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Samuel ALBERT
Hungarian Cultural Diplomacy and the Retreat into the Folkloric Past

Immediately following the First World War Hungary initiated a series of “Representative Exhibitions.”
Organized under the Ministry of Religion and Education, these exhibitions sought to publicize Hun-
garian grievance of the Trianon Treaty. To foreign audiences in Western European and in the Baltic
countries, these exhibitions presented contemporary Hungarian art bound with the message of
Hungarian dissatisfaction with the post-war order.

Initially, the exhibitions focused solely on the injustice of the Trianon Treaty, but the exhibitions of
the early 1930s began focusing on the “internationality” of Hungarian art. In the late 1930s, the focus
shifted from contemporary and modern art to folk art; not the folk-influenced modernism of the
1920s, but the pure folk art of the greater Hungarian past.

This shift in focus paralleled an evolution in Hungarian foreign policy. The early 1930s saw Hungary
seeking accommodation with the Fascists of Italy and the Nazis of Germany. And while that policy
continued through the 1930s, the Hungarian government simultaneously sought to cultivate closer
cultural connections with the fellow Finno-Ugric speaking lands: Finland and Estonia.

In Hungary, since the 1880s there had been a romantic - and idealized - fascination with the
Finnish-Hungarian connection. In the 1920s this fascination found new vigour as a kind of
“Finno-Ugric Nationalism” a parallel to and replacement for Christian Nationalism. A more formal
and rigorous basis for this relationship was developed following at the Second Finno-Ugric Educa-
tional Congress of 1926. Hungarian foreign policy began to cultivate these “mystic chords of mem-
ory.” One of the most effective ways was through folk art, which was still considered to be prime
examples of the “germ cell” of the nation, untainted by modernity and all its discontents.

The paper shows how this shift and new focus are embodied in the late 1930s exhibitions of folk art
in Finland and Estonia.

Panagiota ANDRIANOPOULOU

“Hang a Piece of Naoussa on Your Wall”: Folklorisation and Commodification Practices
of the Carnival Masks in a North Greek Community

While folk art got inspired from and at the same time labelled various pre-industrial artefacts, pat-
terns, forms and techniques mainly of the rural social context, it seems that ritual practices’ materi-
alities haven’t been in the front line of its preferences. The ephemeral materials and the improvised
disguise as well as the subversive nature of customary events, especially those of the winter and
spring carnivals, seems not to have attracted the interest of the bourgeoisie, who interpreted folk art
ideologically, notably during the interwar period in Europe.

Greece doesn't make exception in the rule: whereas the typical wood curved chairs from the Skyros
Island and the woven carpets from the Metsovo Vlach village in Epirus become synonym of the folk
art since the 1930s, any characteristic accessory related to ritual practices has ever been commer-
cially showcased until the late 80s, related in the best of cases exclusively to pioneering ethnograph-
ic museum exhibitions.

This very period of the late 1980s, in the small town of Naoussa at about 85 km eastern from Thes-
saloniki, the longstanding carnival tradition turns to one of the city’s main touristic attractions and
the impressive mask characterizing the ritual disguise becomes the city’s trademark. It is one the
first ritual artefacts that generated serious of decorative items for sale, becoming the most popular
souvenir from the city.

Field-working in Naoussa for my PhD thesis on the patrimonialisation impact on the ritual practices,
| will investigate which were the factors that marked this shift to folk art of the ritual mask, taking
into account the transformation of the custom and its materialities in the aftermaths of the WWII,
as well as the trend of re-discovered local identities. Ethnographic interviews with bearers, as well
as with the city’s mask workshops, will contribute to navigate us through the inevitable authenticity
discourse raised about the custom.

