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Abstract

The interests of a sizeable group of architects 
in Poland from around the mid-1920s 
onwards was synonymous with the most 
progressive activities of the European avant-
garde. The local modernist community 
was centred around the art groups ‘Blok’ 
and ‘Praesens’. The activities of the Polish 
avant-garde resulted in the inclusion of  its 
representatives in the CIAM working 
group, which allowed for the international 
dissemination of the activities of Polish artists. 
The activity of a group of Polish modernists 
was also the reason for the spread of avant-
garde architectural ideas in Poland. Parallel to 
the activity of the avant-garde groups, there 
was also another group of architects active 
in interwar Poland, mainly of the younger 
generation, whose designs made clear 
reference to regional traditions and forms 
– without abandoning modern aspirations. 
Leading representatives of this trend included 
Bohdan Pniewski, Maciej Nowicki and Piotr 
Lubiński. The early work of Jan Bogusławski 
can undoubtedly also be described as 
moderate modernist regionalism. Drawing 
also on functionalism, he combined, in an 
original way, modern avant-garde ideas with 
a  traditional view of the detail of utilitarian 
forms. This article focuses on the summer 
and weekend houses in the Warsaw area that 
were built according to his designs between 
1933 and 1939, as well as their interiors 

and individually designed furniture that refers 
to the traditions of artistic craftsmanship.
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Introduction
	 The approach to architectural design, 
interiors and furnishings underwent dynamic 
changes in the Poland of the interwar years. In the 
late 1920s and early 1930s, trends similar to the 
modern aspirations of the international avant-
garde were quite evident. The works created 
in this period, drawing on foreign models of the 
modernist movement, were their successful 
interpretations. Many of them were also creative 
developments of foreign ideas.
	 Issues of new form in Polish interwar 
architecture have been the subject of much 
research. Several cross-sectional studies have 
attempted since the mid-20th century to compare 
the various attitudes and trends present in Polish 
architecture of the interwar period. This output 
continues to expand. Over the last twenty years 

Jan Bogusławski’s summer and weekend houses 
as an example of the new regionalism 
between 1933 and 1939
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there have been numerous monographs on 
architects active in Poland between 1918 and 
1939.1 Dozens of problem studies were also 
carried out, analysing in detail the course of the 
changes taking place at the time.
	 It is important to note the great 
determination that characterised the modern 
aspirations of the Polish avant-garde architectural 
community. Izabella Wisłocka discusses this 
issue in depth,2 describing examples of Polish 
works representing the tenets of the modernist 
movement in the very important context of world 
achievements. Against this backdrop, the Polish 
avant-garde presented itself as a community 
that was fully aware of the essence of modern 
explorations in architecture.
	 The phenomenon of modern form 
in  Polish architecture was carefully analysed by 
Andrzej K. Olszewski,3 who not only, probably 
as the first researcher, attempted to periodise this 
short time in local practice, but also distinguished 
individual phenomena and trends. He recognised 
that modern architecture in Poland of the period 
in question involved not only modern activities 
marked by Corbusier’s idea of the ‘machine for 
living,’ but also very subtle explorations referring 
to local traditions, local materials, traditions of 
form and specific details. Olszewski singled out 
the above phenomenon, referring to it as new 
regionalism and identifying it as one of the trends 
present in Polish architecture in the 1930s.4 Issues 
deviating from the purely avant-garde aspirations 
that emerged around the mid-1930s can also 
be found as a compilation of various research 

1	  Of the many monographs of Polish architects of the interwar 
period published in print, the following are particularly 
noteworthy: D. Błaszczyk, Juliusz Żórawski przerwane 
dzieło modernizmu, Warszawa 2010; M. Czapelski, Bohdan 
Pniewski – warszawski architekt XX wieku, Warszawa 2008; 
G. Rytel, Lucjan Korngold Warszawa-São Paulo 1897-1963, 
Warszawa 2014.
2	  I. Wisłocka, Awangardowa architektura polska 1918-1939, 
Warszawa 1968.
3	  A.K. Olszewski, Nowa forma w architekturze polskiej 1900-
1925, Wrocław-Warszawa-Kraków 1967, pp. 26-27.
4	  Op. cit., p. 31.

threads in the volume of the Association of Art 
Historians’ session held in Niedzica in 1988.5

	 The life and works of Jan Bogusławski 
have been the subject of monographic research, 
resulting in an unpublished doctoral dissertation, 
written by the author of this article and 
defended in 2007.6 The most recent study of this 
architect’s numerous works is the catalogue 
for a monographic exhibition organised by the 
National Institute of Architecture and Urban 
Planning in 2024 at the Institute of Industrial 
Design in Warsaw.7

