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14-0ji Baltijos trienalé
Nesibaigiancios kovos

14-0ji Baltijos trienalé (BT14) remiasi jsitikinimu, kad
ivairiy Saliy integravimasis i tarptautinius tinklus ir
sistemas vis dar yra fragmentiSkas ir netolygus; todél
mastyti apie tai, kas lokalu, paradoksaliai reiSkia kves-
tionuoti globaluma. Tad pirmakart nuo savo jkiirimo
1979 metais Baltijos trienalé sutelkia savo démesi i
Centrine bei Ryty Europg ir pristato istorines ir Siuo-
laikines §io regiono meno praktikas.

BT14 i §i regiong Zvelgia per atskiras jo dalis ir siekia
iSryskinti sasajas tarp atskiry valstybiy. I paroda itraukti
ir menininkai i§ Balkany, Kaukazo, Suomijos - taip
pabréziamas Centrinés bei Ryty Europos riby porétumas
ir primenama, kad ji yra globalaus ir daugiasluoksnio
sistemy tinklo dalis.

Centrinei ir Ryty Europai budingi staigis poky¢iai ir
pertvarkos, ¢ia daznai susiduria itin skirtingi poZitriai
i ideologines, ekologines ir ekonomines problemas.
Skirtingus polius dar labiau i§ry$kina jvairios Cia
kylancios ar tikétinos itampos, kurios iSnyra ir uZz Sio
regiono riby - tokios kaip dezinformacija, Zmogaus
sukurtos ekologinés katastrofos, nativistinis naciona-
lizmas ar nenormatyviy identitety varZymas.

BT14 apjungia turtingg Vilniaus mening scena, kurioje
svarbias pozicijas uzima menininkai. Siuolaikinio meno
centras (SMC) prisijungti prie projekto pakvieté projekty



erdves , Atletika“,  Autarkia“, ,Editorial“, , Rupert®

ir ,Swallow®. Trienalés metu kiekviena is Siy platformy
autonomisSkai parengé atskirus projektus, kuriuose
pristatomi ir kai kurie SMC parodoje dalyvaujantys
menininkai. Dar vienas partneris - Lietuvos dailininky
sgjunga — pasidalino savo erdve ir archyvais, kuriuose
saugomi svarbus dokumentai apie pirmasias Baltijos
trienales.

Bendradarbiaudamas su Latvijos Siuolaikinio meno
centru ,Kim?“, Estijos Siuolaikinio meno centru ir
,Mousse Publishing“ SMC isleis teksty rinkini, kurio
pristatymo renginiai 2021-2022 m. rudenj ir Ziema
vyks Berlyne, Rygoje, TimiSoaroje (Rumunija), Vilniuje,
VarSuvoje bei kituose Europos miestuose.

Architekturos studijos ,,Isora x Lozuraityte“ sukurtame
BT14 ekspozicijos projekte radikaliai perkuriama
Vilniaus centre esanéio ikoniskojo SMC pastato erdviy
choreografija. Architekty intervencijos remiasi ekologinio
tvarumo principu ir atskleidZia daugiasluoksne insti-
tucijos istorijg.

BT14 dalyvaujanciy balsy jvairové parodo Centrine ir
Ryty Europa kaip kaleidoskopiSka, keistam realizmui
pavaldy queer erdvélaiki, kurio unikaliy sgskambiy poli-
fonija atliepia viso pasaulio kompleksiSkuma.

Kuratoriai Valentinas KlimasSauskas ir Joao Laia

Apie ribas ir sienas

Darydamas prielaida, kad Siuolaikinés valstybés galios
semiasi i§ mokslo, technologijy ir inovacijy, [Vannavar]
Bush socialine ir politine ateities vizija apibrézé kaip
nuolatinius pokycius ir varzybas kuriant Siuos iSteklius -
kitaip tariant, kaip ,begaline sieng“.
IStrauka iS: Eglé Rindzeviciute,
Transforming cultural policy in Eastern
Europe: the endless frontier, 2021, p. 149

[...] terminas ,,Ryty Europa“ yra geopolitiné sgvoka, dél
kurios reikSmés nuolat deramasi nacionaliniuose ir tarp-
tautiniuose diplomatiniuose forumuose (Kuus 2007).
Pavyzdziui, Jungtinés Tautos nuo 2017 m. priskiria
Baltijos valstybes Siaurés Europai, nors Siaurés 3aliy
samprata ir toliau apima tik Danija, Islandija, Svedija,
Norvegija ir Suomija, bet ne Baltijos valstybes
(Bjorkman et al 2011).

IStrauka iS: Eglé Rindzeviciuté,

Transforming cultural policy in Eastern

Europe: the endless frontier, 2021, p. 152

Siy dieny Ryty Europos modernizacija jau ne tokia,
kokia buvo. Akivaizdu, kad ,Vakary pasivijimo“
procesas net toms vienuolikai valstybiy, kurios istojo
i ES, nesibaigé integracija i Europa 2004, 2007 ir
2013 metais: tai tebuvo ilgos transformacijos pradzia.
Pastarojo meto jvykiai - puikus jrodymas: bandant



demokratizuoti hibridinius autoritarinius reZimus
Ukrainoje, Baltarusijoje ir Rusijoje, 2015 m. Rusija
aneksavo Kryma, 2020 m. Baltarusijoje kilo protestai,
kaip atsakas i suklastotus prezidento rinkimus ir
nesibaigiancia politine prievarta. ES narysté pati savaime
tikrai neapsaugo jos nariy nuo konservatyviy ir
radikaliy etniniy nacionalistiniy judéjimy atkircio.
Reakcinius veiksmus skatina Ryty Europos vyriausybiy
politinio menkavertiSkumo jausmas, , kito“ baimé,
kurig sustiprino 2015-2016 mety pabégéliy krizé ir vis
nestabilesni ES Saliy ir Rusijos santykiai. Pastaraisiais
metais jvyko ryZtingas Vengrijos ir Lenkijos politikos
posuikis ne liberaliy vertybiy link - posukis, kuri,
anot Zielonkos ir Rupniko (2020 m.), iSprovokavo tiek
migracijos krizé, tiek 2008 m. finansy krizé (nors Lenkija
buvo vienintelé ES valstybé, kurios BVP nesumazéjo).
IStrauka is: Eglé Rindzeviciute,

Transforming cultural policy in Eastern
Europe: the endless frontier, 2021, p. 149

Taciau santykiai tarp Ryty ir Vakary, o tiksliau, tarp
Ryty Europos ir Vakary Europos, deSimtajame
deSimtmetyje buvo geografinio arba erdvinio pobudZio.
Erdvé néra skaidri - ji turi reikSme. Be to, ji veikia
kaip pagrindinis galios sistemos elementas. Pasak
Michelio Foucault, erdvé suteikia galios santykiams
biiting plotme. Kitaip tariant, galia yra lokalizuota
erdvinéje strukturoje ir, suprantama, suinteresuota
iSsaugoti savo neskaidruma, nuslépti principus,
kuriais ji vadovaujasi, ir mechanizmus, kuriy pagalba
ji funkcionuoja. [...] TaCiau siena ne tik padalija

erdve, bet ir ja sujungia. Si dviguba erdvés savokos
reikSmeé yra susijusi su tuo, ka Jacques Derrida
ivardijo kaip aporetini sienos pobudi, jos dviguba
funkcija. Suprantama kaip aporija, paroda (jei ji
kerta sienas) parodo ,tai“, ,ten“ ir apibudina galinga
erdvéje lokalizuotg objekta (siena), kuris dalija ir
jungia skirtingas erdvés zonas, skirtingas geografines
teritorijas.

Istrauka iS: Piotr Piotrowski, In the

Shadow of Yalta: Art and the Avant-Garde
in Eastern Europe 1945-1989, 2005, p.16



Branduoliné ekologija

Netoli Vilniaus Siuo metu yra dvi atominés elektrinés:
jau uzdarytoji Ignalinos ir kol kas dar neveikianti
Astravo. Neblunka ir dar vienos $esélis, Cernobylio -
pirmiausia dél tiesiogiai patirto Cernobylio avarijos
poveikio, o pastaruoju metu ir dél garsiojo serialo,
kuriame pagrindine tema tapo katastrofiskas melo ir
aplaidumo vaidmuo.

IStrauka i3 parodos ,Daleliy skilimas“

Siuolaikinio meno centre, Vilniuje

(2020) teksto, kuratorés Ele Carpenter
ir Virginija JanusSkeviciuté

Lietuvai atgavus nepriklausomybe ir paveldéjus
Salies teritorijoje esancCig IAE, elektriné tapo esmine
infrastruktira, padéjusia palaikyti Salies pramone
pirmaisiais nepriklausomybés metais. Taciau kartu
atsirado ir branduolinés saugos problema, kuria
iSspresti pavyko tik pasitelkus Vakary specialistus

ir finansavima. Statydama Sig elektring Soviety
Sajunga neparengé plano, kaip reikés ja uzdaryti, ir
nesurinko tam reikalingy 1é$y. Lietuvos deryby

dél integracijos i Europos Sgjungg metu IAE uzda-
rymas tapo svarbiausiu klausimu. PripaZinusi,

kad uZdarymo procesas yra didziulé finansiné nasta,
neproporcinga Salies dydziui ir ekonomikai, Europos
Komisija isipareigojo paremti elektrinés eksploatacijos
nutraukima kartu su DidZiojo septyneto (G7) Salimis
ir kitais réméjais. IAE uzdarymo darby - jrangos

iSmontavimo, atlieky saugojimo infrastruktaros
sukirimo ir Lietuvos energetinio saugumo stiprinimo
projekty - kaina siekia apytikriai 3,316 milijardy eury.
Sie procesai, kurie turéty buti uzbaigti iki 2038 m., téra
laikinas sprendimas. Norint galutinai atsikratyti
21 571 panaudoto kuro rinkiniu ir kitomis didelio akty-
vumo radioaktyviosiomis atliekomis, reikalingas
giluminis atliekynas, kurio kaina gali siekti papildomus
2,52 milijardo eury. Sios 1é30s ir tiksli atliekyno vieta
Lietuvos teritorijoje dar nesuplanuota.
I§trauka i§: Jonas Zukauskas & Jurga
Daubaraité, NUCLEAR ASSEMBLY.
Timeline of Ignalina Nuclear Power Plant

assembly, operation, disassembly and final
disposal of radioactive waste, 2020



Ekonomika

<

Sekimo kapitalizmo ,.elgsenos modifikavimo priemonés’
ardo demokratijg i$ vidaus, nes neturédami veiksmy
ir minc¢iy autonomijos, neturime ir galimybiy priimti
moralinius sprendimus bei kritiSkai mastyti, o Sie
dalykai neatsiejami nuo demokratinés visuomenés.
Demokratija yra ardoma ir i$ iSorés, nes sekimo
kapitalizmas reiskia precedento neturincig Ziniy ir
galios, sukauptos remiantis Siomis Zinioms, kon-
centracija. Jie Zino apie mus viska, bet mes apie juos
Zinome mazai. Jie numato miisy ateitj, bet daro
tai kity labui. Jy Zinios anaiptol neapsiriboja miisy
teikiama informacija. Zinios, kurias jie gavo i3 tos
informacijos, yra jy konkurencinis pranaSumas, ir jie
né uz ka jo neatsisakys. Sios Ziniy asimetrijos jveda
visiSkai naujas socialinés nelygybés ir neteisybés asis.
Istrauka iS: ,The Harvard Gazette®

interviu su Shoshana Zuboff, High tech is
watching you, 2019, kovas

Migracija

Kinijos ir Amerikos lenktyniy nereikéty vadinti
,naujuoju Saltuoju karu“. Aljansai suyra ir vél
susijungia tarsi kaleidoskope, valstybéms atsisakant
ilgameciy ideologiniy partnerys¢iy dél efemerisky
santuoky i$ iSskaiciavimo. Nors pasekmiy numatyti
nejmanoma, jos nesukels tokios konfrontacijos,
kuri prilygty keturiasdeSimt mety trukusiam JAV ir
SSRS konfliktui.

IStrauka iS: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 18

[...] senéjancios populiacijos, mazo gimstamumo ir
nesibaigiancio emigracijos srauto kombinacija yra,
ko gero, pagrindinis demografinés panikos Saltinis
Vidurio ir Ryty Europoje.

Istrauka iS: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 37

[...] dé1 2008-2009 mety finansy krizés is savo Saliy
i Vakary Europg emigravo daugiau Vidurio ir Ryty
Europos gyventojy, nei visi Sirijos karo pabégéliai kartu
sudéjus.