Katia DENYSOVA
Hanna Sobachko’s Folk Art Between Imperial Subjugation and National Revival

The May Day celebrations in Kyiv in 1919 saw the city’s central streets and squares decorated with
monumental panels based on drawings by Hanna Sobachko, an artist-artisan from the Ukrainian vil-
lage of Skoptsi. The year 1919 was a transitional juncture. The Russian Empire had recently ceased to
exist, and the pro-independence Ukrainian governments were fighting the war against the invading
Bolsheviks from Soviet Russia. Earlier that year, the latter's Red Army captured Kyiv and would con-
trol it for the next seven months. The May Day celebration, therefore, was the first large-scale public
festival to laud the new Soviet order. In addition to the street decorations, the authorities staged the
exhibition The Contemporary Art of the Ukrainian Village, featuring drawings by Sobachko and craft
items loaned by the Kyiv Handicrafts Society. Established in 1906 by intelligentsia and landowning
gentry from the Ukrainian lands of the Russian Empire, the Society coordinated the activities and
distributed produce from several artisanal workshops. This included the textile studio in Skoptsi,
where Sobachko first worked as an embroiderer, executing designs supplied by professional artists,
and later transitioned to creating her own compositions.

The 1919 May Day festivities in Kyiv represent a peculiar moment of confluence, when the impe-

rial structures aligned with the nascent Soviet project. At the intersection of both was Sobachko's
practice. Investigating the many entanglements of the Ukrainian folk culture with twentieth-century
politics and ideologies, its use as a tool of both emancipation and oppression, this paper seeks to
recover the agency of Hanna Sobachko’s creative response to the various socio-political shifts — from
the Ukrainian intelligentsia’s attempts to articulate the distinctiveness of their culture within the
imperial space, through the Soviet support of the “peasant decorative art” of non-Russian republics
to project the USSR’s anti-colonial posture, to the reconstitution of Ukraine’s cultural identity upon
attaining independence in 1991.

Johanna FUGGER-VAGTS
Knitting a Tyrolervest: “Model en foto austria” Recreating Folk Costumes in Exile (1939)

What can a seemingly simple knitting instruction for a Tyrolian vest tell us about the subversive

use of handicrafts during the expansive occupation of the NS-regime? How can the approaches of
Exile Studies be connected to Folk Costume Research in this knitted piece? The two sisters Lisbeth
Oestreicher and Maria Austria, who grew up in Karlovy Vary (formerly Karlsbad), had established
their independent photography and textile agency named “model en foto austria”, which they ran in
Dutch exile following their studies in Germany and Austria from 1937 until their continued persecu-
tion as Jewish émigrés and anti-fascist activists in the NS-occupied Netherlands. In their small studio,
with its limited and recurring accessories, they simultaneously presented new knitwear designs and
fashion photographs. Upon acceptance, these fashion photographs were published in Dutch hand-
icraft magazines accompanied by DIY instructions, as usual in these increasingly popular illustrated
magazines for a female audience, that seeks inspiration for self-crafted cloth for their families (in
times of constrained textile resources, relying on regionally produced wool yarn, or linen).

In the media of fashion photography their work refers to recent contemporary political events and
adapts a folkloristic knitting design. By relating a design for a so-called Tyrolian vest to other archival
material from the estate in Tilburg and Amsterdam, this contribution aims to analyse textile designs,
presuming them to be more or less explicit political interventions. The knitting magazine as suppos-
edly unpolitical media of freetime handicraft becomes subversed by addressing political threats.




Agnes FULEMILE
Threads of Agency: Embroidery, Enterprise, and the Crafting of Kalotaszeg’s Identity

This paper explores how a distinctive style of embroidery became the central thread in the cultural
and economic fame of Kalotaszeg, a renowned ethnographic region in Transylvania. It argues that
the late-19th-century revitalization of this textile art was not merely a folkloric revival but a catalytic
event that triggered the region’s discovery by the elite of the Austro-Hungarian Monarchy. The Ka-
lotaszeg embroidery initiative was one of the period’s first successful cottage industries that provided
women with economic agency, fostered an entrepreneurial spirit, and effectively marketed an entire
region’s identity.

Tracing a parallel trajectory, the paper examines how the embroidery’s success story became in-
extricably woven with the symbolic ascent of the landscape itself. From the 1880s to the present,
Kalotaszeg has maintained an emblematic role in the Hungarian national imagination, a status partly
constituted through this crafted material culture. By analysing key historical intersections, this paper
highlights the moments where revival, social and gendered agency, market forces, politics, and iden-
tity formation converge. Ultimately, it illustrates how the fame of a landscape is actively constructed
through material, social, and economic processes.

