiring good
organisation and coordination. In my design process, I gradually began including such
tools as cost estimation (which enables planning the expenditure and balancing the
prices of individual elements) and work schedule. When sitting down to the design
process [ was far from focusing on the ‘designer’s style’ built on repetitive functional and
aesthetic motives (instead, I was guided by the following prime imperative: I am not
designing for myself and I am not yielding to routine). As early as with my first designs
and projects, I aimed at being open to the Investor’s needs and the requirements of the
cultural context of the specific location. This resulted in variety of my designs and
quickly became the leading idea of my actions. I would begin working on the project
following the carte blanche principle, where the Investor and the location (in contrast to
the designer, as the modernist paradigm would dictate) were the starting point of the
project and its development. This, in turn, translated to the key significance of an
analysis of the site, and the Investor’s survey I developed.

Another category of my achievements in the period represented graphic
designs. Here, one could name the graphic settings of the events held or commercial
projects for different organizations. In the graphic field, [ have always been guided by
the ‘less is more’ principle searching for beauty in universal gestures and signs. I found it
inspiring to play with colour and form geometrisation. .

[ have always found the landscape of the Polish seacoast particularly appealing.
Taking strolls along the sea I would keenly note and analyse the surroundings. The
numerous timber poles of the breakwater ‘jetting’ into the sea would always trigger my
interest; [ would be fascinated with the shoreline cliffs, the fishing boats moored at the
shore, the lighthouses, and the view of the sea in storm. | made numerous pencil
sketches to document the images. Some of them later served as the material for a 2014
individual exhibition entitled ‘Sketches of the Polish Seacoast’ arranged at the Library in
Rumia.



The theme of the Polish coast intrigued me so much that it became the
cornerstone of my doctoral dissertation. And so, [ set on travels around the coastal
spaces, both physically and in other dimensions. [ reached for popular literature where
the sea was a major motif, and for scientific publications of architecture, geography,
history, and sociology. | wrote my dissertation entitled: ‘Architectural details of the
Southern Baltic beach areas as an element shaping the cultural landscape’ under the
direction of Professor Remigiusz Grochal and defended it at the Academy of Fine Arts in
Gdansk in November 2013. The nature of the dissertation was that of an analytical and
design study, and was composed of three sections. Section one outlined the theoretical
assumptions and there, I presented my observations on the cultural landscape, space,
and mechanisms of space perception based on the literature. I outlined the origins of
and the factors which moulded the idea of sustainable development, and presented
selected documents concerning the principles of developing the Southern Baltic coastal
zone. In section two, I focused on questions related to the presentation of elements of
small architecture, especially the role of the latter in shaping the landscape. I also
presented a critical analysis of selected architectural details in the area and of the
solutions largely contradictory to the idea of sustainable development. Section three was
my proprietary design proposal. There, | presented the conceptual designs of three
objects of small architecture, of the educational, trade, and recreational functions, all
forming a potential offer for the investors-to-be, local authorities, and private
entrepreneurs. A year later, in 2014, | was awarded the Rector’s Prize degree 2 for the
PhD dissertation.

That stage in my creative career was particularly fruitful, as I realised how
important it was to take a holistic approach to designing space and what sustainable
designing meant in practice. Since that moment, the idea of sustainable designing has
underpinned all my further artistic and design projects. In my work I take care to
consider a number of factors which determine and accompany the process of creation,
remaining aware of the educational role I play. I go through several consecutive design
phases - from the preliminary concept up to active participation in the life of the
designed site (e.g. by organising events, lectures, and/or conferences). Each project,
even the smallest one, is a challenge for me, and I take it up with all due respect. I reject
the temptation of creating the design ‘taking shortcuts’, as this carries the risk of
skipping the interdisciplinary reflection on the project, and in particular on the values
and actual needs of the persons for whom the created space is intended.

After the doctoral dissertation, I experienced not only the process of growing
more mature in my approach to designing, but also acceleration of my professional
development in both quantitative and qualitative terms. This bore the fruit of e.g.
implementation of a number of projects for private investors (apartments, homes), and
public investors (a church, libraries, internal space of a residential estate, a restaurant,
cafes, boutiques, and office). | faced not only more stringent requirements [ had to stand
up to, but also the necessity to formalise my activities to a larger extent, particularly in
the legal and financial terms, as that was indispensable for cooperating with public
entities. To that aim, I set up the ‘Sikora-Wnetrza’ [Sikora-Interior s] design studio. Since
that time my projects have been pursued under the name.