IStrauka iS: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 38



[...] galima netgi kelti hipoteze, kad antiimigraciné
politika regione, kuriame imigranty i§ esmés néra, yra
pavyzdys to, kg psichologai vadina ,perkélimu®, t.y.
gynybos mechanizmu, kuriuo psichika nesamoningai
iSstumia visiSkai nepriimting grésme ir pakeicia jg
vis dar rimta, bet suvaldoma grésme. Isterija dél
neegzistuojanciy imigranty, ketinanciy uzplusti sali,
reiskia realaus pavojaus (gyventojy skai¢iaus mazéjimas
ir demografinis nuosmukis) pakeitima iliuziniu
pavojumi (imigracija). Tai baimé dél tautos iSnykimo, kurj
lemia Iétinis gyventojy skaiCiaus mazg¢jimas, vykstantis
pastaraisiais deSimtmeciais, nuo kurio neapsaugos nei
sutvirtintos sienos, nei svetimsaliy diskriminacija.
Tai, kad regionas sudarytas i§ mazy ir senéjanciy, taciau
etniSkai homogeniSky visuomeniy, taip pat padeda
paaiSkinti staigy nacionalistiniy nuotaiky radikaléjima.
IStrauka is: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 39

[Samuel R.] Delany mums sitlo naujy budy suprasti
tai, kg Timothy Morton pavadino ,,politizuotu artumu su
kitomis biitybémis®, apibrézianciu Siuolaikinius eko-
loginius santykius. Rezultatas - aplinkos etika, pripa-
Zistanti, kad ekologinis persipynimas kur kas labiau
primena queer kruizingo santykinuma nei kitas (labiau
normines) santykiy paradigmas, su kurioms taip daznai jj
lyginame

IStrauka iS: Sarah Ensor, Queer Fallout:

Samuel R. Delany and the Ecology of
Cruising, 2017, p. 151

Praeitis, dabartis ir ateitis

Butent Vakary Europa iSrado Ryty Europa, kaip
papildancia antrgja puse, ir tai nutiko X VIII amZziuje,
Apsvietos epochoje.

IStrauka iS: Larry Wolff, Inventing Eastern

Europe: The Map of Civilization on the
Mind of the Enlightenment, 1994, p. 4

[...] populistai iSsirenka vieng i$ daugelio savo Salies
praeiCiy ir tvirtina, kad butent tai yra autentiSka tautos
praeitis, kurig reikia gelbéti nuo Vakary modernybés
nuody.

IStrauka iS: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 75

Krastutinis Vidurio ir Ryty Europos populisty kerStas
prie§ Vakary liberalizmg - ne Siaip atmesti i§ pradZiy
sveikintg imitacijos imperatyva, bet ji apversti. Mes
esame tikrieji europieciai, kartoja Orban ir Kaczynski,
ir jei Vakarai sugebés iSsigelbéti, jie turés imituoti
Rytus. ,Mes tikéjome, kad Europa yra musy ateitis, bet
Siandien jauciame, kad tai mes esame Europos ateitis.“
Orban, 2017 liepa

IStrauka is: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 45



Ne Vakarai skleidzia savo itakg i ryty puse, bet Rytai
giriasi savo jtakos skleidimu i Vakarus. Neliberalus
populizmas visur, taip pat ir JAV, regis, cituoja Orbano
neliberalios demokratijos vadovéli.

IStrauka is: Ivan Krastev ir Stephen

Holmes, The Light that Failed: A Reckoning,
2019, p. 47

Praeityje, kaip teigia Maria Janion tekste ,Lenkija tarp
Vakary ir Ryty“, Vakarams buvo budinga ,,dinamiska
plétra“, o ortodoksiSkiems Rytams - ,uzsispyrimas®.
Dabar dinamisSka plétra vyksta Rytuose, kol Vakarai,
regis, uzsispyre (stengiasi) islikti.

Siemet balta-raudona-balta véliava pralauzé
sukaustyta nacionaling simbolika ir tapo populiariu
protesto judéjimo vaizdiniu. Véliavos audinys ne
persidengé su partizany vaizdais, bet sklandZziai tapo
mozaikinés kompozicijos dalimi - juosty ir stréliy
plotis, spalvy schema ir kiti parametrai sutapo, - tarsi
véliava buty suaktyvinusi kosminiy partizany grupiy
protesto energija. Tai dar kartg primena, kaip protestas —
liaudiskas ir horizontalus - dabartyje atveria blyksincia
ateities akimirka. Sis kolektyvinis samburis sujungia
utopinius ir, atrodyty, nesusijusius laikinumus: ateitis
yra dabar, praeitis yra dabar, dabartis yra dabar.

IStrauka is: Aleksei Borisionok ir Olia

Sosnovskaya, The Futures of the ‘East’,
2021 // The Baltic Triennial 14 reader

Apie queer

[...] kaip teigia Judith Butler, ,,svarbiau uz bet kokias
prielaidas apie tapatybés plastiSkuma ar jos retrogradinj
statusa yra queer teorijos noras priesintis nepa-
geidaujamos tapatybés jteisinimui® (2004: 7). Be to,
»queer tapatybés®, net ir opozicinés ar kontratapatybés,
taip pat yra tapatybés. Kaip ir bet kurios kitos
tapatybés, jos uzglaisto individualumus ir gali veikti
tik galios ir normatyvumo ribose. Taigi queer kritikos
uzduotis - tiesiog paméginti suprasti, kaip veikia
normos ir kategorijos.

IStrauka iS: Natalie Oswin, Critical

geographies and the uses of sexuality:
Deconstructing queer space, 2008, p. 96

Tai, kad queer ,veikia uZ normatyvuma uztikrinancios
galios ir kontrolés riby“, reiskia radikalius (per)
mastymus, (per)pieSimus, (per)konceptualizavimus,
(per)braizymus, kurie galéty (per)daryti kiinus, erdves
ir geografijas“ (2006a: 888). Queer erdvés skiriasi nuo
géjy ir lesbieCiy erdviy, o queer geografijos turéty
perZengti tokias ribas kaip hetero/homo ir vyras/
moteris, kad galéty nepaisyti normatyvumo ir paversti
erdve ,takia“

IStrauka iS: Natalie Oswin, Critical

geographies and the uses of sexuality:
Deconstructing queer space, 2008, p. 92



Queer néra fiksuotai apibréztas terminas; jis neturi
stabilaus referencinio konteksto, nors tai nereiSkia, kad
jis gali Zyméti bet ka. Queer pats savaime yra gyvas
mutuojantis organizmas, geismingas radikalus atvirumas,
pazangus kintantis diferencijuojantis daugialypumas,
veikiantis (ne)testinumas, nuolat besimaterializuojantis
ivairiapusiSkai iSradingas erdvélaikiSkumas. O kas,
jeigu queer buty suvokiamas ne kaip gamtinis/kulttrinis
paZeidimas, bet kaip pati erdvélaikiSkumo esmé?

IStrauka is: Karen Barad, Nature’s Queer

Performativity // Kvinder, Kon, Forskning,
2012 (1-2), p. 29

Sakydami ,,queer kultira®, turime omenyje pasaulio
tvérimo projekta, kuriame ,pasaulis“, kaip ir ,,visuomengé®,
yra ne tas pats, kas bendruomené ar grupé, nes jame
biitinai turi buti daugiau Zmoniy, nei galima identi-
fikuoti, daugiau erdviy, nei galima pazZyméti, neskaitant
keliy atskaitos tasky ir jausenos budy, kuriy galima
iSmokti, bet ne igyti gimstant. Queer pasaulis - tai
iéjimy, i$éjimy, nesusisteminty pazinimo linijy,
projektuojamy horizonty, tipizuojanciy pavyzdZziy,
alternatyviy marsSruty, klit¢iy, nebendramatés
geografijos erdveé.

IStrauka is: Lauren Berlant ir Michael

Warner, Sex in Public, 1998 // Critical

Inquiry, Vol. 24, No. 2, Intimacy (1998,
Ziema), p. 558

Susidurus su asimetrijomis ir smurtinémis isterijomis,
zyminciomis dabarti, nereikéty uzmirsti ateities - ,,Cia
ir dabar“ paprasciausiai nepakanka - HORIZONTAS -

queer turéty ir galéty reikSti nora pasaulyje ir laike
egzistuoti kitokiu budu, norg, kuris nesutinka priimti
to, kas nepakankama.

Istrauka i8: José Esteban Munoz, Cruising

Utopia: The Then and There of Queer
Futurity, 2009, p. 96

[...] queerness, jei noréty turéti koki nors politinj
rezonansa, turi tapti daugiau nei identiteto Zymekliu ir
artikuliuoti paZangia ausStancia ateitj - sutarimg tiek su
nebesamoningais, tiek su dar nesamoningais.

Istrauka i8: José Esteban Mufioz,

Cruising Utopia: The Then and There of
Queer Futurity, 2009, p. 87

Mes dar nesame queer - queerness dar neisauso. Galime
ji jausti kaip Silta horizonto Svyté€jima, prisotinta
galimybiy. Kaip idealuma, iSaugintg praeities ir
pasitelkiama jsivaizduoti ateitj.

Istrauka is: José Esteban Muioz,

Cruising Utopia: The Then and There of
Queer Futurity, 2009, p. 1



Integracijos procesas

Siurrealizmas uzpildé lingvistinj tarpuvaldzio
vakuuma tuo metu, kai senoji pasaulio apibrézimo
sistema neteko patrauklumo (taip sakant, ,bankrutavo),
0 naujoji sistema su savo intelektinémis ir politinémis
pagundomis dar nebuvo pasirodziusi ar bent jau
nebuvo laikoma patrauklia.

IStrauka iS: Piotr Piotrowski, In the

Shadow of Yalta: Art and the Avant-Garde
in Eastern Europe 1945-1989, 2005, p. 48

Atéjo toks metas, kai visos krizés - ekonominé, ekologing,
migraciné, informaciné ir politiné - persipyné, ir niekas
negali dorai paaiSkinti, iS kur jos kilo ir kaip jas
spresti, taciau daugelis skelbiasi rade ,,sprendima”“
(Miéger, 2016; Herszenhorn, 2018; Applebaum, 2019;
Harding, 2018).

IStrauka iS: Marta Barandiy, POLICY

PAPER | A Look Inside The Russian
Information War Against The West, 2019

BT14 paroda SMC bei Lietuvos dailininky
sgjungos galerijoje

Kuratoriai: Valentinas Klimasauskas ir Joao Laia



Juri Arrak

Aistros liepsnos, 2016
Aliejus ant drobés

Virsenybé, 2016
Aliejus ant drobés

Pirmas susitikimas, 2018
Misri technika

Kairé. Desine, 2018
Sepijos atspaudas

Zmoneés su Bubo, 2005 /2018
Litografija, spalvoti pieStukai

Daigeliai, 2020
Litografija

Jiiri Arrak i Estijos meno sceng iZengé septintajame
deSimtmetyje ir netrukus tapo viena rySkiausiy jo figury.
Ankstyvuosiuose menininko pieSiniuose juntama siur-
ealizmo, Salvadoro Dali ir Pablo Picasso itaka. Tagiau
jau tuomet menininko darbuose rySkéjo pagrindiniai

jo kuirybai budingi elementai: kontrastinga spalvy paleté,
deformuotos figuros ir erdvés, humoras ir socialinis
jautrumas. Antgamtinj Arrako pasauli formuoja netikétos
vizijos, paradoksai ir metaforos. Vienas pagrindiniy ir
daZniausiai pasikartojanc¢iy menininko kurybos motyvy -
figura , tirpstancia“ galva. Daugeliui esty ji paZistama

i§ animacinio filmo apie mitologinj herojy Suurg Tollj



bei i$ sunkiojo metalo grupés ,,Metsatoll” albumo
virSelio.

Jiri Arrak (g. 1936 m. Taline) yra vienas labiausiai pri-
pazinty Estijos menininky. 7-8-ajame deSimtmetyje jis
priklausé taip vadinamoms sovietinio nonkonformizmo
grupéms, kuré savitu ir lengvai atpazistamu stiliumi,

i savo kuryba itraukdamas esty mitologines butybes bei
nuorodas i siurealizma ir tarptautinj abstrakcionizma.
Jis buvo vienos svarbiausiy Estijos pokario avangardo
grupiy ,,ANK’64“ narys. Tuo metu menininko parodos
jau buvo rengiamos tarptautiniu mastu - Cekoslovakoje,
Jugoslavijoje, SSRS. Nuo 1970 m. Arrak savo darbus
gausiai pristaté JAV, Didziojoje Britanijoje, Vokietijoje,
Portugalijoje, Islandijoje, Danijoje, Svedijoje, Norvegijoje,
Suomijoje, Lenkijoje ir Graikijoje. Menininko darbai
saugomi Estijos meno muziejuje, Tartu meno muziejuje,
Talino meno rumuose, Tretjakovo galerijoje Maskvoje,
Krokuvos nacionaliniame muziejuje, ,Ludwig® muzie-
juje Kelne, Modernaus meno muziejuje Niujorke,
Naujojo Orleano meno muziejuje, Baltuosiuose rimuose
VasSingtone, Niujorko viesojoje bibliotekoje, Zimmerlio
meno muziejuje Naujajame Dzersyje, Vakary Sidnéjaus
universiteto muziejuje, Randerso meno muziejuje
Danijoje, Estijos namuose Stokholme, o taip pat priva-
Ciose Estijos bei uZsienio Saliy kolekcijose.