Embroidery holds significance that goes beyond commerce; it is also a fundamental medium for
expressing and sustaining identity from within the community. It occupies visible, honoured places
in domestic, communal, and sacred spaces. When other material signs of a Kalotaszeg identity have
receded from everyday environment, a pillow in the living room, or an embroidered motif on a gar-
ment or accessory remains a potent reference and eloquent badge of belonging.

Jasna GALJER

The Mapping of the Folk Culture in the “Long” 20th Century: From Representing National
Identity and Promoting Modern Design to Post-Socialist Traditionalism

The topic of the proposed paper are the complexities of interactions among folk culture and politics
in the “long” 20th century. It focuses on the transitions, ambiguities and contradictions of the role
of folk tradition, house industries and craft in the process of constructing the national identity of
the Kingdom of Serb, Croats and Slovenes / Kingdom of Yugoslavia, through its redefinition in the
political constellation of socialist Yugoslavia from 1945 till the end of the 1980s, to the collapse of the
ideological paradigm ascribed to the collective tradition of Yugoslav cultural identity which led to the
negation of this cultural tradition in the post-socialist transition during the 1990.

The paper examines the initiatives, actors and institutions, starting from the Women's Association

for the Promotion of the Home Textile Industry founded in 1908 in Petrinja, the Association for the
Preservation and Promotion of Croatian Folk Art and Crafts in Zagreb, founded in 1913. Initially
under the leadership of Zenka Frange$, and later thanks to the involvement of her daughter Bran-

ka Frange$-Hegedusi¢, the Association participated in the representation of the home industry at
international exhibitions, and educational activities, commercial and economic activities of mediation
with the aim of transforming folk culture into a vehicle of the national economy. By taking the medi-
ating practices in constructing the narratives of newly founded multi-ethnic entity as a starting point,
the paper considers how these strategies operated in ideologically different, even opposing period of
socialist Yugoslavia. It brings into the spotlight the pioneering examples of branding from the 1960s
and 1970s. More specific, it shows the activities of first “concept stores” in socialist Yugoslavia (brand
Sebastian, 1972-1991) and the transformation of traditional folk culture to the source of modern de-
sign production. Finally, the aim is to open the debate on the contemporary ideological premises of
politicized perception of this modernist tradition due to its “hybrid” identity.

Maria Chiara SCUDERI

The “European Others” in British Craft-Practice Education: The Circulation of Czechoslovak
Objects in the Dryad “Handicrafts” Encyclopaedia

This research explores how the Dryad “Handicrafts” collection from the world, illustrated in a craft
practice encyclopaedia, contributed to the development of disciplinary knowledge in imperial Britain.

With a focus on small batik wooden objects from Czechoslovakia, the paper argues that the collec-
tion was part of a dynamic educational project aimed at activating human creativity among non-offi-
cial pedagogical sites. In this context, the objects can be interpreted as “agents of change,” and their
circulation on a bidimensional medium shaped the interconnected relationship between craft-prac-
tice education, occupational therapy, and commercial interests.

The Dryad “Handicrafts” collection was assembled between 1918 and 1936 by Harry Peach, a Leices-
ter-based businessperson committed to design reform. Conceived with multiple purposes, the
collection sought to promote knowledge of non-Western European material cultures while simulta-
neously advancing the commercial objectives of a local enterprise and experimenting with occupa-
tional therapy. This model integrated global collecting with local business and wellbeing: inexpensive
craft materials available for sale were displayed in a showroom alongside Dryad “Handicrafts” objects
to demonstrate how global craft techniques could inspire amateur artisans and instructors.

In 1920, to further this educational, commercial and social agenda, Peach established a craft-prac-
tice encyclopaedia comprising leaflets with photographs of Dryad crafts, related instructional
diagrams, and explanatory texts. By employing Dryad leaflets as visual and archival sources, this
research asks: how was the circulation of images of Czechoslovak objects used to enhance the
craft-educational and commercial rationale of the Dryad “Handicrafts” collection? Dryad publi-
cations encouraged a broader readership to re-evaluate sources for aesthetic represented in the
Czechoslovak collection. A suggestion emerges from the leaflets’ authors to adopt and adapt design
elements from Czechoslovakia into products to be made in Britain, promoting a process of “hybridi-
sation” due to the encounter between the dominant British culture and a “European Other” culture.