In the years 2013- 2015 I designed several apartments and houses. Two of them,
diametrically different in character, are of particular significance for me. The first
project concerned a family house in Straszyn (300 sq. m) and was based on combination
of two contrasting elements: smart modernity (black colour, walnut veneer, furniture,
and accessories) and nature (wooden cubes, ash floor). The second project concerned an
apartment in Sopot (90 sq. m) in a mixed coastal and colonial style. It is an etude and a
peculiar fruit of my work. The interior was developed in a former soap factory building.
Stepping inside the living room combined with the dining room one gets a hint of an old
spa townhouse: open space where the dining table welcomes the visitor on the entry
with an air family life. The table, as the long-standing tradition of the dwellers dictates,
will be the focal point of life indoors. The kitchen in the background is given the form of
a large butlery outstanding in numerous unique features (with a sliding working top and
tiling of natural stone). The contrasts between warm seatings of noble materials and
sofas on the one hand and the austere floor and brick come into interplay forming a
single cohesive space. A corridor finished with a stained glass window which illuminates
it with a thousand colours leads to the rooms. Inspiration to the stained glass came from
an unusual source: a towel brought by a family member from the Bahama Islands. The
atmosphere of the place also emanates from an Italian door, more than three metres tall,
which naturally continue the wall. The bathroom honours noble elegance with the black,
chrome, and decorative, colourful mosaic. All is finished with noble details and a fresco I
personally executed, with a view of the Sopot pier back in the nineteen twenties. On
entrance, we are welcome by hand-decorated porcelain washbasins, their stylistics
corresponding with the artistic space of the entire apartment. Slightly elevated on a
pedestal, right after the classical wooden bathroom dresser, stands a filigree bathtub.
Relaxing there can certainly be a source of aesthetic experience. Its fineness is
emphasised by the milky textile screen sown to reach the high ceiling and a smart,
atmospheric lamp continuing the style of the delicate textile set against chrome finish.

The design of the apartment (and its implementation) won me the first prize for
‘The best interior in the Tri-City’ in the ‘City Interiors 2014’ competition organised by
the Homebook.pl portal. In 2015, both designs also found their way to the cover pages of
Polish journals of interior architecture - Swiat Rezydencji (September) and Dobrze
Mieszkaj (December).

A photo of the Straszyn home




When taking up a new project, I make it a point to consider a number of major
factors which accompany the creation process and go through a sequence of consecutive
design stages - from the preliminary concept to the final work. [ am aware of the risks
one is exposed to when choosing to ‘take shortcuts’ and yielding to routine which
eradicates interdisciplinary reflection and disregards the needs, values, and true
preferences of the people for whom space is created. I have always striven to inject
order into space, construed in both the functional, aesthetic, and semiotic aspects. A well
planned interior is orderly, logical, clear, incorporates signs, codes, and archetypes
comprehensible to the recipient, and guides the individual in finding his/her place in
space (and taming it). In my design work, [ never forget that architecture of an interior is
more than the sum of its component elements (the matter, building material, shape, or
colour scheme); it is also a social phenomenon, an axiological system conveying an array
of information, communications, and symbols, all of which turn it into ‘space of
significance’. Therefore, I perceive the designer as the person inspired by the Investor’s
personality and needs, and by the vibe of the place, the person whose role is to inject
synergic value thereto, bring it to view, transform and crystalise it.

At this point, it is worth to quote a contemporary designer and ‘poet of plastic’,
Karim Rashid: ‘Pencil iSOEA OxEZOAOGO AT A 11 00 mukméA OE OA
work, I make it a point to use that very tool which verifies my artistic talent (often
carrying varied consequences for me). On the other hand, pencil requires unceasing
alertness and discipline. I NEVER start designing with computer visualisations. The
process is ALWAYS preceded with pencil sketching, correcting, modifying, and striking
off. I treat interior designing as an act of creation, where each action taken teaches (and
forms you) revealing its astonishing face. While creating, I remain in constant dialogue
with the need to satisfy the functional and aesthetic demands of the place and the
investor’s templates, and my own personal aspirations, ambitions, and longings. The
tensions between them shaped the public spaces I designed (in the years 2013 - 2016).
The same has been the lead aspect of my activities for three years now. I have a record of
a dozen or so designs, including almost ten already implemented (and several in
execution). As for designing public spaces, I have set several goals for myself:
a) injection of the community spirit - the design should come as the effect of dialogue
with the investors (and the users in certain cases); b) context-setting - designing should
be set in the awareness of the cultural landscape (creating the identity of the place);
c) holism - integrating aspects of nature and culture; d) education - the design should
trigger community-conducive behaviours and stir sensitivity to aesthetic values
(sometimes spiritual values too); e) functionality - the design should define the
functions clearly so that when the design takes flesh it does not disturb the reception of
the surroundings; f) chronicity - the design should take into account the consequences
its implementation will carry.

At this point, I must mention four executed projects which are particularly close
to my heart: a Law Office in Gdansk, the Ditta Zimmermann Jewellery Boutique in
Warsaw, a Club cum Café in Rumia, and the ‘Mocno Nadziane’ [Stuffed StrongJrestaurant
at Monte Cassino Street in Sopot.
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The cafe in Rumia  The O6Mocno Nadzianeo

The last of the listed project deserves a word or two: the stylistic assumption
behind the design of the ‘Mocno Nadziane’ restaurant was to recreate the air of the
Sopot townhouse style (frequently associated with Art Nouveau, even if the association
is verges on the legendary) and inject a pinch of nonchalant and modern artistry. As
such, to me the project meant a sentimental journey along the authentic streets of the
city and my own dreams oscillating around the notion of ‘fusion’ (a specific haute
couture of interiors). The interior posed a true challenge in terms of functionality, as it
required arranging as many as three levels and merging two premises. What turned out
to be the toughest task was to bring the technically ruined lodgings to their present
shape - that was an interesting experience on the verge of interior architecture and
‘archaeology’.