Tekla Aslanishvili

Bandymy ir klaidy vaizdai, 2020
AVCHD skaitmeninis filmas, spalvotas, su garsu. 30 min.

Rodos niekada nesibaigsiantys bandymai sukurti futu-
ristini ,,iSmanyji” miesta su pagilintu juros uostu keicia
Anaklijos veida. Anaklija - tai nedidelis Zvejy kaimas
Juodosios juros pakrantéje, Vakary Gruzijoje. Ambi-
cingomis infrastruktirinémis investicijomis garséjantis
spekuliatyvus Naujojo Silko kelio projektas siekia pa-
versti $alj prekybos koridoriumi. Siame dokumentiniame
filme Aslanishvili analizuoja materialius ir socialinius
Sios iniciatyvos padarinius. Tyrinéjant nejaukius peizazus
ir architekturines trintis, atsiradusias Cia per pastaraji
deSimtmetij, filme stebima, kaip, igyvendinant periferinius
geoinZinerijos projektus, pasireiSkia operatyviné stam-
biy infrastruktiiriniy investicijy logika ir netgi klaidos,
kurios neiSvengiamos, kuriant iSsvajotai sklandy, techno-
loginémis priemonémis valdoma urbanistinj gyvenima.

Menininké, filmy kuréja ir eseisté Tekla Aslanishvili

(g. 1988 m. Thilisyje) gyvena Berlyne ir Thilisyje. Savo
kuryboje menininké tyrinéja naujas algoritminio valdymo
formas ir jy daromg poveiki urbanistinéms erdvéms

bei jy subjektams. 2009 m. Aslanishvili baigé Tbilisio
valstybine meny akademija, o Berlyno meno universi-
tete studijavo Eksperimentinio kino ir naujyjy medijy
meno magistrantiira. Aslanishvili darbai pristatyti Siuo-
laikinio videomeno festivalyje ,,Videonale18“, Tbilisio
architekturos bienaléje, Tarptautiniame Oberhauseno
trumpametraziy filmy festivalyje, Leipcigo ,,Kunstverein®,



LJameel“ meno centre Dubajuje, ,,Ashkal Alwan“ meno
centre Beirute, Europos meniniy filmy programoje

,, VISIO“ Florencijoje, Tarptautiniame kino simpoziume
Brémene. Aslanishvili yra 2018-2019 m. ,Digital Earth®
stipendininké. 2020 m. ji pelné Han Nefkens fondo -
~JFundacié Antoni Tapies“ videomeno apdovanojima,

0 2021 m. buvo nominuota ,, Ars-Viva Art“ prizui.

Alex Baczynski-Jenkins

Pyderai, draugai, nuo 2019
Videofilmas, spalvotas, su garsu. 40 min.

Alex Baczynski-Jenkins pristato naujg savo testinio k-
rinio ,,Pyderai, draugai“ versijg. Laviruojant tarp doku-
mentikos ir fikcijos, Siame filme kuriama emociné erdvé,
kurioje intymumas ir bendrumas veikia kaip iSgyvenimo
priesiskoje aplinkoje budai. Filmo protagonistai yra
Varsuvoje gyvenantys atlikéjai, o pats filmas pasakoja apie
draugyste, namy aplinkos kiirimg ir kasdiene rezistencija.

Filmga ,,Pyderai, draugai“ inicijavo ir prodiusavo 2019 m.
Bazelio kunstahalé, o jo tgstinuma palaiko kvietimai |
naujas parodas. Kiiriniui budingas tiek dokumentiSkumas,
tiek ir kino performanso principai - jo veikéjy santykiai
kuriami per laikg ir yra kaskart atnaujinami, kai filmas
vél yra rodomas, tesiamas ir dar karta atliekamas.

Alex Baczynski-Jenkins gimé 1987 m. Londone. Meni-
ninko ir choreografo praktikai budingas démesys queer
afektui, jkinjimui ir tarpusavio rySiams. Savo personalines
parodas jis yra surenges parodose Bazelio kunsthaléje
(2019), ,,Foksal Gallery Foundation“ VarSuvoje (2018) bei
,,Chisenhale“ galerijoje Londone (2017). Baczynski-Jenkins
taip pat dalyvavo 58-oje Venecijos bienaléje (2019), paro-
dose ,,Stedelijk“ muziejuje Amsterdame (2019), ,Migros
Siuolaikinio meno muziejuje Ciuriche (2018), ,,Palais de
Tokyo“ ParyZziuje (2017), Modernaus meno muziejuje
Varsuvoje (2017). Jis yra feministinio ir queer kolektyvo
,Kem“ VarSuvoje vienas ikuréjy.



Zuzanna Czebatul

Tristan, Kewin, Joss, 2015
Putplastis, poliesteris, metalas

Zuzannos Czebatul instaliacija - tai trys judesyje sustin-
gusios skirtingy spalvy treninginiy kelniy poros. Siame
kurinyje panaudoti manekeny kunai yra nupjauti,
pertraukti ir sultze i kolektyvine mase, tusciaviduriai ir
negyvi lyg kaliausés. Tvirtu fiziSkumu ir atlikimo preci-
zika ispudinga instaliacija ,, Iristan, Kewin, Joss“ igyja
simboliniy reik§miy, kurios yra ir nitrios, ir euforiskos:
Sis darbas, regis, ikuinija tai, kas nutinka karybai,
veikiamai meno rinkos oligarchy - ji tampa merkantili-
niu, spekuliatyviu reginiu, iSnaudojamu produktu.

Tekstas anksCiau publikuotas internetiniame
puslapyje we-find-wildness.com.

Zuzanna Czebatul (g. 1988 m. MendzyZecCe, Lenkijoje)
gyvena ir dirba Berlyne. Ji baigé ,,Stadelschule” meno
mokykla Frankfurte, o véliau, tapusi ,,Fulbright“
stipendininke, baigé magistrantiiros programg Hunterio
koledZe Niujorke. Savo kuryboje, pasitelkdama arte-
faktus ir dekora, Czebatul tyrinéja galios santykius,

o drauge - ir politiniy ideologijy naudojamas galios
strukturas bei estetikg. Budama skulptore, Czebatul
susitelkia i vizualiai gundancig Siuolaikiniy ir archainiy
objekty bei architektiiriniy elementy prigimti, o taip
pat - i interjery bei grafinio dizaino kalbg. Pasitelkdama
lyginamaji metoda, menininké atskleidZia jy tarpusavio
rySius ir konfliktus. Jos kuryba veikia istoriniy skulptiry



estetika, modernios eksponavimo formos bei deSimtojo
desimtmecio klubiné kultara. Savo personalines parodas
Czebatul yra surengusi ,,Sans titre“galerijoje Paryziuje,
Siuolaikinio meno centre ,CAC - la synagogue de
Delme“, Gdansko miesto galerijoje GGM1, Siuolaikinio
meno centre ,FUTURA® Prahoje, Ujazdowski pilies
Siuolaikinio meno centre Varsuvoje bei MINI/Goethe’és
instituto kuratoriy rezidencijoje ,,Ludlow 38“ Niujorke.

Anna Daucikova

Paprastasis vojerizmas - koncertas, Florencija, 2006
SD videofilmas, spalvotas, su garsu. 2 min. 9 sek.

Paprastasis vojerizmas: moteris, Lvovo centriné stotis, 1996
SD videofilmas, spalvotas, su garsu. 2 min. 28 sek.

Annos Daucikovos trumpy videofilmy serijoje
,Paprastasis vojerizmas“ regimos jvairios situacijos,
kurias menininké filmavo skirtingose pasaulio vietose
nuo deSimtojo XX a. deSimtmecio iki pirmojo XXI a.
desimtmecio. Betarpiskos kasdienio gyvenimo scenos ir
fragmentai, kuriuos tarsi vojaristine kamera uzfiksavo
pasislépusi stebétoja, rezisturiniy menininkés sprendimy
déka igyja naujy prasmiy. Tradiciskai su seksualiniu
malonumu tapatinama vojaristinj Zvilgsnj Cia pakeiCia i$
paziuros nekaltos realybés fragmente slypincio specifi-
nio politinio konteksto paieSkos. Parodoje rodomuose
dviejuose videofilmuose susitelkiama i kiing vieSojoje
erdvéje, drauge apmastant tokius klausimus kaip vyriska
draugysté ir bendradarbiavimas valdZioje, motery savi-
pakankamumas ir atskirtis.

Anna Daucikova gimé 1950 m. Bratislavoje. Nuo 1991 m.
ji aktyviai dalyvauja parodose, i$ kuriy paminétinos
,Compassion Fatigue is Over“ galerijoje ,,Rudolfinum“
Prahoje (2021), ,DYKWTCA" galerijoje ,,Witmann-
Walker Corner“ Vasingtone (2020), ,KW* Siuolaikinio
meno institute Berlyne, Slovakijos nacionalinéje galeri-
joje Bratislavoje, ,, Tirana Patience“ Socialistinio realizmo
muziejuje Tiranoje, ,,Sleeping with a Vengeance,



Dreaming of the Life“ Stutgarto ,Wiirttembergische
Kunstverein® (visos 2019); ,,Neubauer Collegium*
Cikagoje (2018), ,documenta 14“ Aténuose ir Kaselyje
(2017), Siuolaikinio meno centre , FUTURA® Prahoje
(2016), Kijevo bienaléje / Kijevo mokykloje (2015),
~Manifesta 10“ bienaléje, ,Langas i Rytus“ Sankt
Peterburge (2014), ,,Gender Check - Femininity and
Masculinity in the Art of Eastern Europe“ muziejuje
,mumok” Vienoje / ,Zacheta“ nacionalinéje dailés
galerijoje VarSuvoje (2010), ,,Ars Homo Erotica“
Nacionaliniame muziejuje VarSuvoje. 2021 m. jos kuryba
bus pristatyta Dzakartos bienaléje. Daucikova yra motery
vadovaujamy nevyriausybiniy organizacijy bendraikiiréjé
ir aktyvisté. DeSimtajame deSimtmetyje ji buvo aktyvi
LGBT teisiy gynéja Slovakijoje. Daucikova désto Meno
ir dizaino akademijoje Bratislavoje bei Meno akademijoje
Prahoje.

Aleksandra Domanovi¢

Ateitis, 2014
UV ploksciaformaté spauda ant poliesterio plévelés

Specialiai 6-ajam ,Glasgow International” festivaliui
Glazgo Modernaus meno galerijoje (2014) sukurtame
kurinyje kvestionuojama marginalizuota motery repre-
zentacija populiariuose mokslinés fantastikos filmuose.
Didelio formato skulpturiskuose spaudiniuose ant
permatomos plévelés naudojami elementai i$ filmy
,Bégantis skustuvo aSmenimis“ (1982), ,,Demoniskoji
sékla“ (1977), ,,Svetimas®“ (1979), ,,Prometéjas“ (2012) ir
,Gravitacija“ (2013). Sie vizualiniai objektai saveikauja
tarpusavyje ir tampa svarbia motery veikéjy naratyvo
dalimi. Minétuose filmuose atsisakoma konvencionaliai
reprezentuoti moterj kaip mama, meilés objekta ar auka.
Pati spaudiniy medZiaga primena celiulioido lakstus,
anksCiau naudotus animacijos studijose pieSiant ir
sluoksniuojant kadrus. Domanovic¢ atkreipé démesi, jog
mechaniSkas animaciniy pieSiniy uzpildymas pagal
esamus konturus tradiciSkai buvo motery darbas, tuo
tarpu kurybinis darbas buvo skirtas tik vyrams.
Domanovi¢ darbas ,, Ateitis“ daugiakryptiskai tiria motery
vaidmenj praeities, dabarties ir fikcinés ateities tech-
nologijy kontekste.

,lanya Leighton Gallery“ galerijos Berlyne nuosavybé
Aleksandra Domanovi¢ gimé 1981 m. buvusioje

Jugoslavijoje, Novi Sad mieste (dabartiné Serbija),
o Siuo metu gyvena Berlyne. Jos skulpturose ir videoku-
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riniuose iSpleCiama konvenciné technologijy istorija
bei pabréziamas feminizmo, kiberfeminizmo ir Ryty
Europos indélis { mokslo ir interneto raidg. Domanovié
akcentuoja tai, kad pirmoji istorijoje programuotoja -
Ada Lovelace - buvo moteris, ir kad kompiuterijos isto-
rija i esmés yra feministiné. Domanovi¢ videodarbuose,
spaudiniuose ir skulptirose nuolat pasikartojantis rankos
motyvas yra nuoroda i 1963 m. sukurtg vadinamaja
,Belgrado ranka“, kuri tapo svarbiu pasiekimu valdomy
protezy istorijoje. Sis motyvas taip pat nurodo ir i anks-
tyvaji deSimtojo deSimtmecio kiberfeminizma, vys¢iusi
kiborgo kaip utopinés feministinés figtiros idéja.