Sol IZQUIERDO DE LA VINA
Transcultural Agency: European Women Artists and Folk Arts in Latin America

Artists Lene Schneider-Kainer (1885, Austria — 1971, Bolivia) and Olga Anhalzer-Fisch (1901, Hungary

- 1990, Ecuador) had parallel careers and a shared interest in indigenous and folk art from Latin
America. Both Jewish artists were born in the Austro-Hungarian Empire and worked in Weimar
Germany before fleeing Nazism and starting over in Latin America. Based in Bolivia and Ecuador,
respectively, they developed sustained engagements with indigenous and folk arts, initiating craft
projects in collaboration with local communities. In the early 1950s, Schneider-Kainer founded
Andea, a textile company in Cochabamba (Bolivia). In 1943, Fisch opened Folklore, a handicraft shop
in Quito (Ecuador), where she exhibited her folk art collection and sold woven rugs produced in her
workshop. In both cases, the artists used local materials and traditional indigenous techniques and
motifs while establishing contacts with international museums and exhibiting and selling their work in
Europe and North America.

Drawing on long-overlooked sources preserved in Ecuadorian and American archives, my paper

examines the agency of these artists in the artistic valorisation, collection, international marketability,

exhibition, and circulation of indigenous and folk art traditions from Ecuador and Bolivia. In this con-

text, it also explores the process of institutionalization and the involvement of handicrafts in cultural

diplomacy during the Cold War. In line with cutting-edge scholarship that emphasizes the crucial

role of textiles in modern aesthetic renewal and with recent studies that critically examine the posi-

tive revaluation of Latin American indigenous and folk handicrafts in modernism from a postcolonial

perspective, this paper critically reflects on the complexities of transcultural exchange between ® :'.0.
exiled European artists and indigenous peoples in the Americas.




Alida JEKABSON
Mail-Order Morality: Cold War Ethical Consumption of Latin American Folk Craft in the U.S.

This paper engages with hemispheric altruism and the rise of U.S. faith-based export craft in the
1970s and 80s. | explore the commercialization of folk art traditions in weaving and other textile arts
from communities in Latin American and the Spanish-speaking Caribbean for U.S. audiences. | fo-
cus on folkcraft sold by the U.S. Christian non-profit, Jubilee Crafts founded in 1974 in Philadelphia.
| will demonstrate how mid-century modernist ideas around the folk object coalesced into a bur-
geoning fair-trade market in the 1970s. The social meaning of these handmade textile goods was im-
bued with values of altruism and justice, as communicated in the print catalogues advertising these
textiles. Sales catalogues from Jubilee Crafts marketing imported folk crafts, including handwoven
textiles from Guatemala, macramé made in the Dominican Republic and are pillerias made in Chile
during the Pinochet dictatorship. Jubilee Crafts staff members sourced and travelled to buy these
textiles from international cooperatives and promoted fair pay and an attention to social justice as
key components of their work and related marketing. The direct consumer connection to makers
from the Global South in support of fair labour practices fomented conditions for the establishment
of American businesses aimed at middleclass consumers, such as Cost Plus, Pier One Imports and
Ten Thousand Villages. While new synthetic fibre technologies and increasingly globalized networks
increased U.S. markets for Latin American folk craft, hegemonic hemispheric policies of the Cold
War era deeply impacted the culture of ethical consumption surrounding the American consump-
tion of these folk art forms.

Inés JORGE
From Portugal to Wolverhampton: Basketry, Tourism, and the Transnational Politics of Folklore

This paper examines a group of nine Portuguese baskets held by Wolverhampton Art Gallery, and
formerly owned by Monica Claire Cotterill (née Neame) (1888-1964), later known as Lady Mander
after her marriage to Sir Charles Arthur Mander. A member of the British landed gentry and an en-
thusiastic traveller, Lady Mander assembled an extensive collection of handmade objects during her
journeys, including costumed dolls and over one hundred baskets from Asia, Africa, the Americas,
and Europe. The Portuguese baskets discussed here likely originate from multiple regions, including
mainland Portugal and the archipelagos of Madeira and the Azores, though most are decorative min-
iature baskets produced for the tourist market.