In the year 2013, [ was offered the proposal of designing the interior of a newly
erected shrine - St Theresa Catholic church in Gdansk (the building body designed by
arch. Jacek Sokotowski, PhD Eng.). It was a major challenge for me. On the one hand,
[ was aware that interior design played a highly important role in sacral architecture.
On the other hand, I realised that what we faced in Poland was illiteracy in sacral art
(shared by both the congregation and the clergy). Setting down to the task (admittedly
not without a sense of anxiety) I had to study e.g. the directives of the Second Vatican
Council. In addition, the design was submitted for approval by the Commission for Sacral
Architecture and Art before whom I had to defend the assumptions behind the design
and justify its innovative nature.

In my arrangement of the church interior, [ wanted to deviate from the custom
fairly rooted in Poland of building the sacral atmosphere through multiplication of
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elements of high intensity in both formal and ornamental terms. Instead, I wanted to
propose an interior stripped of any redundant opulence. At the design stage, I followed
the idea of creating ‘God’s House’, i.e. the place intended to make it easier for the man to
meet the Lord, and the man to meet another man. I wanted the interior to induce the
sense spiritual quiet and harmony whilst at the same time enhance bond creation. The
design strikes with its minimalism of geometric forms and a narrow scale of colours (the
ascetic form of the altar, the vertical mobile panels right and left of the altar, enabling
change of the functional plan of the church, and a simple-form barrier). The simple,
geometric forms are given mildness by warm-colour wood on the altar itself and on its
sides, as well as in the elements of the barriers and the finishing elements of the choir
stairs. Light too, plays an important role in creating the atmosphere. The discrete LED
lighting around the altar changes colour in line with the symbolic colours of the
liturgical calendar. Under the choir, and on its supporting pillars, simple black lighting
fixtures are fitted shedding subtle streams of light like the live torches would do, on the
austere concrete walls (reminiscing on the caves where the first Christians would meet)
building the air of contemplation. Abandonment of rich ornamentation is significant
throughout the design. Yet, the sum of all elements contributes to creating the air of a
cosy home, consistent with Pope Francis’s idea of the ‘poor Church’. When sitting down
to work on the design, I focused on imagining the archetype of ‘home’, first in my own
mind, then in drawing, so that the place would emanate a sense of safety. The question
was: how can one design home for the Host who is not physically present there? Where
is the borderline between the sacrumand the profanum?
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Preliminary visualisation of the church interior Fragments of the interior in execution

Unlike other projects, execution of that particular project is stretched in time for
financial reasons. The church interior is anticipated to be finished towards the end of
2016. The project is specific in nature, as it is continuously in creation. So, I sit in the
partially finished church seeking further inspiration, and fill subsequent sheets of paper
with drawings. It will still take a few months to see the final effect of the work.



THE WORK
Libraries as multifunctional institutions of culture, shaping the identity of the site:
the library at the train station in Rumia (Culture Station ) and the multimedia
library at the train station in Sopot (Sopoteka)
Z detailed description of the Work Documentation

The Work I present in my habilitation conferment procedure is made up of two
implemented public space designs, sites located at train stations: the library in Rumia,
called the ‘Culture Station’ (on the premises of the old train station subject to
revitalisation), and the multimedia library in Sopot, called ‘Sopoteka’ (in the complex of
the new train station and shopping mall). The former project was implemented and
completed in October 2014, the latter in December 2015. A detailed description of both
projects, their documentation included, is compiled in the submitted document entitled
‘WORK DOCUMENTATION'.

When designing the interiors of the two public sites I had to find my way amongst
numerous pre-conditions. These included the financial resources (e.g. the funds
designated for the specific investment), the regulations of the building law, the needs
and expectations of the local authorities, and the systems of values and cultural patterns
dominating in the specific community. On top of the above listed factors, at the design
stage I took effort to take into account the prerequisites of social, and even psychological
nature at times. This was because the recipient, i.e. the user of the space, or - to say more
precisely - his needs, preferences, expectations, and spatial behaviour, stood in the
centre of my interest. In addition, it was necessary to account for the user’s biological
traits: his gender, age, physical agility or condition, all described e.g. in the
anthropometric atlases and adding up to the broadly construed notion of ergonomics.
Hence, the designed interiors, their functional subdivisions, their aesthetic values, types
of furniture, etc. had to be adjusted to suit the specific target groups (children, teenagers,
the elderly, etc.).