Harun Farocki & Andrei Ujica

Revoliucijos videogramos, 1992
16 mm filmas, pervestas i video, spalvotas, su garsu.
106 min.

,Goethe-Institut Vilnius“ ir ,Harun Farocki GbR*
nuosavybeé

Rumunijos diktatorius Nicolae Ceausescu savo gigan-
tiSkyjy ,,Liaudies namy“ balkono tribiinoje BukareSte
paskutinj kartg pasirodé 1989 m. gruodzio 21 d. Po
penkiy dieny kartu su savo Zmona Elena jis buvo suSau-
dytas. Vaizdy iS Sios spériai besirutuliojusios antiko-
munistinés revoliucijos to meto ziniasklaidoje buvo ne-
daug. Visur tvyrojo chaosas ir suiruté. TaCiau kadry i$
Bukaresto jvykiy vis tik yra. Neseniai mires menininkas
Harun Farocki ir Andrei Ujica, i Vokietija emigraves
rumuny menininkas, surinko 125 valandas videome-
dziagos, kurig anuomet nufilmavo mégéjai ir oficialts
Ziniy reporteriai. IS Sios didZiulés perspektyvy ivairovés
jie surinko liaudies sukilimg rekonstruojanti pasakojima.
Su kiekvienu filmuotu epizodu susije faktai buvo atrinkti
itin kruopsciai: nustatytas filmavimo laikas ir data,
operatorius, jo intencija, kameros pozicija, vaizdo kokybé
ir galimi nukrypimai. Kai kurios filmo ,,Revoliucijos
videogramos“ scenos (pavyzdZiui, inirSusi demonstracijos
minia ar prezidenturos Sturmas) primena Sergejaus
Eizensteino 1927 m. filma ,,Spalis“ - dokumentiniu sti-
liumi nufilmuotg istorijg apie 1917 m. Spalio revoliucijos
ivykius Rusijoje. Taciau EizenSteino filmuota revoliucija
buvo surezisuota, o ,Revoliucijos videogramose“ jvykiai
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yra tikri. Vis délto tikrové nepasiduoda taip lengvai
isSifruojama.

Saltinis: Amsterdamo tarptautinio dokumentiniy filmy
festivalio (IDFA) internetiné svetainé

Berlyne gyvenes ir kiires Harun Farocki gimé 1944 m.
Novy Ji¢yne (dabartiné Cekija), miré 2014 m. Berlyne.
Videomenininko ir eseistinio kino kuréjo filmografijoje
yra vir§ 100 televizijos ir kino filmy. Farocki taip pat
buvo kuratorius, ilgalaikis Zurnalo ,, Filmkritik“ redak-
torius ir teksty autorius, o taip pat vizituojantis pro-
fesorius Berklyje, Harvarde ir Vienoje. Savo kuryboje
Farocki apmasto visuomenés, politikos ir vaizdo medijy
santyki. Sio itin svarbaus ir plaéiai pripaZinto meni-
ninko filmy retrospektyvos buvo surengtos ivairiose meno
erdvése, tarp jy - ,,Tate Modern“ Londone, o perso-
nalinés parodos - ,mumok”“ muziejuje Vienoje, , Jeu

de Paume*® ParyZiuje, Ludwigo muziejuje Kelne,
JKunsthaus®“ Brégence. Jo filmy ir instaliacijy aktualuma
Zymi ir tai, kad Farocki buvo du kartus pakviestas daly-
vauti ,documenta“ parodoje (1997 ir 2007) bei dalyvavo
55-oje ir 56-0je Venecijos bienalése.

Andrei Ujica (g. 1951 m. TimiSoaroje, Rumunijoje)
studijavo literaturg. Jis sukuré komunizmo griuciai
dedikuoty filmy trilogija: ,,Revoliucijos videogramos*
(1992), IS dabarties“ (1995) ir ,Nicolae Ceausescu
autobiografija“ (2010). Taip pat sukuré trumpametrazj
filma ,,2 Pasolini“ (2000) ir kinematografing instaliacijg
,Nezinomas kiekis“ (2002) - pastarieji darbai sukurti
,,Cartier” Siuolaikinio meno fondo uzsakymu.

Uli Golub

UZrasai is pogrindzio, 2016
HD videofilmas, spalvotas, su stereo garsu.
13 min. 23 sek.

Uli Golub filmuose vaizduojama nuo gluminancios
realybés méginancio pabégti veikéjo kasdienybé.
Jausdamasis apgautas socialiniy vaidmeny ir tarpasme-
niniy santykiy bei iSgasdintas Salj krecianciy riausiy

ir kariniy neramumy, $is Zmogus gyvena uzsidares
Nojaus arkg primenanciame bute, taciau ¢ia vietoje
gyvuny buvo surinkti visokiausi objektai ir radiniai.
Zitrovas palaipsniui jtraukiamas i §iy objekty valdoma
erdve, kurioje daiktai - vienintelis iSsigelbéjimas nuo
nuolat besimainancio ir sauguma praradusio pasaulio.
,UZra$ai i§ pogrindZio® - tai pasakojimy koliaZas,
sudéliotas i$ tikry jvykiy, asmeniniy istorijy, Ziniasklaidos
propagandos ir isivaizduojamuy ,,paskutiniojo teismo
dienos® koSmary. Tokiu budu asmeniniai naratyvai apie
traumas ir kolektyvinius neramumus atskleidZia Siuo-
laikinés visuomenés portretg.

,UZrasSus i$ pogrindzio“ galima buty apibudinti kaip
totaling skaitmenine instaliacijg ar Kabakovo personaZzais
apgyvendintos erdvés Siuolaikine versijg, sudaryta ne

i$ tikry medZiagy, o i§ nuotrauky ir tekstury - trimates
skenografijas primenanciy skulptiriniy ir grafiniy
elementy. Sie nuo daikty pavirSiaus nuplésti pavidalai
pasitarnauja kaip statybiné medZiaga naujai, sgmoningai
tuSc¢iavidurei, susimuliuotai realybei.
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Uli Golub (g. 1990 Charkove, Ukrainoje) yra ukrainieciy
menininké, gyvenanti Ouklande, Kalifornijos valstijoje
(JAV). 2020 m. Golub buvo antrg karta nominuota
Pinchuko meno centro prizui bei apdovanota Antruoju
specialiuoju prizu uZ projekta , Ziurek, ji barzdota“. Uz
§i darba Siuolaikiniy meny fonas jai skyré ,Emergency
Grant“ stipendija. Pasakojimas yra Golub meninés
praktikos pagrindas. Domédamasi spekuliatyvigja
literatura, kosmizmu ir futurizmu, Golub bando atrasti
alternatyvius egzistavimo ir koegzistavimo modelius.
Savo kuriamais naratyvais ji siekia ikvépti zitrovus
svajoti apie alternatyvias realybes, socialinius rysius ir
galios dinamika. Golub taip pat domisi antropocenu,
svetingumo bei bendruomeniy karimo praktikomis bei
spekuliatyviuoju feminizmu, ekopolitika ir biopolitika.

Henrikas Gulbinas

Nesugalvoti dalykai, 1988
Videofilmas, spalvotas, su garsu. 6 min. 5 sek.

Kelioné be lagamino, 1988
Videofilmas, spalvotas, su garsu. 9 min. 38 sek.

Nors rankiniu vaizdo generavimo budu sukurti abstrak-
tas Henriko Gulbino kiiriniai §iandien primena psi-
chodeline tapyba, paties kuréjo teigimu, Sios sgsajos
jam yra svetimos. Vieno lietuviy videomeno pradinin-
ky braiza diktavo ne ideologijos ar vaizduoté, o XX a.
deSimtojo deSimtmecio vaizdo kuirimo technologijos

ir jy teikiamos raiSkos galimybés. Pirmyjy Gulbino
videomeno kuriniy ,,Nesugalvoti dalykai” pagrindas —
SvieCiantys veikiancio televizoriaus jrasai, nufilmuoti
televizoriaus signala sujungus su videomagnetofonu ir
taip iSgavus vaizdiniy srauto efektg, bei jy montazas.
Véliau spalvotos menininko abstrakcijos jvairéjo pasitel-
kiant apSvietima, stiklg, trafaretq ir kitas aplinkoje
esancias priemones. ,Nesugalvoty dalyky“ kiirimo pro-
cese visada buvo svarbi muzika. Pasak Gulbino: ,Tai,
ko klausydavausi - isivaizduodavau, vizualizuodavau.
Sis pomégis provokavo eksperimentuoti (...). Kazka nu-
filmaves ant vaizdo uzdédavau muzikinj fong ir mégin-
davau rasti sinteze tarp garso ir vaizdo.“ Technologinis
siuZeto neturinciy videokompozicijy kiirybos principas
nulémé ir pavadinimag - ji iSprovokavo tuometiniai
Gulbino pokalbiai su draugais: ,,Gal kazkas ir pasaké:
Al bet tu juk pats nesugalvojai Sity dalyky“; na taip,
taip - nesugalvojau.“ Siandien savaranki$ki, analoginiai
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Gulbino eksperimentai yra ne tik vienas Lietuvos video-
meno istorijos atskaitos tasky, bet ir lyriné deSimtojo
desimtmecio pabaigos technologinio ir muzikinio fono
dokumentika.

Tekstas: iStraukos iS Gerdos PaliuSytés pokalbio su
Henriku Gulbinu, publikuoto , sinemateka.lt®.

Henrikas Gulbinas (g. 1960 m. Kaune) - videomeninin-
kas, dokumentiniy filmy kuréjas, melomanas, vienas
lietuviy videomeno pradininky. XX a. deSimtajame
deSimtmetyje Gulbinas uzsiémé garso ir vaizdo aparatii-
ros perpardavinéjimu, savo pirmaja videokamera isigijo
dar 1985 m. SavarankiSkai eksperimentuodamas su
buitiniais videomagnetofonais, gilindamasis i tuome-
tines analoginio vaizdo signalo, montazo galimybes ir
ju raiSka, garso ir vaizdo santykius, sukliré pirmuosius
videomeno kurinius ,,Nesugalvoti dalykai“. 1988 m. jie
buvo eksponuojami parodoje ,,Susitikimai“ Klaipédos
parody rumuose Salia Klaudijaus Stepanovo skulptury
ir Romo Klimaviciaus grafikos darby. Tai buvo viena
pirmyjy ankstyvojo lietuviy videomeno ekspozicijy.
Véliau Gulbinas buvo daznai kvieiamas pristatyti, kaip
pats jvardijo, ,,videogeneravimo® kiirybos metodo bei
juo sukurty videodarby tarptautiniuose eksperimentinio
kino festivaliuose Sankt Peterburge, Paryziuje, Hamburge
ir kitur. ParyZiuje susipazings su lietuviy iSeiviy kuréjais,
tarp jy - su Antanu Monciu, Gulbinas pasuko i doku-
mentinio kino kiiryba, kuria uZsiima ir $iandien.

Flaka Haliti

Kokios, jy manymu, yra miisy mintys apie tai, kq jie mano
apie musy sekantj Zingsnj? #1, 2019

Spauda ant plévelés, poliuretano derva, purSkiami
dazai, galvanizuotas plienas, vandentiekio vamzdziai,
smélis

Kokios, jy manymu, yra miisy mintys apie tai, kq jie mano
apie musy sekantj Zingsnj? #2, 2019

Spauda ant plévelés, poliuretano derva, purSkiami
dazai, galvanizuotas plienas, vandentiekio vamzdziai,
smélis

Savo meninéje praktikoje Flaka Haliti pasitelkia miSrig
technika, skulptiirg ir jvietintas erdvines instaliacijas.
Nuolat taikydama apropriacijos ir pergrupavimo
metodus, ji kuria naujus estetinius pavidalus. Haliti
akcentuoja pakitusj vizualinj suvokimg bei konceptualius
budus isitraukti i politines refleksijas bei geopoliti-

nius svarstymus. Pasitelkiant jutiminius ir vizualinius
potyrius, jos darbuose deramasi dél teritoriniy riby ir
galiy, pavyzdZiui, nacionaliniy sieny arba tokiy sajungy
kaip Jungtinés Tautos ir Europos Sajunga dispozicijy.
Svarbu tai, kad savo darbais ji nuosekliai oponuoja
identiteta konstruojanCioms kalboms, taip siekdama
perZengti jose naudojamas lyties ir tautybés kategorijas
bei priklausymo dichotomijas. Uzimdama Sig tarpine
busena, Haliti meta i$Suki humanistinéms perspektyvoms
ir jy virSenybei vaizdavimo bei abstrakcijos atzvilgiu. Ir
tai vyksta ne tik vizualiniame lygmenyje, bet ir koncep-
tualiame poziuryje i politine strategija - jos praktikoje
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vyksta dialogas tarp abrogacijos ir apropriacijos sampra-
ty. Abrogacija - tai sisteminés tvarkos standarty atme-
timas, o apropriacija — jy adaptavimas. Taip sukuriamas
laukas kontrapoetikai - testinei tarpinei busenai dialekti-
néje performatyvumo erdvéje.