A promising modernist
	 Jan Bogusławski was born in 1910 into 
the well-to-do family of a Warsaw business 
owner. The architect’s father Lucjan Bogusławski 
was the owner of a printing house in Warsaw. 
In  the interwar period he was editor-in-chief 
and publisher of the periodical “Grafika polska.” 
The Bogusławski family maintained close relations 
with the inter-war artistic community, which can 
be assumed to have influenced the later formation 
of the future architect’s creative personality. 
In 1927, Jan Bogusławski began his studies 
at the Faculty of Architecture of the Warsaw 
University of Technology.8 In the same year, 
two key developments in European architecture 
took place in the development of modernist 
thought. In Stuttgart, as part of the Werkbund 
exhibition, the Weissenhof housing estate was 
built, the culmination of a modern exploration 
of the European avant-garde that had been 
going on for several years. There was also a high-
profile architectural competition for  the  Palace 

5	  Sztuka lat trzydziestych, materials of the Session of the 
Association of Art Historians, ed. A. Gogut, Warszawa 1991.
6	  M. Czarnecki, Twórczość Jana Bogusławskiego na tle 
kierunków architektury XX wieku w Polsce, doctoral dissertation 
written under the supervision of Prof. Lech Kłosiewicz at the 
Faculty of Architecture of the Warsaw University of Technology 
(WAPW), Warszawa 2006, typescript in the collection of the 
WAPW library.
7	  Jan Bogusławski. Według reguł sztuki i własnego 
upodobania, ed. W. Sołtysiak, Warszawa 2024.
8	  M. Czarnecki, op. cit., p. 17.
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of the  League of Nations in 1927, the  outcome 
of which was not accepted by the avant-garde 
community, resulting in the establishment 
of the international organisation Congrès 
Internationaux d’Architecture Moderne (CIAM). 
At that time, the entire modernist movement 
consolidated, which was crucial for further 
developments in international architecture. 
Undoubtedly, these two events had a huge impact 
on shaping the attitudes of architecture students 
at the time. In Jan Bogusławski’s early work, 
the effects of the influence of the modernist 
movement were very clearly visible.
	 Jan Bogusławski graduated from the 
University in 1933. A year later, he began an 
apprenticeship lasting just a few months with 
his future father-in-law, the well-known Warsaw 
architect Antoni Dygat. Soon after that, in 1935, 
Bogusławski began to make his own original 
architectural designs as well as designs of 
interiors and furniture. Although the peak of his 
career occurred much later, in the post-World 
War II period and especially in the 1960s and 
1970s, this early stage of his career stood out in 
a special way. This is because it represented an 
expression of genuine enthusiasm and youthful 
commitment to the development of the author’s 
skill set. The years between 1933 and 1939 in 
Jan Bogusławski’s work are marked, on the one 
hand, by a clear inspiration with sparse modernist 
forms in architecture and, on the other, by the 
development of a specific approach to detail 
and interiors, sometimes using decorative and 
sculptural means of expression with features of 
moderate regionalism. These two aspects were 
a  characteristic feature of Jan Bogusławski’s 
work in the inter-war period, as well as later. 
He  remained faithful to these tenets throughout 
the long years of his activity until it culminated in 
a kind of magnum opus, the reconstruction of the 
Royal Castle in Warsaw, on which he worked as 
general designer until his death in 1982.

Modern leisure architecture
‘When we get tired of the city, when we get 
bored with our everyday flat, full of furnishings 
of  centuries-old culture, when we get tired of the 
more or less artistic creations that surround us 
all the time, we leave to seek respite. We go for 
a weekend-end. (…)’, 9

wrote Jerzy Hryniewiecki in the introduction to 
an article in the “Arkady” magazine, discussing 
the construction of a weekend house in Komorów 
designed by Jan Bogusławski.
	 Bogusławski’s first independent 
architectural works were five buildings, which, for 
the short six-year period between his graduation 
and the outbreak of the Second World War, is a 
very good result. One should probably subtract 
a year or two for his military service between 
1933 and 1934, his subsequent trip abroad and 
his several months’ apprenticeship in the Parisian 
studio of the architect [Jean] Tournau10 and in the 
studio of Antoni Dygat in Warsaw. Bogusławski 
designed three summer houses, a multi-family 
house and a city villa between 1935 and 1939. The 
last two buildings were constructed in Warsaw’s 
Mokotów district. In this article, however, 
the three smaller buildings will be discussed 
in detail because of their similar temporary 
residence function, their scale and the possibility 
to compare their architectural form with their 
interior design. 
	 The first two buildings constructed 
according to Bogusławski’s design were 
commissioned by the architect’s family11 in 
the then-popular suburban summer resort, 
Komorów. These were two small houses with 
a reduced functional layout and an extremely 
simplified architectural form. One was intended 
for longer summer stays, the other for short 
weekend visits. Attempts to evaluate these designs 