In the design process, | was further guided by an educational goal. My objective
was that the designs should educate in addition to fulfilling the hopes the investors had
put in them. An indoor design, just like any cultural landscape, may combine aesthetic
values with abundant content. It may teach, educate, inspire, stir emotions, or even carry
a therapeutic effect on the man. Preparing for the designs, | was aware that the architect
has his share in creating interpersonal relationships. The location of individual elements
in space, say the furniture, the arrangement of the functions, the specific places selected
for the placement of specific signs or symbols can largely pertain to the sense of
community bond. When staying in a specifically designed interior, the users, frequently
unconsciously, begin adopting the behaviours triggered (or hindered) by the specific
spatial design. Furthermore, the interior of a facility may become an element of the
community identity of a specific group or the whole local society.

[ found the core inspiration for my designs in the trend observed all over the
world (to name e.g. Bilbao, New York, or Copenhagen), which redefines the functions of

9



the contemporary libraries. Saying briefly, the idea comes down to shifting their
perception from storage of library resources to the site serving the library users.
Quoting after George Ritzer, one could say that libraries in the world have begun to
‘follow suit of other means of consumption’. While bookshelves frequently find their way
to the contemporary cafes, the contemporary libraries are being penetrated by the
lifestyle built around sharing time together. In effect, we have witnessed the creation of
spaces whose purpose is not limited to studying books, but goes further to the residents
sharing their time in the atmosphere of culture, relaxation, and the sense of being in
a place of a specific and public nature. Therefore, in my design, I opted for a very rich
functional programme (to name but seats varying in form) and modern aesthetics not
typical for libraries.

It was a true challenge to create sites which would respond vividly to the needs of
the society and the contemporary times while retaining their key functions. The
decisions made by the Town of Rumia and the Municipal Library in Rumia, and by the
Sopot City authorities to designate a part of the train station complexes to culture were
absolutely ‘on the spot’. Thanks to their ‘flowing nature’, location, and adaptation
potential, the sites quickly turned into centres of culture of their own specific type,
located at live train stations. Watching them in their daily operation one can venture the
claim that they have become an element integrating the local communities of both cities.

1.4EA 1 EAOAOU j AAl 1T AA OEA O#0i OO0OA 30A0
The facility is located in the revitalised train station in Rumia.
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In the years’ long community memory of the residents, the Rumia train station
used to exist as a forgotten and neglected site. Hence, its revitalisation alone carries a
highly meaningful signal and creates an exquisite opportunity to give it a different and
higher (cultural) significance. The additional aspect I took into account when designing
the space came down to injecting the new ‘Culture Station’ with combined associations
of a library, centre of culture, and culture of the Polish railway.

The functional and stylistic solution for the main station hall designated for the
library was that of a universal and individualised space. The functional solution relating
to the spatial aspects applicable to the library assumed subdivision of space using varied
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forms of seats, which enabled combining the traditional library functions (borrowing,
reading, skimming through the resources, access to the digital resources) with
interesting pastime. The space is mobile, i.e. it can be swiftly transformed into a larger
conference room with a multiplex.

The main reading room occupies the hall of the former ticket selling booths. It is
open, so that anyone can enter it, be it for a moment, and take a break in the daily
chores, sink into reading, or listen to audiobooks. To accommodate the visitor on that
occasion, I envisaged unusual furniture, so far only known from the open-space interiors
of e.g. such firms as the Facebook or Google, i.e. podsofas. In its shape and stylistics, the
furniture reminisces on the long-distance train compartments we are all familiar with.
At the ‘Culture Station’ there is also space for the youngest where they can come to love
literature through playing (here, you will find a wall featuring graphics which describes
the story of the train station, the town, and the library of Rumia, re-prints of authentic
photographs and postcards - symbolic elements of the train station, tables and shelves
matching the proportions of a child’s body). The first floor is arranged into spuriously
fitted conference rooms serving meetings devoted to topics verging on culture, art, and
science. Today, the site throbs with life and welcomes a broad range of visitors to events
announced on the ‘timetable’ board (i.e. notice board informing of the events scheduled
there).

Among the functional aspects connected with the cultural function of the space,
one should first of all name separation of the exhibition space on the mezzanine and the
exposition sites on the ground floor. The multi-level space arrangement enables
‘engaging’ the spectator in the unusual performance of the broadly construed art. The
stylistic shape of the interior is the outcome of an analysis of two stylistically difference
spaces - that of the train station, and that of the library. Here, whereas the library space
should evoke associations and dazzle with modernity (so as to e.g. attract the young
users), the train station space should, in my opinion, relate subtly to the tradition of the
Polish railway. Obviously, any exaggerated quotations from the specific semantic space
are out of question, as this could lead to excessive literality and obviousness. Therefore,
the space is created by such elements as modern furniture or tables on the one hand,
and other elements to name e.g. the traditional railway clock, loudspeaker, rail track
shaped bookshelves, or the ‘timetable’ of cultural events on the other hand. My intention
was to create a space where success would be measured not only with the number of the
volumes borrowed, but also with the users’ identification with the site, their acceptance
of it, and sense of satisfaction when staying there. The design of the ‘Culture Station’
(and its execution) won several awards in 2014, including the Polityka Architectural
Award - the 2014 Winner, the award of the ‘Polityka’ Weekly, the 2 place award in the
competition for the Construction Project 2014 ¢ " OU ¢ A 2 [awafd ofqttre Bryl¥pl
portal, Agora.pl publishers), and the 1st prize in the Polish Architecture XXL 2014
competition [Polska Architektura XX12014] organised by the Art of Architecture portal
of the A&A Group.
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The facility is located in the new shopping mall and train station in Sopot.