Flaka Haliti gimé 1982 m. Pristinoje, Kosove, o Siuo
metu gyvena Miunchene. Savo gimtaji Kosova ji
reprezentavo 2015 m. Venecijos bienaléje. 2017 m. jai
buvo paskirta Florencijos ,,Villa Romana“ stipendija.
Haliti yra ,,Ars Viva Prize“ bei ,,Henkel“ apdovanojimy
laimétoja. Meno studijas ji baigé ,,Stadelschule“ meny
koledze Frankfurte. Jos personalinés parodos surengtos
,mumok“ muziejuje Vienoje, ,SALTS Kunstverein
Birsfelden®, ,Kunsthalle Lingen“ bei ,,Kunsthaus
Hamburg®. Savo darbus Haliti yra pristaciusi grupinése
parodose Ludwigo muziejuje Kelne, Vienos kunsta-
haléje, ,,Lenbachhaus“ meno muziejuje Miunchene ir
,2Haus der Kulturen der Welt“ Berlyne. 2018 m. Haliti
dalyvavo ,,Public Art Munich* festivalyje bei Busano
bienaléje, Piety Koréjoje, 2019 m. - Fellbacho skulptu-
ros trienaléje, kur , Letter Stiftung“ fondas jai iteiké
L2JLudwig Gies“ prizg. Tais paciais metais Haliti eksponavo
darbus Berlyno ,,Hamburger Bahnhof* bei buvo nomi-
nuota ,Preis der Nationalgalerie® prizui.

Roman Himey & Yarema Malashchuk

Dedikuojama pasaulio jaunimui, 2017
Videofilmas, spalvotas ir nespalvotas, su garsu.
2 min. 26 sek.

Romano Himey’jaus ir Yaremos Malashchuko filmo
pavadinimas - tai nuoroda j §tuki, pasirodantj Leni
Riefenstahl nacistinés sporto propagandos dokumen-
tinio filmo ,,Olimpija“ (1938) pradZioje. Siame savo
videoesé¢ autoriai supina keletag XX a. ideologiniy nara-
tyvy. Naciy filosofas Alfred Rosenberg sugretinamas su
amerikietiSkosios demokratijos ikona Waltu Whitmanu,
Nietzsche - su soviety propagandos diktoriaus kalba,

0 jaunimo idéjos pateikiamos mados Zenklo, primenancio
ankstyvaja sovietine estetika, stiliumi.

Dedikuojama pasaulio jaunimui II, 2019
HD videofilmas, spalvotas, su garsu. 8§ min. 50 sek.

Sio filmo démesio lauke - ukrainieéiy techno-reivo
muzikos renginys ,,Cxema“ ir jame dalyvaujantis
jaunimas, kurj kamera atidZiai seka ryte po renginio.
Buvusios Aleksandro DovZenkos kino studijos kiemas
buvo paverstas Sokiy aikstele su sinchronisSkai judancia
minia, proZektoriais ir Stanislavo Tolkac¢iovo sukurtu
aritmiSku sintetinio garso takeliu. Tai nutolstanti, tai
priartéjanti kamera kuria romantiskos egzaltacijos, o
drauge ir Siuolaikinio susvetiméjimo atmosferg. Tai vieta
ir susibuirimas, kurio Kijevo jaunimas taip lauké ir ku-
riam taip ruoS$ési - §is ypatingas pabégimas nuo kasdie-
nybés, kuri taip radikaliai atmetama, primena savotiSka
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Siuolaikinj ritualg. Taciau kg jis galéty reiksti? Filmas
baigiasi beveik statiSkais atskiry Zmoniy portretais -
veidais po utopijos, dar nepasiruoSusiais priimti nauja
dieng su jos sena realybe.

Kijeve gyvenantys menininkai ir kino kiréjai Roman
Himey (g. 1992 m. Kolomijoje, Ukrainoje) ir Yarema
Malashchuk (g. 1993 m. Kolomijoje, Ukrainoje) baigé
kinematografijos studijas Ekrano meny institute Kijeve.
Nuo 2013 m. jie bendradarbiauja kurdami vizualiojo
meno ir kino srityse. Filmas ,,Skiriama pasaulio jauni-
mui II“ (2019) buvo apdovanotas ,,Grand Prix“ Jaunyjy
Ukrainos menininky festivalyje (,MUHi“, 2019) bei
Geriausio trumpametraZzio filmo prizu tarptautiniame
kino festivalyje ,,Cine Silente“ (Meksikas, 2019). Kino
kontekste menininkai yra bendradarbiave su ,,Metaheven
studija (,,Gimtasis miestas®, 2018) bei Phillipu
Sotnychenko (,,Stunus®, 2015 ir ,,Techniné pauzé®, 2018).
2020 m. Yarema & Himey tapo pagrindiniais Pinchuko
meno centro prizo laimétojais. Tais paciais metais
tarptautiniame ,Docudays UA“ kino festivalyje jie debiu-
tavo su dokumentiniu filmu ,Naujoji Jeruzalé®.
Charkovo ,MeetDocs 2020“ festivalyje Sis filmas buvo
apdovanotas Specialaus paminéjimo prizu. 2021 m.
kuréjai buvo nominuoti ,Future Generation Art Prize®
apdovanojimui.

Klara Hosnedlova

Be pavadinimo (i8S serijos ,, Lizdas®), 2020
Medpvilnés siulai, ,, Terrazzo“ rémas,
ySlerrazzo“ dailylentés, stiklo atliejos, nériniai

Be pavadinimo (i8S serijos ,, Lizdas®), 2020
Medvilnés siulai, ,, Terrazzo“ rémas,
ySlerrazzo® dailylentés, nériniai

Be pavadinimo (i8S serijos ,, Lizdas®), 2020
Medpvilnés siulai, ,,Terrazzo“ rémas,
ySlerrazzo“ dailylentés, stiklo atliejos, nériniai

Be pavadinimo (i8S serijos ,, Lizdas®), 2020
Medvilnés siulai, ,, Terrazzo“ rémas,
ySlerrazzo“ dailylentés, stiklo atliejos

Be pavadinimo (i8S serijos ,, Lizdas®), 2020
Nerudijantis plienas, naturalus akmuo

,Kraupa-Tuskany Zeidler“ galerijos Berlyne, , Boros
Collection® ir ,X Museum“ Pekine nuosavybé

Klara Hosnedlova tyrinéja istorinius sentimentus, be-
sikristalizuojan¢ius modernistiniame ir Siuolaikiniame
dizaine bei architektuiroje. Savo skulpturose ir instalia-
cijose ji semiasi jkvépimo i§ Ryty Europos istorijos ir
jos kolektyviniy mitologijy. Hosnedlova dirba naratyvy
serijomis ir tyrinéja utopines architekturines erdves,
pavyzdZziui, ikoniSkuosius Adolfo Looso apartamentus
Pilzene ar Jestedo boksta Libereco mieste. Siy viety
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atmosferas autoré fiksuoja skaitmeniniu fotoaparatu ir
véliau nuotraukas papildo rankiniu budu sumazindama
pikseliy skai¢iy. Silko siulais ant drobés i$siuvinéti
objektai ir veidai tampa Sviesesniy ir tamsesniy tony
peizazais, kurie susilieja su skulptirisSkais rémais i$
rasty objekty. Ivietintose Hosnedlovos instaliacijose
nostalgija iSrySkinama kaip pagrindinis globaliosios
kulturos bruozas, o drauge pabréziamas tokiy tradiciSkai
prieSingy sampraty kaip refleksija ir ilgesys, susvetiméji-
mas ir prieraiSumas vienalaikiSkumas.

Hosnedlovos kuriamuose naratyvuose pagrindinis vaid-
muo tenka performatyvumui. Ikvépta moderniosios ir
brutalistinés Centrinés ir Ryty Europos architekturos,
menininké kuria jvietintus performansus specifinése,
daznai privaciose erdvése. Hosnedlova reZisuoja ir kuria
dekoracijas ir veikéjus, kuriems lyg filme tenka suvai-
dinti jvairias scenas. Sudétingame ir nesibaigianciame
kurybiniame procese menininké ieSko ir konstruoja
unikalias aplinkas ir jose kuria persipynusius naratyvus.
Tkurdinus kurinius galerijy erdvéje, lankytojai tampa
performanso dalimi. Jy buvimas i$ naujo suaktyvina
nostalgijos istorija, nes bandydami prasmingiau apibrézti
ateiti, jie atranda praeitj.

Klara Hosnedlova gimé 1990 m. Uherske Hradisté
mieste, Cekijoje, gyvena ir dirba Berlyne. Ji mokési Meno
akademijoje Prahoje (2009-2016), o Siuo metu studijuoja
doktorantirag Meno akademijoje Brno. Jos kuryba
eksponuota personalinése parodose galerijoje ,,Kraupa-
Tuskany Zeidler“ ir ,,Berghain® Berlyne (2020),
,Fondation Cartier” ParyZiuje (2019), Prahos naciona-

liniame teatre (2018), ,,Vila Tugendhat“ Brno (2017),
galerijoje ,hunt kastner“ Prahoje (2016) bei Prahos
nacionalinéje galerijoje (2015). Jos darbai jtraukti

i ,Fondazione Sandretto Re Rebaudengo“ kolekcijg
Turine, ,Boros Collection“ Berlyne, Vokietijos
Nacionaline Siuolaikinio meno kolekcija, ,,Havrlant®
meno kolekcija Prahoje bei ,,Valeria Napoleone®
kolekcijg Londone.



Monika Januleviciuté & Celyn June

Atlenkiamo peiliuko laukymé, 2018
Videofilmas, spalvotas, su garsu. 11 min. 11 sek.

Atlenkiamo peiliuko laukymés greitkelis kerta rajong.
KasdieniSkumas, Vienodumas galéty buiti tiesiogiai
suprantami kaip tam tikra uzpildas ar gysla, skirta pa-
siekti kitus labiau akivaizdZius ar apCiuopiamus atvejus,
iSskirtinius jvykius. Egzistuoja ambicija Zvelgti atidZiau,
sklesti virSuje ir vengti pramogy sekiojimo. Viskas vis
dar skamba, zvimbia, kai tu neziuri, kai esi palépéje ar
kazkur iSvykes - niekas nemiega, niekas néra tuscia.
Filmas, kuri Monika Januleviciuté sukuré, glaudziai
bendradarbiaudama su Celyn June, yra June kiirinio
,Portion Park“, kurj 2018 m. isleido jrasy leidybos kom-
panija ,,W - I“ dalis ir tgsa.

Monika Januleviciuté gimé 1990 m. Lietuvoje.
Menininkés ir grafikos dizainerés kuryba apima ivairius
projektus, kuriuose dazniausiai tyrinéjamos realybés ir
priklausymo temos. Jos praktika sutelkta i vietos resur-
sus ir jy likucius, mokymosi struktiras ir save steigianciy
ar regioniniy bendruomeniy plétra. Sis procesas tam-
priai susijes su raS§ymu, objekty eskizavimu ir prototipy
kurimu. Drauge jos kuryboje keliami jvairus dizaino ir
meno prieinamumo bei vertés klausimai.

Celyn June - tai garso projektas, egzistaves nuo 2012
m. iki 2018 m.; Siuo vardu iSleisti garso albumai leidy-
binése kompanijose ,,W - I/BLOOM®, ,Halcyon Veil“ ir
,2Haunter Records®.
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Monika Januleviciuté & Antanas Lucitunas

Vandens ciuozZikai, 2019
Videofilmas, spalvotas, su garsu. 13 min. 27 sek.

,Vandens Ciuozikai” veda ziturova i asmeninj turg,
kuriame Sok¢iojama po placig kalvomis, miesto upeliais
ir apleistomis vieSosiomis erdvémis nusétg teritorija.
Kad ir kokia mirusi beatrodyty, realybé regisi vis dar
LSilta“. Zinrova uzlialiuoja kazkieno raséiai stebimas
pasaulis, kuriame laiko tékmé vyksta kitu masteliu ir
greiciu, paversdama Cia vykstancius procesus nemato-
mais, o energija ir gyvybinius resursus - nuolat besi-
keicianciais. Tyrin€jimo misija regisi tokia neaprépiama
ir varginanti, kad stebétojas gali tik judéti i prieki, im-
pulsyviai rinkdamas pakeliui pasitaikancius smulkius

i augalus panaSius artefaktus.