9	  J. Hryniewiecki, Dom week-end’owy, “Arkady”, 1935, 
no. 11, p. 624.
10	  This information uncertain and appears in family accounts 
and in biographies signed by Jan Bogusławski, but without 
providing detailed data.
11	  Jan Bogusławski. Według reguł sztuki…, op. cit., p. 72.
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encounter some difficulties. First, the owner was a 
close relative of the architect, making it impossible 
to treat these works as standard commercial 
designs. A second issue that cannot be overlooked 
is the unique characteristics of a  summer and 
weekend house, i.e. one intended as a temporary, 
leisure residence, occupied mainly in spring and 
summer, rather than permanently all year round. 
These two aspects mean that standard criteria 
used in the analysis of residential buildings 
cannot be applied here.
	 It is worth noting, however, that typical 
leisure buildings in such resort towns located 
near Warsaw as Otwock, Klarysew, Konstancin 
and Komorów were characterised in the 
inter-war period by their traditional form,12 
and the typical material used at the time was 
mostly wood. The buildings were fairly simple, 
sometimes substandard and often constructed in 
an unprofessional manner.13 In this context, the 
aforementioned two designs by Bogusławski in 
Komorów are a very interesting modern example 
of this type of buildings. The third design 
discussed here is a summer house in Skrzypki 
near Warsaw, commissioned by a private owner.

Summer house in Komorów, 1934-1935
	 ‘The tragedy of summer resort towns 
near Warsaw is well known to us all (...)’, wrote 
a young Warsaw architect, Piotr Lubiński, in the 
“Arkady” magazine in 1936 – ‘(...) The uniquely 
ugly suburban architecture is hopelessly sad and 
tragic at the same time in its ugliness (...)’.14 In 
the introduction to the article devoted to this 
building, we find a detailed and emotionally 
charged description of the ugly, unprofessional, 
often amateurishly constructed, without an 
architect, summer houses in towns near Warsaw. 
Lubiński’s description of the building itself, which 
he grandly called a ‘villa’, is enthusiastic and 
12	  This should be understood as archaic, unsophisticated and 
unsuited to new needs associated with leisure.
13	  P.M. Lubiński, Jaśniejszy promień, “Arkady”, 1936, no. 5, 
p. 281.
14	  Ibidem.

somewhat overfilled with optimism for the new 
Polish leisure architecture that this house, in the 
author’s words, epitomised.
	 The house in Komorów, which Jan 
Bogusławski designed and built in 1936 for 
his sister Barbara and her husband Henryk 
Suchodolski,15 was a single-storey, white-
plastered brick building with a gabled red-tile 
roof. The façades were shaped casually, with 
openings arranged asymmetrically. The front 
wall was raised to hide the pitch of the roof, the 
wall coping was covered with traditional tiles. 
Above the entrance and above the terraces, 
openwork canopies were made of wooden beams 
supported by simple masonry pillars. This type of 
pergola was a solution often found in modernist 
architecture. The shutters and the entrance door 
were painted green (Figs. 1, 2).
	 The building had a rectangular plan. 
The smaller rooms were situated on two sides 
of the living room, ensuring that they were well 
connected. The house was characterised by a fairly 
extensive utility programme. It could be inhabited 
year-round. The entrance vestibule was connected 
to a kitchen, a small servant’s room and a separate 
room for a washing machine. The  spacious 
living room with access to the terrace located 
to the north provided desired shade during the 
summer. The terrace with a swimming pool, 
which was partially covered, was connected to the 
interior by three double-leaf, fully glazed doors. 
Two  bedrooms were located to the east. To the 
south there was a bathroom with a separate toilet 
and a guest room with a washbasin (Fig. 3).
	 For these modern interiors of the 
summer house, Bogusławski designed simple and 
easy-to-make wooden furniture. A large couch, 
which also served as an additional bed, and 
a table and chairs were placed in the living room 
(Figs.  4,  5). The  bedrooms were furnished with 
simple couches, bedside tables and wardrobes. 
	 The building’s architecture and spatial 
layout conformed to the tenets of functionalism. 
15	  Jan Bogusławski. Według reguł sztuki…, op. cit., p. 72.
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The rooms were well-connected, well-sunlit, 
but also protected from excessive sunlight. The 
very simple form was complemented by rustic 
solutions in natural local stone, mainly in the 
parts surrounding the building from the outside: 
the wall base, the floor and the walls on the 
terrace. Following the hypotheses formulated by 
A. K. Olszewski, it can be concluded that this way 
of ‘softening’ of modernist forms is precisely one 
of the manifestations of the regional dimension 
of modern architecture, referred to as ‘new 
regionalism.’16