The traditional library, even if its book collection is most up to date, is no longer
an attraction for the contemporary reader. The present fashion and demand for
‘multimedia libraries’ equipped with modern hardware, professional software, e-books,
and access to the global databases has gone far past being a caprice. They are the
demand of our times. The multimedia library I have designed addresses the needs.
Noteworthy, the facility is fitted with a number of technological novelties.

The idea and inspiration for the ‘Sopoteka’ came from the unbridled, natural, and
open essence of Sopot, and the nature penetrating the city. In the very heart of that
genius locilie the subtleness of the sea beach, the succulent green of the nature, and the
sentimental elements characteristic for the Sopot landscape (to name e.g. the traditional
wicker basket chairs on the beach which I transposed giving them a modern form and
modern functionality). In ultimate effect, the attained space is transparent, harmonious,
and quietening and at the same time friendly and natural. The underlying assumption
was that (within the noisy shopping mall and train station) it would be an oasis of peace
and culture available to the locals (residents of Sopot), accidental passers-by, and
tourists alike. The keystone of the design was the need to create a place where anyone
would feel at ease irrespective of his/her social status, age, or physical agility. The
designed space includes a corner of multimedia wicker basket seats, and a sun-bathing
corner (a podium like raised space reminiscing on the Sopot pier in form, colour, and
nature) brimming with comfy cushions and beach chairs. ,Sopoteka” is more than
a modern library (of the ‘multimedia’ type); it is also a miniature centre of culture
comprising everything one associates with the broadly construed art, i.e. music, word,
and image. The facility will accumulate various collections, provide modern tools, and
assure access to them. It will be a place serving discussions and active promotion of
learning and art. Regular meetings of fans and creators of cartoons, street artists, loud
reading sessions, workshops, meetings with authors, education for the young in the
open space - these are the designations of the project. Its modern technology dazzling
with flickering screens and contrasted with comfortable beach wicker baskets with
a newspaper in hand, wood and metal, the beach and the beach seat, the screen and the
book, the technology and digitalisation, all add up to modernity which does not scare
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away, but inspires instead. Everyone is welcome to the ‘Sopoteka’, and everyone will
find a nook for himself, irrespective of whether he likes to share a large table with
others, or would rather opt for a comfy sofa or the solitude of his own wicker basket.
This is a site equally inviting to the elderly, children, and teenagers.

The teaching and organisational activities
[ began my teaching career as an academic teacher at the Koszalin University of
Technology in October 2009. First an assistant lecturer, then lecturer at the Institute of
Industrial Design, I taught classes to the BA and MA students for the Studios of Interior
Architecture, Rudiments of Interior Architecture, and Exhibition Design. I also taught
ergonomics, painting, drawing, design drawing and descriptive documentation, and
multimedia presentations (teaching the 3ds Max and Autocad software). Despite the
burden imposed on me, there was a bright side twdhety of the courseshavetaught |
havelearned tdook ateducationn interiordesign(andindustrialdesign) from a holistic and
multi-factor perspective whilst recognisiimglividual determinants of the designing process
To me, teaching is a peculiar adventure in joint creation. I deliver my courses
following my own, proprietary syllabuses, reaching for the activity-inducing teaching
methods offered by pedagogical sciences. The best effects of the entire educational
process are achieved when three elements are combined: knowledge, emotion, and first-
hand experience. That is why my classes include face-to-face meetings with ordinary
people, when me and my students go out into public spaces and hold brief interviews
asking e.g.: ‘Who, do you think, is an interior designer?’, ‘What does he do?’, or ‘What do
you find dysfunctional inside this specific building and what do you like here?’.
Alternatively, we put different variants of the designed solutions to the test of the public
opinion. During their classes, the students take photos of the interiors they find
interesting, and later on the photos provide the starting point for analysis. In my classes,
[ also teach the skill of compiling questionnaires for the potential users or investors. The
purpose of the surveys is to obtain information on their needs, expectations, habits,
lifestyles, preferences, etc. The thus accumulated data serve the subsequent
development of the conceptual design. The students familiarise themselves with the
rudiments of ergonomics, create ‘catalogues of typical appliances’, lay out the functional
systems, learn to produce simple drawings to capture the tentative idea of the interior in
design. When teaching students of the industrial design field, I take them through an
exercise aimed at stimulating awareness of what the specific object is. To draw or design
one, we must first ‘feel’ and experience it. The activity consists in building a sequence of
sentences which lead the students to object identification through the senses: hearing,
touch, smell, and sight, the latter incorporated last in the sequence. Led along the path,
the students learn to capture the essence of the object in words, and finally present it (or
its innovative new form design) in drawing. [ have many practical classes/workshops at
hand in my teaching repertoire, all enhancing the whole education process substantially.
[ learned how to introduce the students into the rather complex designing
process in a multi-faceted and yet clear manner at the Studio of Interior Design (headed
by Prof. R. Grochal). The learning process there frequently involved taking up specific
tasks in designing public space and elements of street architecture. As a teacher, I put
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much emphasis on creativity and innovative nature of the proposed solutions. I put the
analytical side of designing high in the priority order and perceive analysis as a process
comprising the contextual perspective. Each of the semestral projects I give to the
students begins with the phase of analysis intended to guide them in their work on
designing e.g. the living quarters in a container. One of such projects was actually
executed in the 1:1 scale and is perfect for studying ergonomics. Aware that the designer
job market in Koszalin is rather tight, I do my best to have at least some of the designs
developed by the students attending my courses entered for competitions.