Through close visual analysis and comparative research, the paper seeks to classify these baskets
according to techniques while critically addressing the fragmentary and inconsistent nature of their
museum documentation, marked by uncertain attributions and misspellings of Portuguese regions.
Although the makers remain unidentified, the paper foregrounds artisan agency by examining how
basket makers and workshops adapted techniques and scales to the tastes and purchasing power of
foreign consumers. These adaptations challenge entrenched notions of folk art as static or resistant
to change, instead revealing a field shaped by negotiation, tourism, and classed consumption.

The analysis places these objects within the ideological framework of Portugal’s Estado Novo
(1933-1974), which mobilised folk cultures to construct a national identity rooted in tradition while
confining “the people” to rural populations, including artisans. Against state efforts to stabilise

and depoliticise folklore through exhibitions and museums, Lady Mander’s baskets reveal a paral-
lel, market-driven circulation shaped by international travel and transnational relations. Finally, the
paper considers how these baskets are classified, stored and displayed within an English collection,
highlighting the institutional mediation of folk objects shaped by asymmetrical power relations and
hierarchies between craft and art.

Ewa KLEKOT
Aestheticizing of the Other: Folk Art and Cultural Politics in Poland 1918-1989

The paper will offer an overview of the ways the phenomenon called “folk art” was socially construct-
ed and put into pollical use under two different political regimes and in two different geographies

of Polish modern state. It will follow the critical approach | have developed in my already published
studies on the topic, but will aim at more synthetical approach, resulting in some tentatively general
conclusions. By “folk art” | understand the objects selected from the peasant material culture by the
intelligentsia folk art promoters, according to the criteria elaborated both within the discourse of
Volkskunde and the discourse of modern art. In the case of Poland (and Central Europe), the social
construction of folk art is arguably an indispensable part of modernizing processes.

| will combine the observations resulting from my studies of the folk-art phenomena in Poland along
a three-dimensional scheme, the dimensions being (1) the discourse concerning the folk art, (2)
practices of the rural folk art producers and (3) histories of the objects classified, commodified and
collected as folk art. This approach will allow for following different social actors involved in the
process of social construction of folk art, namely the (urban) intelligentsia in its various roles and the
(rural) peasant class in their role of providers of the folk representation of rural life. Covering the
period of 1918-1989 will help me to point at the continuities in national politics towards “the folk”,
present in spite of the fundamental changes in socio-economical regime, as well as at the transfor-
mations and breaks resulting from the aforementioned alterations of Polish geography and politics.

Johana LOMOVA & Veronika ROLLOVA

Craft Intelligence as a Basis of Socialist Modernism: The Role of Craftsmanship
in Design Education in Czechoslovakia 1945-1955

In Central-East Europe after WW2, the new people’s democracies grounded their state identities in
both universal modernity and national specificity. In Czechoslovakia, the Centre for Folk Arts and
Crafts (ULUV), founded in 1945, became a key platform bringing together professional artists and
institutionally untrained craftspeople. Its modernist orientation toward industrial progress was meant
to merge with folk artisanal knowledge to form a new visuality, which after 1948 became closely tied
to State Socialism. Yet this ambitious vision of transforming the “living environment” — and ultimately
society — was riddled with contradictions.

The tensions were evident in the pivotal ULUV exhibition We Build on Folk Art (1949). Its curator,

V. V. Stech, challenged the reliance on “design on paper” of trained professionals and foregrounded
folk craft intelligence as a potential solution to the shortcomings of design production. Production
methods had to change, and with them the designers themselves, who would have to be shaped
within a different educational setting.

Our paper examines selected pedagogical practices from the early years of State Socialism to
explore how they offered alternatives to established design production and how ULUV catalysed
these processes. What forms of change were envisioned through the internships in craftspeople’s
workshops undertaken by Alois Fisarek’s students at the Academy of Art, Architecture and Design

in Prague (UMPRUM)? Can we trace knowledge transfer between FrantiSek Mokry's students at the
Brno School of Arts and Crafts and the craftspeople who collaborated on exhibition objects? Which
elements of folk costume did Heda Vlkova's UMPRUM students adapt for contemporary fashion?