Weekend house in Komorów, 1935-1936
	 The small house, with only two rooms, 
was built at a similar time on the same property 
as the summer house discussed above.  The 
building was intended for the architect’s parents, 
Lucjan and Halina Bogusławski. It had a much 
more modest utility programme and simple 
furnishings, typical of buildings intended for 
seasonal use. In this building, as in the example 
discussed earlier, a combination of modern 
aspirations and regional, though not necessarily 
indigenous, influences are visible.
	 The form of the weekend house reveals 
a visual kind of compositional analogy with Le 
Corbusier’s L’Esprit Nouveau pavilion from the 
1925 Paris World Exhibition. This is perhaps 
an over-interpretation, but the association is 
particularly apt when analysing the side façade 
with its semi-open terrace. The entrance leads 
from the south through a roof-covered, west-
facing, semi-open terrace (Figs. 6, 7). The pulpit 
roof, with its fairly steep angle, makes the 
building more dynamic, while ensuring the right 
proportions to the side façades and adequate 
light to the terrace. This solution, typical of the 
standards of architecture in tropical regions, was 
clearly tailored to the requirements associated 
with the use of the house in the summer. The form 
favoured the shading of the interiors and terrace, 
rather than exposing them to direct sunlight.
16	  A.K. Olszewski, op. cit., p. 31.

	 The exterior was dominated by ascetic, 
simple façades, smoothly plastered and white 
in colour, reflecting the aspirations of modern 
architecture at the time. A contrast was provided 
by a corrugated roof covering and wooden 
elements forming an openwork at the top of the 
terrace opening and in the form of a full partition 
over the window of the adjoining room.
	 The interior was divided into two 
separate, self-contained sections. The living area 
had its own kitchen and bathroom. Next to it was 
the keeper’s flat, with an independent entrance, 
modestly furnished (Fig. 8).
	 The interiors of this small building, 
published in the architectural press of the 
time,17 were designed using very – simple 
means, devoid of excessive formal solutions. 
The load-bearing elements are exposed: three 
pillars made of raw oak trunks and supporting 
a beam with the rafters18 – as if the load-bearing 
structure had been left in its raw state. The walls 
feature simple and unpretentious decor known 
from the local Mazovian regional building 
tradition: earthenware plates and wall fabrics. 
The furnishings included a natural stone masonry 
fireplace, seating on stone wall bases, two couches 
upholstered in quilted burgundy fabric, a table 
and chairs, two armchairs and a lamp.19 One can 
therefore conclude that it was a native, even folksy 
residence, which nevertheless fit into the formula 
known from the designs of Le Corbusier or Alvar 
Aalto from that period (Fig. 9).

Summerhouse in Skrzypki, 1937-1939
	 The search for a universal form of 
modern, yet regional architecture, harmoniously 
referencing the local landscape, was an important 
aspect of Jan Bogusławski’s early designs. 
The  house in Skrzypki, a small village near 