[ found it an interesting challenge to sponsor bachelor diploma theses (an odd
dozen) and master degree theses (2 diplomas) and review them - (26 bachelor degree
and 2 master degree theses). I also sat on the diploma examination commission. In my
sponsoring function, | encourage students to pondercthesreference between their
designs and the natural landscape and cultural coofieithe specific site time context
included Thelatteris understoods the potential consequences the design might icathe
future This is because believe that the createdesigner should worlalong two axes:
horizontal- the location, and vertical time. Under mycontentfocusedguidance, students
createrevitalisationdesignswhich proposebringing back to life old, decrepit, forgotten, and
abandoned specimens of architectyseich as e.g. railwayuildings townhouses, or
mansions Another area of interest | pondgiving clasgesto graduatestudentsconsists in
attemping to develop proposals of minimalist, lighteasonal structures which would be
environmentallyfriendly on the other hand, waiboted in the natural and cultural context of
the specific locationand on the ottr hand(e.g Kashubig Tuchola Foreststhe Polish
Pomeranian villages with theiregional values, ett Noteworthy, the design created by
Tomasz Michalskiunder my supervigon (entitled: ‘Minimalist space of a seasonal
xT T AT AT A wdd As@r€afnted by numerous international portals and won the
award of the ‘Puls Biznesu’ Weekly. The journal writes, e.g..: ‘An oasis of peace and quiet
enclosed ir21 sg. m,and z to go one step further friendly to theenvironmentz the design
of ayoung designereceived enthusiastically worlek E A A &

My organisational activities at the Institute of Industrial Design comprised e.g.
the functions of the organiser and curator of exhibitions, organiser of conferences, and
member of various commissions, including curriculum commissions (e.g. set up to
develop the programme of the Master Degree studies in the field of interior
architecture) and recruitment boards. I found it highly challenging to stand up to the
entrusted function of the Coordinator for the National Qualifications Framework (KRK).

Whilst performing my teaching and organisational duties | have always strived to
build the identity of my profession. My actions were all rooted in the conviction that
interior architect is more than a vocation, a professional ‘carrying’ the genetically
imprinted talents or acquired skills. To me the profession has always been a peculiar
form of calling based on an educational mission. That is why my teaching and
organisational activities include a fairly broad range of activities which exceed the
classical notion of academic work. When taking up the job at the University [ set two
prime objectives for myself: to make the knowledge I shared ‘live’, and to participate in
the public dialogue concerning transformation of the public space in Poland. The way
[ perceive the essence of teaching interior architecture and the ‘philosophy’ behind my
approach thereto, as well as to the role of the architect in shaping space, are explained in
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an extensive article entitled: ‘Teaching the rudiments of interior architecture in the
context of the sustained development paradigm’ [Nauczanie podstaw architektury

x] 600U x ET1T OAEGAEA DBAOAAU @iubAshr®in thersllactive x Al T T A

O PiI AOOAx8 | OAddike®bk Frér ®arikj Swithtd AFOEHNsk, 2015.

[ pursued the former idea, that is the one of ‘live knowledge’, e.g. as the co-
organiser and coordinator of the international workshops of the Student Internship
Programme with the Temasek Polytechnic in Singapore. [ presented the effects of their
work during the ceremonious Inauguration of the Academic Year at the Institute of
Industrial Design in 2010 and at the national SiIMPN conference in Koszalin.

A similar action, i.e. a study of the design and its execution, was undertaken by
the Studio of the Rudiments of Interior Architecture where I worked as an assistant to
Prof. Remigiusz Grochal. For one semester, the staff and the students joined forces to
execute the design of the exhibition of the Institute of Industrial Design, designated for
the Museum of Technology and Communications - Art Depot [Muzeum Techniki
i Komunikacji- Zajezdnia Sztukifn Szczecin.