We analyse the dynamics between two opposing perspectives: on one hand, ULUV's early years as
a space for radically rethinking art and design production, granting emancipatory potential to mar-
ginalized craftspeople; on the other, a conservative reuse of folk motifs that resulted merely in the
formal appropriation of ornament without emancipatory impact.



Nicolette MAKOVICKY
Always Dying, but Never Dead: Folk Art and the Paradox of Permanent Revival

Folk art occupies a peculiar position in the cultural imagination: perpetually endangered, yet stub-
bornly inextinguishable. In this keynote, | want to explore two productive contradictions that have
structured the way vernacular crafts have been understood and institutionalised over the course of
the long twentieth century. The first concerns the

Double fiction that folk art is simultaneously frozen and renewable, moribund and inexhaustible. Folk
art has long been framed as inherently conservative - as a repository of the archaic, the unchanging,
the pre-modern. Yet, this supposed fixity has repeatedly been invoked as the very quality that makes
it available for reinvention: folk art is something that can be made contemporary precisely because
its authentic essence remains intact beneath any surface transformation. This discourse of revival
and reinvention has formed an indelible part of the 20th and 21st century approaches to vernacular
craft. The second contradiction concerns authority: who, according to this discourse, has the right
to reinvent, and what counts as legitimate revival? Historically, trained designers and credentialed
institutions have claimed their place as the ‘proper’ agents of renewal, while treating re-invention by
practising artisans as either too conservative or insufficiently conceptual, and market-driven reinven-
tion as either morally compromised or a symptom of niche bourgeois-bohemian taste. Is there any
way for consumers, artisans, and communities to claim the power of reinvention for themselves?

Krystallia MARKAKI

Rag Dolls as Agents of Change: Refugee Women, Vernacular Modernity and the Politics
of Folk-Making in Greece (1928-1945)

This paper explores the Greek rag doll as a vernacular agent of change in the interwar and wartime
decades, focusing on how refugee and working-class women used handmade dolls to negotiate
labour, welfare and modernity. Rather than approaching rag dolls as decorative survivals, the paper
examines them as cultural technologies shaped by displacement, gendered work and the institution-
al logics of social reform.

The study centres on the period 1928-1945, beginning with the foundation of the Papastrateios
School of Toys and Decorative Arts, where doll-making became a structured form of training for girls
from refugee and low-income backgrounds. Through archival evidence, craft manuals and surviving
objects, the paper demonstrates how rag dolls bridged folk techniques with pedagogical innova-
tion, offering economic opportunity while reinforcing state-defined ideals of productive and mod-
est femininity.

During the 1930s, welfare organisations such as the Greek Red Cross and women'’s associations mo-
bilised rag-doll making as a tool for social uplift, moral education and rehabilitation. These practices
reveal a double dynamic: empowerment through skill and income, and discipline through normative
gender expectations. Under the Metaxas regime, folk craft gained new ideological visibility, as hand-
made dolls were reframed as embodiments of national authenticity and disciplined citizenship.

The paper concludes by considering the wartime years, when scarcity and material improvisation
intensified the ecological and social dimensions of rag-doll making. Recycled fabrics, makeshift tech-
niques and collective workshops illuminate how folk creativity operated under duress, transforming
limited resources into meaningful objects.

By foregrounding women’s hands, refugee experience and the politics of vernacular making, this
paper positions the rag doll as a small but significant actor in the broader story of folk cultures and
modernity between 1928 and 1945.

Eniké ROKA
The Place of the Tulip: Works and Discourses on Folk Art in Hungary in the 1970s

At the turn of the 1960s, new trends emerged in the interpretation and appropriation of folk art in
Hungary. Interest in folk music, folk dance, and folk art objects grew, and traditional ornamentation
and elements of traditional clothing appeared in new contexts. The resurgence of folklorism was not
just a fad, but also carried significant critical potential, due to which the relationship between folk
culture and official politics was complex and often ambivalent. Alongside state-sponsored folk cul-
ture, a new generation - later called the “nomadic generation” — emerged that formed self-organiz-
ing and independent communities, and founded the dance house movement, which can clearly be
described as a counterculture that the authorities tried to tame and control.