17	  J. Hryniewiecki, Dom week-end’owy, “Arkady”, 1935, 
no. 11, p. 624; J. Bogusławski, Dom weekendowy w Komorowie 
pod Warszawą, “Architektura i Budownictwo”, 1937, no. 3, 
pp. 88–90.
18	  J. Bogusławski, op. cit., p. 88.
19	  Ibidem.
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Warsaw, was located on the banks of the Vistula 
River. The client was the Warsaw industrialist 
Gustaw Gettlich.20 The building was designed 
on an elongated plan. The interior layout clearly 
distinguished the living area with a small single 
bedroom and a spacious terrace, whose openwork 
canopy incorporates an existing, spreading oak 
tree. Adjacent to the main entrance was a utility 
and sanitary area in an enfilade arrangement: 
a  bathroom with a bath, a separate toilet, 
a  dressing room, a kitchen with a pantry and 
a servants’ residential room. At the end of this 
layout, there was a garage with a passageway to 
the kitchen through a servants’ room, a separate 
stable and a separate keeper’s room.
	 The building was single-storey, with 
an elongated layout, and was quite low. The 
walls of the utility section were made of brick, 
smoothly plastered, and topped with ceramic 
tiles. The utility part was illuminated by sparse, 
rhythmically arranged, square windows at the 
front and standard windows on the courtyard 
side. An elevation of the solid is marked in the 
area of the main entrance. The living area, with 
a two-bay layout, was covered by a flat roof 
supported on reinforced concrete columns. The 
roof extended over the terrace, partly open in the 
part of the terrace where the trunk and spreading 
branches of the oak tree were located (Fig. 10).
	 An analysis of the functional layout 
indicates that this house was designed for one 
person, with a small semi-open guest bedroom, 
also for one person, separated behind the 
fireplace screen wall. The plan solution refers to 
typical features of functionalism, the rooms were 
designed very sparingly, using the excess space for 
storage. This can be evidenced by the design of the 
pantry, wardrobe and hallway, and the location of 
built-in wardrobes in the recesses of the rooms. 
The utility area was furnished with modern 
furniture. The bathroom was fitted out with 
contemporary fittings and sanitary appliances, 
the kitchen was fitted out according to the tenets 
20	  Jan Bogusławski. Według reguł sztuki…, op. cit., p. 101.

of a ‘functional kitchen’ with a kitchen line with 
a worktop, and the servants’ room with modern 
couches. In the living area, the architect placed 
customised furniture he designed (Fig. 11).

The interface between the avant-garde, the free 
functionalism and the new regionalism
	 In his pioneering work on the 
architecture of the early modernism in Poland, 
Andrzej K. Olszewski placed Jan Bogusławski 
in a group representing the third generation 
of interwar Polish architects. Referring to the 
above examples, i.e. the weekend houses in 
Komorów and Skrzypki, he described them as 
intermediate forms between functionalism and 
compromising semi-modernism. In doing so, 
he used the terms free functionalism and new 
regionalism, situating those achievements in the 
years 1934-1939. The author drew attention to the 
departure of the representatives of this trend from 
the cosmopolitan assumptions of functionalism 
towards viewing building through the prism 
of local conditions. He also emphasised, as 
a particular value of these buildings, the use 
of traditional materials, which can be seen as 
a manifestation of regionalism in thinking about 
modern architecture.21

	 Traditional materials such as wood, stone, 
brick and clay tile, used in Jan Bogusławski’s 
modernist weekend homes, defined the specific 
local characteristics of his architecture. At the 
same time, it can be said that this was close to 
the explorations of Le Corbusier at the time, 
whose work undoubtedly inspired the young 
architect. Thus, the local dimension of his designs 
had connotations in a broad sense with the 
international trends in European architecture 
of the time, which also manifested these local 
aspirations. Thus, the regionalism embodied in 
Bogusławski’s architecture was a reflection of 
general international trends.
	 The use of natural stone in such strong 
contrast to the white, smooth walls was a kind of 
21	  A.K. Olszewski, op. cit., p. 31.
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manifesto. Enclosing an existing tree with a band 
of the terrace roof – a clear quote from the work 
of the modernists. The use of refined detailing and 
design - the architect’s own contribution, drawing 
skilfully on the models of Arts & Crafts and 
indigenous traditions. The characteristic features 
of the buildings are their modern architecture 
juxtaposed with elements of tradition, using 
low-cost and fairly simple solutions, while 
maintaining high functionality and aesthetics of 
the forms used.

Conclusions
	 The existence of a regionalist trend in 
Polish architecture at the end of the 1930s is 
confirmed by numerous examples of architecture 
and interiors: surviving buildings designed by 
Bohdan Pniewski, exhibition furniture designs 
by Barbara Brukalska, Piotr Lubiński and even 
Maciej Nowicki.

	 What characterises the inter-war 
architecture of Jan Bogusławski presented 
here is a modernist form, combined with 
a mature approach to the functionality of 
spatial arrangements. References to traditional 
craftsmanship in furniture forms and interior 
solutions are a complementary element.
	 The attempt to combine the tenets of 
functionalist architecture with an interpretation 
of local carpentry detail and craftsmanship was 
a successful example of a search for individual 
architectural expression in Bogusławski’s early 
designs. A trace of this exploration was also 
present in the architect’s later work - in the forms 
of custom-designed furniture, textiles, wall 
paintings, mosaics and the often rustic use of 
traditional materials. It can be concluded that this 
work is a successful attempt to combine avant-
garde trends with original forms of detail of local 
provenance.
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