In 2011, I took part as a speaker in the Property Spaces conference in Mumbai,
India. I built on the experience later on as the organiser and tutor of two student
workshop voyages (in 2011 and 2012): to the Saloni Salone del Mobile Milano trade fair
and to Venice. I continued by promotional activities in the following years publishing in
journals, participating in conferences and research panels, giving visiting lectures and
interviews to the national and local media (viz. List of Workg. In 2014, [ organised
workshops for children in the Young Designer Academy cycle at the City Culture
Institute [Instytut Kultury Miejskiej] in Gdansk. The objective set for the young ones was
to create their ‘first flat’ of paper cut-outs. Then, [ took part in courses in interior
architecture at the Pomeranian Science and Technology Park [Pomorski Park Naukowe
Technologicznyjin Gdynia (the ‘Creator’ outlet). The courses were arranged in a cycle of
an odd dozen meetings where 1 gave lectures and held practical sessions aimed at
putting the participants in the picture of the specificity of the designer’s job. The 2015
event of significance to me consisted in co-organisation and coordination of the national
conference and exhibition entitled: ‘Teaching in Design Arts’ ¥ ,. AOAUAT EA
0 O1 E A E Gk thelCAlfar@ Station” in Rumia.

[ am deeply convinced that an interior designer should be a man of humanities,
talented at combining the practical, technical, and aesthetic aspects with the historical,
cultural, and social context. The designer is more than merely a constructor skilled at
making a drawing, a computer file, or presenting the design; he is also a humanist able to
create new ideas and source interdisciplinary knowledge. When working with the
students, I try to stimulate their sensitivity to the aspects and build their awareness of
the fact that designing is the function of dialogue and deliberation. Good designs are
born in friction between different concepts, in exchanging ideas and experience. In the
process, the designer must be humble and admit he is not infallible. I make it a point to
start educating future interior designers with building their social competencies,
including the skill of cooperation, openness to suggestions and critique, and shared
responsibility for the creation put in flesh.
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[ perceive it a very important aspect of my teaching activities to participate in the
broadly construed dialogue on the Polish public space. That is why I frequently take part
in meetings and debates organised by the architecture-related circles. I have recently

been a panellist at the ‘contemporary nomads’ ¢ 1, x OD & ¢ A U A Génferericdoftte AUE 6 Y

3rd Good Design Forum at the POLIN Museum of the History of Polish Jews and at the

‘Copy or Inspiration - a Dispute on Authenticity of Design’f n,+ | PEA AZODPEDODE OA

AOOAT OUAUIT T G¢ mPebirlg &rdakised by tAel Al & Aréhitecture Group at the
Bay of Art in Sopot.

Alongside lectures and debates, I take care to participate in exhibitions and
competitions as frequently as possible. The major events I exhibited at can certainly
include e.g.: the exhibition at the National Museum, Abbots’ Palace in Warsaw, entitled
‘Design and Art’ ¥ n,$ AOE C1 (May 2015 tBefedhibivion entitled: “The Located -
Exhibition of the Young Designers of the Tri-City’ ¥ n,: 1 | EAy EUO® A% &
O0e& Ei EAEOEE A brghicell iy Ahe &rddén( 6f FideVArts in Gdansk (January
2015), the individual exhibition of drawings at the Culture Station in Rumia (September
2014), or participation in the International Exhibition: ‘Identification / Integration -
exhibitions of the Institute of Industrial Design in Koszalin (September 2014 and
December 2015).

In 2015, [ sat on the jury of the prestigious competition: ‘Polish Architecture XXL’

Fn0lT 1 OEA | OA &rgaisAdbpthe@A & Bréhitedtiite Group. I was also a jury
member at the national competition: “The Wall, A Key Element of a Public Interior’

fni AEAT A EI OAUT xUi Al Al Adrganfsdd byxMutagpdo BodskaD OAT E A

[ also entered in numerous competitions myself, winning e.g. the Polityka Architectural
Award in the competition organised by the Polityka weekly (winner of 2014), receiving
the 2nd award for the Construction Project of the Year by the Bryla.pl portal - Agora
(2014), taking the 15t place in the Polish Architecture XXL competition organised by the
Art. & Architecture Group (2014), and the 1st place in the ‘City Interior - Tri-City
Interior’ competition organised by the Homebook.pl portal; I also won the 314 prize for
the technical documentation at the 15t Autocad LT Congress (2014), a distinction
(nomination) at the Night Owls [Nocne Marki] 2015 event organised by the Aktivist
(2015), and the 34 prize for the design of a bicycle shed in the competition organised by
the Industrial Research Institute for Automation and Measurements, PIAP, in Warsaw.
Notably, I am a charter member of the Institute of Experts in Intellectual Property and
Intangible Assets in Gdansk [Instytut %E OBDAOOUU 7&AO1T T GAE

EAIi AOAOEAI I l]J AnH member ok fe DA, Qnternational Interior Design
Association in Chicago (International Professional Membership).