Tol kol biisime pasiekiami, as galésiu
tau pranesti detales.

Visa kimba, stringa ties jraSytomis musy susitikimo
lickanomis ir pauzémis. Kad ir kaip pazistamos - gau-
siai persmelktos godumo - jos vargiai perzengiamos.
UZmarstis ryja kalby skambesj. Mes manéme, kad tai
bus nepaliaujama. Vis dél to, mes neiSsunkiami, ir
kiekvienas musy yra samburis.

Galybés pragaisSinty dalyky kvépuoja ir atsitiesia.
Skausmuy ir gijimo procesai grazina sgmone. Kad ir per
iSdegintg zZieve, bet vis tiek nesustodami. Pakartotinai
beisiréZiancios garbanélés ir primityvios gyvybés démelés.
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Pluduriuoti ant kreminiy pagalviy. Netirpios, bekre-
Sancios jégy talpyklos. Erdvélaikio Zymekliai, stréliy
nuotolio izoliatai.

Monika Januleviciuté gimé 1990 m. Lietuvoje.
Menininkés ir grafikos dizainerés kuiryba apima ivairius
projektus, kuriuose dazniausiai tyrinéjamos realybés ir
priklausymo temos. Jos praktika sutelkta i vietos resursus
ir jy likucius, mokymosi struktiras ir save steigianciy
ar regioniniy bendruomeniy plétra. Sis procesas tampriai
susijes su raSymu, objekty eskizavimu ir prototipy
kurimu. Drauge jos kiuryboje keliami jvairts dizaino ir
meno prieinamumo bei vertés klausimai.

Antanas Luciunas gimé 1997 m. Kaune, o Siuo metu
gyvena Vilniuje bei kuria vizualinj mena, dainuoja

ir didz€&jauja. Savo kuryboje derina performanso meng,
raSyma ir skulptira. Siekiant patirties daugybiSkumo,
kuryboje itin akcentuojama kolaboracija, queer teorija
jungiama su asmenine patirtimi ir intymumo, tikslumo
ir troSkimy sistemy temomis. Lucituno kuryba api-
bréZiama populiariosios muzikos manierizmo, o taip
pat klubinés kultiiros, laisvalaikio choreografijos ir
fizinés kulturos terminais, turint tikslg pasiekti atsipa-
laidavimo buseng kontroliuojamose salygose. Kuriant
aplinkas, kuriose susikerta reZisura ir improvizacija,
bandoma jveiksminti erdvini suvokima, kaip konstruo-
jami primesty gyvenimo salygy ir tarpusavio priklau-
somybés faktoriai. Kartais lemiamais veiksniais tampa
asmeniniai, o kartais bendruomeniniai, normalizuoti
atsitiktinumai, atveriantys pokalbius tarp menininky ir
Ziarovy.

Agné Joksé

Besqglygiska meile, 2021
Videofilmas, spalvotas, su garsu. 20 min.

Sis karinys sudarytas i§ keliy tarpusavyje susijusiy daliy,
kuriose nagrinéjamos rupescio, atjautos ir meilés
temos. I jas zZvelgiama per skirtingy karty santykius,
kurie formavosi kartu su socialiniais ir politiniais
pokyciais, vykusiais praéjusio amziaus deSimtajame
deSimtmetyje. Tai buvo laikas, kuomet Lietuva vadavosi
i$ Soviety Sajungos ir jos ekonominiy bei ideologiniy
modeliy, ir tapdama nepriklausoma valstybe, priémé
taip vadinamaja vakarietiSkaja ideologija — neoliberalist]
kapitalizma.

Kurinyje ,BesalygiSka meilé“ Jok$é stebi ir seka Seimos
santykiy gija, kuri jg veda i tarsi niekuo neypatingas,
taCiau emociskai subtilias erdves. Filmuotuose interviu
su Lietuvoje ir Europos diasporose gyvenanciais savo
giminaiciais Agné mégina sukurti , prarastosios® kartos,
kuriai priklauso jos tévai, portreta. Tai savotiskas ri-
tualy metrastis, kuriame surinktos jy patirtys ir prisi-
minimai. Nors Jok§és tyrime remiamasi karty skirties
ir kulturinés traumos idéjomis, ,,Besglygiskos meilés“
erdvéje tvyro ramybé. Joje Zengiama anapus nusivylimo
ir konflikto i bendrumo bei artumo atmosfera, kurioje
tarp Seimynyksciy, besidalinanciy savo rupesciais ir
iSgyvenimais, vyrauja susitaikymas, ramybé ir juokas.
Kiurinyje atskleidziamas besalygiSkos meilés banalu-
mas, o drauge - ir jos butinumas bei pranaSumas pries
banalyji blogi.
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Agné Joksé gimé 1993 m. Vilniuje. Siuo metu ji gyvena
Kopenhagoje, kur studijuoja KaraliSkojoje Danijos
meny akademijoje. PrieS iSvykdama i Kopenhaga Joksé
studijavo monumentaliaja tapyba Vilniaus dailés
akademijoje. Savo kuryboje ji tyrinéja su asmenine
patirtimi, paralelinémis istorijomis, painiais tarpusavio
santykiais, queer kultira ir kalba susijusius klausimus.
Menininkés dazniausiai pasitelkiamos kurybinés
formos - raSymas, videofilmai ir performansai. 2019
m. Joksés kiirinys ,,Brangi drauge,“ laiméjo SMC
organizuotos ,, JCDecaux premijos“ pagrindinj priza.
2020 m. inauguracinéje projekty erdvés ,,Swallow®
grupinéje parodoje Vilniuje Joksé pristaté savo kurinj
,Lezbynai“. Kurinys ,Brangi drauge,“ buvo pristatytas
~2Mimosa House“ galerijoje Londone bei ,,Whitechapel®
galerijos renginyje ,, Artists’ Film International® (AFI).
Instaliacija ,,BesalygiSka meilé“ buvo pirma kartg
pristatyta Helsinkio kuratoriy agentiiros PUBLICS
organizuotame §iuolaikinio meno festivalyje ,,Siandiena
yra musy rytdiena®.

Flo Kasearu

Smurtas auga tyliai, 2021
SudzZitve naminiai augalai

Jeinantj j parodg lankytoja iSkart pasitinkantis kiirinys
ne tik neleidzia nukrypti i Salj, bet ir trukdo patogiai
jeiti i pacig erdve. Mes regime ant grindy ir laipty paskli-
dusius mirusius arba vos gyvus augalus, kuriuos papras-
tai aptinkame namuy erdvése. Per laika surinkty augaly
masé lankytojams pristato tiek pacia paroda, tiek ir Flo
Kasearu meninés praktikos metodologija: abstrahuo-
dama ir perkontekstualizuodama kasdienius objektus
menininké daznai SmaiksSciai pakeicia jy prasmes,

taip formuluodama socialine kritikg. Kurinys ,,Smurtas
auga tyliai“ jkunija apleistuma ir augimo sutrikdyma
dél sisteminés neprieziuros.

Esty menininké Flo Kasearu gimé 1985 m., Siuo metu
gyvena Taline. | savo kiiryba ji itraukia pacius socia-
linius procesus, pasitelkdama jai budinga humorg ir
ironijg. Kasearu domina esminiai laisvés, vieSyjy ir
privaciy erdviy, ekonominiy kriziy ir motery vaidmens
bei galimybiy visuomenéje klausimai. Nuo 2013 m.
savo §eimos namuose Kasearu yra jkirusi muziejy. Sis
memorialinis kurinys, dedikuotas jos pacios gyvenimui
ir karjerai, iSrySkina menininko/és vaidmens visuomenéje
bei meno institucionalizavimo klausimus. Tarp nau-
jausiy parody ir performansy galima paminéti meni-
ninkés personalines parodas , ISkirpta i$ gyvenimo“
(kuratoré Cathrin Mayer, Talinas, 2021) ir , KritiSka
padétis“ (kuratoré Kati Ilves, Talinas, 2021) bei grupines
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parodas , Ten ir atgal“ (kuratorés Kati Kivinen ir Saara
Hacklin, ,Kiasma“ Helsinkyje), 2018), ,Jau greit®
(kuratoré Maria Lind, Tenstos kunstahalé Svedijoje,
2018) ir ,,Performa 17 (kuratorés Esa Nickle ir Maaike
Gouwenberg, Niujorkas, 2017).

Zsofia Keresztes

Vienuteé, 2020

Putplastis, stiklo mozaika, pluoStinis stiklas, klijai,
skiedinys, metaliné lentyna, grandiné, sandarinancios
putos

NeguodZziantis buvimas, 2019
Putplastis, stiklo mozaika, pluoStinis stiklas, klijai, skie-
dinys, metaliné lentyna, grandiné, sandarinancios putos

Liidesio cirkuliacija, 2019
Putlpastis, sandarinancios putos, stiklo mozaika,
klijai, pluoStinis stiklas, skiedinys, varis

Zsofijos Keresztes skulptiiros veikia virtualybés ir
tikrovés paribyje, spekuliuojant, kaip vienas pasaulis
pereina i kita. Menininke domina Sioje zonoje atsiran-
dantys takus kiinai ar avatarai, besimainantys pavidalai
ir grinvancios formos, taip pat kuinas, atsispindintis
troskimuose, skausme ir empatijoje.

Keresztes kuirybai budingas pasikartojantis vizualinis
motyvas - savastj uzZtvenkiantis dalijimosi veiksmas, daz-
nai vaizduojamas lyg Siamo dvyniai sujungtais kiinais.
Jos kuriamos skulptiros jkalintos monumentalioje
tarpusavio priklausomybéje, pririStos virve ar prikaustytos
grandine ir pasmerktos savo aistroms. Skausmo,
uzuojautos ir empatijos niekada negalima iSskirti kaip
atskiry fenomeny, kadangi Zvelgiant i§ neurologinés
pozicijos skirtumas tarp to, ka jaucia individas, ir kg
jaucia kitas, néra iki galo aiskus.
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Pagal emocinio neapibréZtumo logika sukurtos skulp-
turos - tai vienas j kita persiliejantys amorfiski kunai.
Nepaisant savo monumentalumo, jie i§laiko takuma -
pavyzdziui, du sujungti ar vienas kitg atspindintys pro-
tagonistai, pakibe nuolatinéje deryby busenoje. Stiklo
mozaikose, kurios yra skiriamasis Keresztes braizas,
reflektuojama jas supanti aplinka ir panaikinamos ribos
tarp vidujybeés ir iSorybés, todél tampa nebeaisku, kur
baigiasi Keresztes dviprasmiSki kiinai ir kur prasideda
vartojimo, pralaiméjimas ir poilsio derybos.

Tekstas: Laura Windhager

Zsofia Keresztes gimé 1985 m. Budapeste, kur ji Siuo
metu gyvena ir dirba. Naujausios menininkés parodos
rengtos bei planuojamos surengti Vengrijos paviljone
59-oje Venecijos bienaléje (kuratoré Monika Zsikla, 2022),
15-o0je Liono bienaléje, ,,Villeurbanne“ Siuolaikinio
meno institute (2019), ,Montpellier Contemporain®
prodiusuotame projekte ,,100 artists in the city - ZAT
2019 (2019), ,,Philara“ kolekcijos organizuotame
projekte , Liquid Bodies“ Diuseldorfe (2019), ,,Art Open®
Brno (2019), ,, GHMP“ muziejuje Prahoje kartu su
Anna Huladova surengtoje parodoje ,Entomos“ (2018),
,,L Esprit Souterrain“ Reimso ,,Domaine Pommery*
(kuratorius Hugo Vitrani, 2018), ,Orient“ , Kim?
Siuolaikinio meno centre Rygoje ir ,,Bunkier Sztuki
Krokuvoje (kuratorius Michal Novotny, 2018),
,2Somewhere in Between“ Briuselio ,BOZAR® (2018).

Jifi Kovanda
Nespalvotos fotografijos

1. Dedikuojama Jindrichui Styrskiui

1976 m. sausio 17 d., Prahos ,,Vinohrady“ kapinés
...Geguzés pirmaja nueik i kapines ir ten, deSimtajame
segmente, rasi ant antkapio sédin¢ia moteri. Ji tau
iSburs likima is korty...

Jindrich Styrsky, ,,Emilie mane lanko sapne“ (1933)

poemos, perskaitytos prie Jindricho Styrskio kapo,
motyvais

2. 1976 m. geguzés 19 d., Praha
Rankomis pilu purva, dulkes ir cigareCiy nuorukas...
O supyles kruva vél ja iSsklaidau...

3. 1976 m. geguzés 19 d., Praha
Pernesu saujose upés vandenij keletg metry pasroviui...