From the late 1960s, various genres of applied art also underwent a rediscovery of traditions. Artists
turned to the Art Nouveau of the turn of the century, studying both its bourgeois and vernacu-

lar trends, and returning to its sources in folk art. The reinterpreted motifs or authentic elements
appearing in their works became imbued with meaning, appearing as valuable props from the era
before the so-called socialist modernization. Beyond aesthetic interest, experimentation, or the
intention to learn about the origins of the craft, these works carried a subtle critical message that
was difficult to decode. Moreover, applied arts were considered a relatively marginal field, so the
control of the authorities was less effective here. The situation was more complicated when it came
to strategically important architecture, where positions clashed in the so-called “tulip debate” that
erupted in 1975 with regards to the construction of the Paks housing estate. The inhumanity of mod-
ernist environmental planning, the interplay between modern architecture and decor, and above all
the application of folk culture were subjects to intense scrutiny, leading to numerous accusations
and doubts. Among the many different opinions, the most radical and dangerous was the labelling of
architects as nationalists.

| would like to illustrate the tension between stylized, subsidized folk art and the new approach to
tradition with examples and discuss the debates around the nature of folk culture and its appropria-
tion within the framework of socialist ideology.

Veronika SOUKUPOVA
Abstraction at the Loom: The Interwar Textile Practice of Jaroslava Vondrackova (1894-1986)

This paper examines textile practices in interwar Czechoslovakia as active agents in the formation of
modern abstraction, challenging their persistent marginalisation as merely decorative. Focusing on a
significant body of work by the textile artist Jaroslava Vondrackova, it situates textile art at the inter-
section of craft, folk art, modernism, and avant-garde discourses. It argues that folk weaving func-
tioned not as a peripheral or derivative practice, but as a dynamic site of aesthetic innovation and
ideological negotiation in the early twentieth century.

Rather than treating folk art as a reservoir of motifs appropriated by the state agenda, the paper
foregrounds the agency of folk weavers and the materiality of weaving itself. Vondrackova did not
receive formal academic training in textile art; instead, she learned directly from folk weavers in var-
ious regions of Central Europe. This embodied, hands-on knowledge - rooted in the elementary op-
eration of crossing warp and weft — formed the basis of her abstract visual language. Through collab-
oration with folk craftspeople within the framework of home industry (Hausindustrie), she addressed
questions of authorship, labour, and economic exchange, positioning folk artisans as co-producers
within modern artistic economies.

By analysing Vondrackové's interwar work in relation to debates on the “national style” and the inter-
national avant-garde, the paper demonstrates how textile art mediated between competing ideologi-
cal programmes while foregrounding the material and technological conditions of textile production
as formative elements of modernist aesthetics. It ultimately argues for a reassessment of textile and

folk-based practices as integral to the histories of modernism and abstraction.




Tanya TALWAR
Drawing Otherwise: Reconstituting “Folk”, “Craft”, and “Art” in Colonial South Asia

This paper examines the shifts in the understanding of “folk,” “craft,” or “artisanal” practices in colo-
nial South Asia by treating them as active sites of pedagogical, political, and economic agency and
exchanges rather than as residual or static “traditions.” Focusing on the drawing-based syllabi used in
colonial art schools in British India and their entanglements with artisanal epistemologies (Pamela H.
Smith, 2018 and Claire Farago et al., 2025) and the so-called “folk” practices, it traces the tensions
that informed the often tacit operation of syllabi, the circulation of artisanal production for interna-
tional exhibitions, and the informal spaces of making that emerged outside the schools of art. Using
case studies from art schools in Madras, Bombay, Calcutta, and Lahore, the paper highlights the
exchanges and tensions that reconfigured artistic pedagogy and making processes across institution-
al and extra-institutional sites.