Resume

My heretofore output comprises over 50 designs of private and public spaces of
different functions and styles. Out of these, 30 designs have been implemented, the
others are in execution. In recent years, I have focused on designing public spaces. My
goal is to inject life into neglected sites (e.g. the ‘Culture Station’) or add community and
cultural functions to new investments (e.g. ‘Sopoteka’). My designs, once implemented,
are received with a vivid community response and address the public needs, the fact
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testified to by several scores of articles and press notes on my projects, published in
specialist, trade, and popular journals, the latter intended for the more mass recipients
(e.g. Architektura-Murator, Architektura&Biznes, Bryla.pl, Culture.pl, Onet.pl, or the
TVP.). In my professional life, I have given an odd dozen speeches at conferences
devoted to the broadly construed area of the issues relating to interior architecture,
[ have participated as a lecturer in several debates on designing, I have organised
several workshops for varied recipients (children included), and taken part in an odd
dozen competitions entering my own design proposals (several times in the role of
a juror). I also count the fact of winning several awards for my designs among my
achievements.

Designing to me is a state of the spirit and mind. In the creation process, [ am torn
between opposing emotions: joy mingles with sadness, satisfaction with
disappointment, euphoria with the infertile sense of artistic emptiness. I am incessantly
in search of proper proportions between the original and the typical, the premeditated
and the accidental, the refined and sophisticated or banal. To me, designing means the
experience of sudden shifts in the mood when internal peace and self-satisfaction can
turn to anger and anxiety in a split of a second, especially when someone on the
construction site says: ‘Youhave erred n calculatingthe dimensions, this component will
17T 0 .MB&igningihtértwines prose and routine with poetry and inspiration, and does
so unceasingly. It represents a strive at creating beauty and logical space within the
boundaries of the deadlines, investor’s requirements, regulations, and never-ending
consultations. I wish interior design could be more like painting or sculpting, I wish it
could be a field of art “free” of any external influence, where personal expression is the
sole determinant setting the borders of the creator’s world. The only regime-impodinh
factors in “free” arts are: the loom, primer, paint, varnish, or fixative. When painting, I
have always fought with the drying brush (irrecoverable, if oil paints are used), whereas
when designing an interior one mistake of mine (wrong decision, interpretation of the
regulations, poorly selected colour) may put my ‘professionalism’ in question. I fear |
may hear: ‘You have erredin your ded E Clifdar the tone of the statement, often
pronounced by an incidental individual who thus sums up my creative achievement.

[ am endlessly racing against drowning or dying as a creator to evade ,being
caught”, to slip out and outsmart the time, and perhaps to miss the moment of defeat.
There are days when I cannot embrace the whole complex designing process, when I ask
mysel: O7T EAO EAOA Ul 08 kuéh ddyd I 6@ &Aanclor dnd Harbaar in
my family, wife and son, and in my partners at work - they are my cure, my harbor, my
port enabling me to distance myself from my creation. However, the time of lying low to
regain breath passes, and there comes a day when an internal imperative pushes me
forward towards devising and creating what is to be new, more beautiful, and unique.
Notably, being so honest [ even find it hard to write coherently, because designing is far
from being a well-structured process, it is not always a job one can think through from
the beginning to the end; instead, I find it more of a continuous struggle with myself, my
own visions or lack of inspiration, and with the investor. Where do I find my antidote?
Paradoxically - in another project. The only way for me to regain the sense of freedom is
to bite my teeth into a new form, new sheet of paper, new site. That is why, each project
is unique to me, just like another canvas is for a painter. These honest words may be
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banal, yet they testify to the feelings I experience as a creator - designer. It is those
feelings you will find behind the created interiors (not a ‘superb or ugly colour’). Writing
these words I feel angry deep inside me, because once again I am put in the position of
proving something to myself and others. The same goes for this summary of
accomplishments - it seems [ am ‘testifying on my own behalf’. Writing the summary is a
merciless ‘must’ and inescapable practice which, as such, clashes with the free heart of a
creator.

In my perception, art is a universal, personally experienced and tested value. The
values I wish to put in flesh through my imperfect creations are: truth, beauty, and
goodness. Interior designing is not limited to professional skills, mathematics, or
ergonomics (even though they are absolutely necessary in the profession); instead, it is
something more: it is art, painting the real interior landscape of an existing building. My
dream of becoming a designer, of making a visible sign in space goes back to my youth.
Its initial shape (even before taking up studies) came down to the following vision of the
future: I wished one day I could imagine something and then touch it, see it, feel it. I
cherished the need, the strong yearning, throughout the University days. The same need
has survived in me to date: I love being in the space I have designed, I love experiencing
immersion in it and its enveiling me with its scale. I like watching people who use the
space. Seeing they enjoy it, feel good in it, [ get the sense of fulfilment and the urge to go
to another project.

Whilst combining knowledge and the experience accumulated in different areas
in my creative and teaching activities, I am also driven to explore ever new fields of art |
have not yet discovered. My professional career is an on-going process (its ultimate
borders not clearly defined). Following the path I set for myself I am unceasingly in
search for constructive and unconventional solutions. To conclude, I can say that the
main motivating factor and goal of my design and teaching activities is to make this
world more beautiful, and in this way to make the man better. If through my work I can
manage to stir as little as a hint of reflection, aesthetic experience and positive emotions
in the man (the recipient), and at the same time make his life better and more
comfortable, it will only be right to conclude that the goal I have set for myself has been
attained.
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