4. Teatras

1976 m. lapkritis, Praha

Elgiuosi tiksliai, kaip paraSyta scenarijuje. Mano gestai
ir judesiai parinkti taip, kad niekas i$ praeiviy nesupras-
ty, jog stebi ,,performansg*

5. 1976 m. lapkricio 19 d., Praha

6. 1977 m. rugséjo 3 d., Praha
Eidamas gatve a$ vis atsitrenkiu i praeivius.
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7. 1977 m. spalio 28 d., Praha
AS judu atsargiai, taip atsargiai, lyg eiCiau ledu, kuris
bet kurig akimirka gali jl0Zti

LSVIT* galerijos nuosavybé

Jifi Kovanda (g. 1953 m. Prahoje) - vienas iSskirtiniausiy
Cekijos menininky konceptualisty. Pirmieji Kovandos
performansai Prahos vieSosiose erdvése buvo surengti
8-0jo deSimtmecio viduryje. Jo minimalistinés, detaliai
surezisuotos akcijos buvo dokumentuotos nespalvotose
fotografijose bei informaciniuose lapeliuose.

Paties menininko nuomone, dokumentacija yra meno
kirinio esmé - jo performansai neturéjo jokio kito tiks-
lo, tik buti uzfiksuoti. Sios beveik nepastebimos, kasdie-
niSkai atrodancios akcijos, subtiliai apjungdamos apgau-
linga paprastumg ir disbalansa, leidZia iSvysti individa
ir tai, kas lieka tikra ir Zmogiska sekamoje visuomenéje.
Nuo 1978 m. Kovandos rengtos minimalistinés-poetinés
intervencijos vis dar buvo dokumentuojamos nuotrau-
komis ir tekstais, taCiau pats menininkas is jy dingo,
uzleisdamas vietg pacios dokumentavimo sampratos
apmastymams. 9-ajame deSimtmetyje Kovanda émési
tapybos, o véliau visiSkai liovési kures. Jo kiiryba neseniai
i§ naujo buvo atrasta, kas menininkg vél paskatino imtis
tokiy pat diskretiSky ir poetiniy instaliacijy, tapybos ir
performansy, kuriuose jis bando uz¢iuopti kasdienybés
grozj ir suformuoti erdve, kurioje individas i$ tiesy
galéty egzistuoti.

Vojtéch Kovafik

Trys likimo deivés: Kloto, 2021
Akrilas ir smélis ant drobés

Trys likimo deiveés: Lachesé, 2021
Akrilas ir smélis ant drobés

Trys likimo deivés: Atropé, 2021
Akrilas ir smélis ant drobés

Senovés graikai tikéjo, kad Zmogaus gyvenimg lemia
trys mitinés likimo deivés. Ir butent nuo jy valios pri-
klauso zmogaus gyvenimo pradZia ir pabaiga.
Kiekvienam Zmogui gimus, jos verpia, matuoja ir atkerpa
jo gyvenimg reprezentuojancia gijg. Jy graikiski vardai -
Kloto (,verpéja“), Lachesé (,seikétoja“) ir Atropé (,ne-
permaldaujamoji“). Pagal senovés graiky mitologija,
deivés gyvena Dzeuso buveinéje Olimpo kalno virSunéje,
0 ju galioms nusileidzia net patys dievai. Buvo mano-
ma, kad jy nuosprendZiams pavaldus net pats Dzeusas.
ylijadoje” poetas Homeras rasé, jog ,, Irojai likimo buvo
lemta buti sugriautai graiky“. Nuo pat Senovés Graikijos
laiky menininkai vaizduoja likimo deives tiek patrauk-
liy jauny mergeliy, tiek ir grieZty bei nepalenkiamy
seniy pavidalais, taCiau ir populiarioje vaizdinijoje visada
pabréziama jy svarba bei galios: aptinkama daugybé
nuorody j moiras jvairiausioje literatiiroje nuo tokiy
kariniy kaip Sekspyro ,Makbetas® iki Alleno Ginsbergo
poemos , Staugsmas®.
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Vojtéch Kovafik gimé 1993 m. ValaSske MezirZycCiy
mieste, Cekijoje , o $iuo metu gyvena ir dirba Roznov
pod Radhostém, Cekijoje. Jo kiiryboje pagrindinis
vaidmuo skiriamas ikonografijai ir mitologijai. Kovatiko
kuriamos stambaus formato ispudingos rySkiaspalvés
kompozicijos - tai paveiki tapyba, sukurianti skulptiiros
tvirtumo ispudj. Cia vaizduojamos persikreipusios,
drobés rémy gniuZdomos herkuliSkos figiiros puikuojasi
savo mélynais, zaliais ir geltonais kiinais augmenijos
fone. Samoningai pabréziant Zmogaus anatomija, kuria-
mas nuoSirdumo ir naivumo efektas bei kvestionuojama
tradiciné fizinés jégos ir galios samprata. Kovafik baigé
keramikos ir skulpturos studijas, o véliau pats savaran-
kiSkai mokési tapybos. Individualia autorine technika
jungdamas aliejinius dazus, akrilg ir purSkiamus dazus,
Kovatik kuria gylio plok§tumoje ispudi. Menininko
démesys graiky mitologijai susijes su jos svarba euro-
pietiskosios kulturos kolektyvinei pasgmonei, taciau

jis pakeicia jos prasmes perkurdamas rySkiausius jos
veikéjus. Personalines parodas Kovarik yra surenges
galerijoje ,Mendes Wood DM*“ San Paule (2021), ,,Era“
viloje jkurtoje ,,Mendes Wood DM* galerijoje Vigliano
Biellese mieste Italijoje (2020), ,,L21“ galerijoje
Maljorkoje (2020), ,Derouillon® galerijoje Paryziuje
(2020), ,,The Cabine“ Los AndZele (2019), ,,Public
Gallery“ Londone (2019), ,,Dukla“ galerijoje Ostravoje
(2019), ,,Galerie mésta Ttfince“ TrSinece (2019),
,Berlinskej Model“ Prahoje (2019) bei galerijoje ,,OFF/
FORMAT® Brno (2018).

Tomasz Kowalski

Bucinys 2020 (su Donatu Kowalskiu), 2019
Gipsas, molis

Seimininkas, 2019
Aliejus ant drobés

Persekiotojas, 2019
Aliejus ant drobés

32 darby grupé (be pavadinimy)
Guasas ir pieStukas ant archyvinio popieriaus

Pradéciau nuo to keisto sapno, kurj sapnavau 2020 m.
pradZioje. Akimirka prieS pabusdamas iSvydau prieSais
save objektg glotniu pavirSiumi - tai buvo tamsiai Zalias
pavidalas baltame fone. IS pirmo Zvilgsnio jis man jokiy
asociacijy nesukélé. Tai buvo tiesiog abstraktus dvima-
tis daiktas, bet idémiau isiziuréjes supratau, kad tai
pasienio ribg kertantis automobilis, kurj stebiu i§ Sono.
Jo konturai buvo labai iSplauke, bet tai tikrai buvo vientisas
daiktas. Siandien sienos kirtimas, arba ,transgresija“,
adekvaciai nusako musy pasauli, taciau tuo momentu
man taip neatrodé. Sis motyvas iki tol mano kurtuose
darbuose niekaip neatsispindéjo. Sis piesinys yra vienas
i$ pirmyjy darby, atlikty jau mastant apie $ig paroda.
Tuo metu daug dirbau guaso technika. Dauguma darby
yra i§ improvizuoty pieSiniy ciklo, kuriame apmasto-
mos abi kertamos sienos puseés, pavaizduotos pirmajame
pieSinyje. Galima sakyti, jog dauguma Siy darby ne
priklauso erdvéms iki ir uZ sienos, o egzistuoja niekieno
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Zeméje lyg antgamtinis reiSkinys. Pagal pirming idéja
»Persekiotojas“ turéjo buti Ernos Rosenstein (pokario
lenky tapytojos siurealistés) nedidelio paveikslo kopija,
taCiau galiausiai tapo kazkuo visai kitu, o pats kurybos
procesas buvo keistas ir varginantis. Reljefa ,BuCinys®
(2020) sukairiau kartu su savo tévu Donatu Kowalskiu
pagal tuscio interjero, kuris keiciasi priklausomai nuo
ziuros tasko, eskizg. Kuriant $j darba galvoje vis kirbéjo
dar viena mintis: i Sieno kaugés suformuota psy-trance
stiliaus figtra ir skalsé - ant javy augantis parazitinis
grybas, kuris ankstyvaisiais viduramziais sukeldavo
masines haliucinacijas ir nunuodydavo iStisus kaimus,
nes buvo netinkamai naudojamas ir plito per duona. Jis
kartais sukeldavo vadinamaji ,,Sokio mara“. PabandZiau
isivaizduoti, kaip Sie skalse apkvaitinti viduramziy
Zmonés patiria kolektyvinj nusvitima ir aiSkiau suvokia
savo kaip pavaldiniy padétj bei savo sisteminj iSnaudoji-
ma, kaip jie visi vienu metu ima regéti ateities vizijas -
nezinomos transistorinés vaizdinijos kaleidoskopa.
Tuomet mane visa tai labai domino. Viename i§ pieSiniy
pavaizduota mulcio kaugé - tai antropomorfizuota
Sieno kriva, kurios pavidalus galime iSvysti ir dramatis-
kuose amziy sanduroje dirbusio menininko ir drama-
turgo Stanislawo Wyspianskio darbuose. Pastarasis yra
tapes destruktyviosios tradicijos, o taip pat ir vegetacijos
simboliu, taciau tokios, kuri iStinka, pasidavus dZinams
ar romantizmo dvasiai - tai toks migdantis transas,
sulaikantis nuo bet kokiy veiksmy.

Tomasz Kowalski (g.1984 m. Séebrzesyne, Lenkijoje)
savo darbuose kuria kritinj ir asociatyvy Siandieninés
tikrovés, kurig Zenklina vis greitéjantis kismas, portreta.

Savo paveiksluose, skulptirose ir muzikoje Kowalski
perteikia decentralizuoto pasaulio difuzija ir tyrinéja,
kaip Sios salygos veikia musy svarbiausiy kategorijy, tokiy
kaip savastis, erdvé ir laikas, suvokima. Jo kuriniai
kalba apie visuomene, kurioje miegas, introspekcija,
sapnavimas ir budravimas yra vienodai svarbus. Juose
pasamoné regima kaip iSlaisvinanti jéga, vienu metu
egzistuojanti ir pasaulyje, ir uz jo riby. Tomasz Kowalski
yra surenges personalines parodas Siuolaikinio meno
muziejuje Sent Luise ir Ujazdowski pilies Siuolaikinio
meno centre VarSuvoje. Jis yra dalyvaves grupinése
parodose Vienos kunstahaléje, ,,de Appel“ Amsterdame,
,2mumok“ muziejuje Vienoje, ,,Pompidou“ centre
Paryziuje, ,MSN*“ VarSuvoje, ,SMAK" Gente, ,La Casa
Encendida“ Madride, ,,Zacheta“ nacionalinéje dailés
galerijoje VarSuvoje bei kt. Jo darbai jtraukti i ,,Pompidou*
centro, ,mumok*“, ,MOCAKY, ,Frac des Pays de la
Loire“, ,Francois Pinault®, ,Boros Collection® ir
,Olbricht® kolekcijas. Kowalski yra ,,Guerlain Foundation
Drawing Award 2014“ prizo laimétojas. Jis taip pat
vadovauja muzikos leidybos ir radijo projektui ,,Alicja®,
kur leidZia savo paties ir kity menininky kirinius ir
garso pjeses.



Edward Krasinski

Ateljé - galvosikis, 1992

Fotografiné instaliacija: nespalvotos fotografijos,
medinés durys ir rémai, 12 kolony, mélyna lipni juosta.
Kintantys dydziai

Lodzés meno muziejaus nuosavybé

Nuotraukos prilipdytos prie dvylikos kolony. Zidrint i3
desinés, jos lyg galvosukio fragmentai susidélioja i
vientisg buto interjero atvaizda, kuriame matome baldus
ir plakata su nuoga mergina ir marihuana. Zvelgiant

i$ kitos pusés, regime pravertas duris su iSkaba

»H. Stazewski“. I$skaidyti fotografiniai atvaizdai
sujungti mélyna lipnia juosta - Krasinskio skiriamuoju
Zenklu, kuris drauge yra ir jo Zymusis autorinis gestas.
Jis visad lipdydavo juostg tame paciame 130 cm aukStyje
vir§ grindy ir apjuosdavo ja visa supancig erdve -
galerijg, vieting ,,Gruba Kaska“ uzkanding, kur jis még-
davo lankytis, ar savo paties buta.