Rather than treating “folk” as a category defined in relation to arts and crafts, this presentation
treats it as a critical analytic for examining how pedagogical and artistic practices shaped by so-
called “folk” forms destabilised art-historical and institutional taxonomies. This is used to reconsider
prevailing understandings of Art, aesthetic pedagogy, and practices of making (Tim Ingold, 2013). Ad-
ditionally, it reexamines their political potential within anti-colonial movements in South Asia during
the peak of the Non-Cooperation Movement in the 1920s. The paper highlights networks of art
school students/teachers/artisans/craftspeople who navigated — and at times redirected — methods
of making, institutional policies and curricular frameworks in response to shifting social, economic,
and political milieu.

By situating “folk,” “art,” and “craft” as entangled forms of making embedded within networks of
artistic instruction, circulation, and institutionalisation, the paper complicates the seemingly sta-

ble binaries between tradition and modernity, artistic and decorative forms, and preindustrial and
industrial arts. It proposes a transregional framework for understanding “folk” as a reconstituted and
politically active space, foregrounding its role in reshaping and informing artistic responses during
the anti-colonial movements of the 1920s.

Aldona TOLYSZ

Research, Collect, Support - Polish Ethnographic Museums and Folk Artists
in the First Half of the 20th Century

Research into Polish folk art has a long tradition. One way of documenting it was through ethno-
graphic collections, which were usually part of regional history collections. Among the museums and
collections established at the beginning of the 20th century, there were several whose main focus
was regional art. These included among others museums in Cieszyn, Lviv, towicz, Poznan, Warsaw
and Zakopane. Most of them conducted research, acquired objects and documented the dynamic
processes of industrialisation and the extinction of local traditions and professions. Several of them
became places for cultivating local traditions and supporting craftsmen. The Kashubian embroidery
and folk ceramics workshops in Wdzydze Kiszewskie and the paper cut-outs in towicz are unique
examples of museum institutions supporting local artists before 1918. After regaining independence,
folk art became not only a testimony to Polish culture, but also a tool for building national identity.
The Society for the Promotion of Folk Industry played an important role in this process. Through its
local branches, it cooperated with artists, organised exhibitions and fairs, and finally collected and
presented collections of folk art. This model was gradually adopted by regional ethnographic muse-
ums, which, in search of a new formula for their activities, sought to combine the need to study and
collect folk art with supporting and promoting local artists.

The presentation will focus on several aspects: the changing role of folk art in museum collections
until 1918 and after Poland regained independence; strategies for collecting it by museums; forms
of supporting artists (exhibitions, workshops and courses, sale of artists’ works, promotion). The
processes taking place will be discussed using selected examples, with particular emphasis on muse-
ums operating in the interwar period. The paper is the result of research conducted as part of the
National Programme for the Development of Humanities project entitled “Polish museums in the
interwar period. Documentation and scientific study of materials on the history of Polish museology
in the years 1918-1939" (2024-2027), carried out by the Adam Mickiewicz University in Poznan.

Tomas VALES & Jan GALETA

Robert William Seton-Watson and the Development, Position,
and Importance of the “Slovak” Art

The paper focuses on the British historian and political activist Robert William Seton-Watson (1879-1951) and
his relationship with artistic production in today’s Slovakia and the southeastern region of Czechia, known
as Moravian Slovakia. Seton-Watson played a crucial role in promoting the establishment of successor
states within the context of Austria-Hungary’s dissolution. Among the arguments he presented in his books,
articles, and public lectures in support of this policy, he consistently emphasised the importance of the
visual arts. Subsequently, Seton-Watson established direct contacts not only with important personalities
from Central European political or academic circles but also with representatives of cultural and artistic life
(e.g., Joza Uprka, Dusan Jurkovi¢, and others), as he became a disseminator and supporter of Moravian and
Slovak artists in their homeland as well as abroad.

By analysing Seton-Watson’s texts and relevant archival sources, our main questions, among others, will be:
How was “folk” and “professional” art from Slovakia and Moravia presented to the public abroad, especially
regarding its dichotomous position, which encapsulates arguments about the authenticity of this artistic
production on the one hand and potential commercial success on the other? And how Seton-Watson used
folk art and folk-inspired contemporary art in his politica argumentation?