Pati juosta jo kuryboje atsirado atsitiktinai, kuomet
1968 m. menininko namuose Zalesie Gorne rajone
Salia VarSuvos vykusio vakarélio metu Krasinski apklijavo
juosta keleta medZziy ir apjuosé ja dvi mazas mergaites.
Paklaustas, ka Sis gestas turéty reiksti, jis atsaké, kad
arba nieko, arba viska, kas Zitrovui Sauna i galva.
,Pernelyg pasiputéliSka i§ menininky pusés kabinti
Zzmonéms po nosimis nuotraukas kaip Zavéjimosi
objektus. AS darau vietas, sienas ir aplinkybes mato-
momis“, - saké menininkas. Krasinski draugavo su
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Henryku Stazewskiu, vienu i§ Lenkijos avangardo
pradininky, su kuriuo dalinosi Var§uvos centre dau-
giabutyje ikurtg studija. Po Stazewskio mirties 1988 m.
Krasinski pradéjo kurti instaliacija ,Dedikuojama
Henrykui Stazewskiui“ su jy kadaise studija paversto
buto nuotraukomis.

Tekstas: Maria Morzuch, publikuota Abecadto, sud.
Jarostaw Lubiak, Lodzés meno muziejus, 2010.

Edward Krasinski (g. 1925 m. Lucke, dabartinéje
Ukrainoje), m. 2004 m. VarSuvoje) gerai Zinomas savo
radikaliais meniniais gestais, tokiais kaip jo kurinys
1970 m. Tokijo bienaléje, i kurig jis ketino iSsiysti
skulptiurinius objektus, sukurtus i$ ilgy mélynos gumos
juosty. Taciau siuntiniui véluojant, Krasinski, organiza-
toriy spaudziamas kazkaip pristatyti savo kurini, iSsiunté
telekso praneSima, kuriame buvo penkis tukstancius
karty pakartotas zZodis ,,mélyna“. Atspausdintas uzrasas
buvo eksponuojamas parodoje vietoje skulptury ir
tapo pirmuoju Lenkijos konceptualaus meno kiriniu.
Krasinski buvo vienas i$ pokario Lenkijos avangardo
lyderiy. Lodzés meno muziejus turi sukaupes didziau-
sig menininko darby kolekcija.

Danuté Kvietkeviciuté

Gyventi, 1981-1982
Pusvilné, vilna, sintetika, gobeleninis audimas

Zoleé (skirta M. K. Ciurlioniui), 1975
Vilna, linas, gobeleninis audimas

Minties greiciu, 1978
Pusvilné, vilna, sintetika, gobeleninis audimas

Zydincios valandos. I ir IT, 2009
Linas, sintetika, gobeleninis audimas

Lietuvos nacionalinio dailés muziejaus nuosavybé

Danutés Kvietkeviciutés kuryba subrendo XX a. 8-9-ame
deSimtmeciais - individualumo proverzio lietuviy
tekstilés mene laikotarpiu. Menininkés sieniniai gobele-
nai sukurti ir iSausti rankiniu buidu i$ nattiiralaus
pluosto lino, medvilnés, vilnos, ,Muline“ siuly, kartais
jaudziant ir sintetines medZiagas. Ankstyvajai menininkés
kurybai budinga folkloro tematika, tautodaile primenanti
stilistika. BrandZiuoju laikotarpiu sukurtuose gobele-
nuose filosofiskai gvildenamas Zzmogaus santykis su
gamta, kosmosu, Visata, gyvenimo ir mirties akistata,
buties trapumas. Kuriniams budingi vientisame fone
ekspresyviai linija ir spalva iSrySkinti motyvai, o taip pat —
emocionalumas, metaforiSkumas, asociatyvumas,
klasikinis preciziSkas audimas.
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Danuté Kvietkeviciuté (g. 1939 m. Neravuose prie

Druskininky) - viena saviciausiy lietuviy tekstilininkiy.
1966 m. baigusi Lietuvos dailés institutg iki 1975 m.
dirbo Vilniaus modeliy namuose. Nuo 1967 m. dalyvauja
parodose Lietuvoje ir uzZsienyje. Jos kuriniy esama
Lietuvos nacionalinio dailés muziejaus, Lietuvos nacio-
nalinio muziejaus, Nacionalinio M. K. Ciurlionio dailés
muziejaus kolekcijose.

Sasha Litvintseva

Kiekvienas lizis, 2020
HD videofilmas, spalvotas, su garsu. 13 min.

Kruizinis laivas ,,Brexit“ referendumo metu. Pauksciy
kolonija, nevalingai Zudanti jy namais tapusj miska.
Pasaulis, apimtas pandemijos. Uzdary sistemy néra.
Laviruojant tarp Siy trijy ekologijy, filme klausiama,
ka seni vaizdai gali reiksti po 10Zio, ir sitloma erdvé
gedului.

Sasha Litvintseva (g. 1989 m. Murmanske) - menininké,
filmy kuréja ir raSytoja-tyréja. Jos kuiryba veriasi sunkiai
apibréziamose sankirtose tarp suvokiamo ir jvardijamo,
tarp organizmy ir aplinkos, tarp entropijos ir apskai-
Ciavimo. Drauge tai zona, kurioje susitinka medijos,
ekologija ir mokslo istorija. Personalines parodas ji yra
surengusi Siuolaikinio meno institute (ICA) Londone,
,Berlinische Galerie“ modernaus meno muziejuje
Berlyne, Siuolaikinio meno muziejuje Cikagoje, ,,Union
Docks“ galerijoje Niujorke bei ,,CIAP Kunstverein®
Genke. Litvintsevos darbai rodyti jvairiuose filmy festi-
valiuose: ,Berlinale”, Roterdamo , IFFR®, , Courtisane*
Gente ir ,RIDM“ Monrealyje. Menininkés kiiryba taip
pat pristatyta daugybéje grupiniy parody, tarp jy -
»Videobrasil“, ,Moscow Young Art“, ,Wroclaw Media
Art“ bei Venecijos architektiiros bienaléje.

49



Natalia LL

Vartojimo menas, 1972-1975
16 mm filmas, pervestas i video, nespalvotas, be garso.
15 min. 58 sek.

»~ZW Foundation“ / ,Natalia LL Archive“ nuosavybé

Natalia LL yra viena svarbiausiy Siuolaikinio Lenkijos
meno atstoviy, o jos kirinys ,,Vartojimo menas” (kartu
su Michalinos Wistockos tekstais) laikomas kertiniu
darbu 8-0jo deSimtmecio Lenkijos seksualinés revoliu-
cijos kontekste. Siame filme regime jaunas, patrauklias
moteris vartojimo metu. Jis igauna kone erotinés eks-
tazés bruozy. Tam yra keletas priezasCiy. Visy pirma,
to meto Lenkijoje bananai ir deSrelés buvo deficitiniai
produktai, tad filme jie pristatomi kaip prabangos
Zenklai ir prilyginami fetiSui: kiekvienas kasnis - Sventé.
Antra, ,Vartojimo menas“ yra tam tikras motery galios
ir feminizmo manifestas. Natalia LL oponuoja vyry me-
nininky kuriamam nuogos moters jvaizdZiui. Jos kury-
boje butent moteris filmuoja kitas moteris - Cia tik jos
kontroliuoja tai, kaip jos atrodo ir kg veikia. Cia galia
priklauso moterims ir jos nebijo savo paciy malonumo.
Natalijos LL filmy ir fotografijy serija drauge yra su-
sijusi su autorés manifestu ,, Transformatyvus poZzitris“
(1972), kuriame ji raso: ,Menas - tai tapsmo procesas
kiekvieng realybéje patiriama akimirka: atskiram indivi-
dui kiekvienas faktas, kiekviena akimirka yra praeinanti
ir unikali. Butent todél imuosi fiksuoti tokius kasdie-
nius veiksmus, kaip valgymas, miegojimas, kopuliacija,
ilsé¢jimasis, kalbéjimas ir t.t.“
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Natalia LL (Natalia Lach-Lachowicz) gimé 1937 m.
Zyveco mieste. Ji yra lenky tarpdisciplininio meno kiiréja
konceptualisté, savo kiuryboje pasitelkianti fotografija,
performansa, eksperimentinj king, videomeng, instalia-
cija, skulptira ir tapybg. Savo darbuose ji tesia koncep-
tualizmo, kino meno ir feministinio meno tradicijas. Nuo
1970 m. iki 1981 m. kartu su Andrzejumi Lachowichiumi,
Zbigniewu Dtubaku ir Antonijumi Dzieduszyckiu Natalia
LL vadovavo ,PERMAFO“ galerijai, kur rengé parodas
ir jvairias publikacijas. Jy veikla turéjo svarbios jtakos
Lenkijos neoavangardiniy tendencijy raidai. 1977 m.
gavusi Kosciuszko fondo stipendijg Natalia iSvyko i
Niujorkg. 2007 m. ji buvo apdovanota sidabriniu ,,Gloria
Artis“ medaliu uzZ nuopelnus kultarai, 2013 m. jai
iteikta Katarzynos Kobro premija, o 2018 m. - Rosos
Schapire vardo meno apdovanojimas. Tais paciais
metais (kartu su ZW fondu) Torunéje ji ikuré , Natalia
LL archyva“. Siuo metu Natalia LL gyvena ir kuria
Vroclave.

Jurgis Macitinas

Keturios Thomaso Kelleino knygos ,,George Maciunas:
The Dream of Fluxus® (2007) kopijos

Jurgio Maciuno autoportrety ,,Jurgis Maciunas Niujorke
priesais kamerg atlieka persirengimo baleta“ (apie 1966)
fotoreprodukcijos. Penki sidabro Zelatinos atspaudai.
Eksponuota Modernaus meno muziejuje Niujorke.
Gilberto ir Lilos Silverman ,,Fluxus“ kolekcijos archyvo,
Modernaus meno muziejaus Niujorke nuosavybé.

Rusijos istorijos atlaso skaitymo instrukcija, apie 1953
Spauda ant popieriaus

Jono Meko vizualiyjy meny centro Vilniuje nuosavybé

Savo nepakartojama istorijy-diagramy magnum opus
Jurgis Maciunas kuré nuo 1953 iki 1973 mety. Jis
skyré dvideSimt mety darbo diagraminéms istoriniy-
politiniy, kulturiniy, ekonominiy ir meniniy jvykiy
iliustracijoms. Jo darbas apima platy spektra nuo
informacijos vizualizavimo iki struktury, pristatanciy
glaustus duomenis. Pasitelkdamas jvairius metodus,
jis nuolat i§ naujo kvestionavo istoriografijg ir vaizdini-
jos galig.

Tekstas vercia skaitytoja mastyti linijiniu budu, o Zemé-
lapis leidzia ziturovui pasiduoti skirtingiems asmeniniams
impulsams, nesekant viena pagrindine mintimi. Taciau
,Rusijos istorijos atlaso“ atvejis kitoks. Macitinas pateikia
grieztas naudojimosi instrukcijas: ,,atlasas turi buti
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skaitomas nuo galo (nuo paskutinio puslapio): tokiu
budu galima stebéti geografinius pokycCius laike.“

Jurgis Maciunas - Lietuvos ir JAV menininkas, gimes
1931 m. Kaune. , Fluxus® judéjimo, tarptautinés
menininky, architekty, kompozitoriy ir dizaineriy
bendruomenés, iktiréjas bei pagrindinis koordinatorius.
Macitnas geriausiai Zinomas kaip pirmyjy hepeningy
organizatorius ir atlikéjas, o taip pat kaip svarbiy
menininky multipliy ir kolaboracijy iniciatorius. Dél
savo urbanistinio planavimo veiklos Macitinas yra va-
dinamas ,SoHo tévu“, kadangi pritaiké apleistus lofty
pastatus ir apgyvendino iStisa Niujorko kvartala
menininky kooperatyvais, kurie pra¢jusio amziaus
septintojo deSimtmecio pabaigoje buvo vadinami
,2Fluxhouse Cooperatives®.

1977 m., likus trims ménesiams iki savo mirties, jis vedé
poete Billie Hutching. Po oficialiy sutuoktuviy pora
atliko ,,Fluxvestuves“, kuriose nuotaka ir jaunikis apsikei-
té rubais. Savo vélyvojoje meninéje veikloje Macitinas
praktikavo transvestizma, taciau, palyginus su kitomis
jo praktikomis, tai daré gana diskretiSkai. Daugeliui jis
ir Siandien lieka paslaptimi, o jo figura iki Siol sukelia
stipry atgarsi tarp menininky ir kritiky, tiek atéjusiy po
,JFluxus®, tiek ir ji paZinojusiy, tarpe.

Doéra Maurer

Trioletai, 1981
35 mm filmas, pervestas i video, nespalvotas, su garsu.
11 min.

Doros Maurer filmas , Trioletai“ - tai horizontaliai
padalintame ekrane rodomas trijy daliy koliazas.
Kiekvienoje i§ jy rodomi atskirai nufilmuoti vienos
sekundés trukmés menininkés studijoje uzfiksuoti
kadrai. 16 mm kino kadrai nufilmuoti trimis skirtingais
objektyvais (plaiakampiu, paprastu ir teleobjektyvu).
Gautas rezultatas padalintas horizontaliai i tris juostas
ir sumontuotas i koliaZines 32 sekundziy trukmés
kompozicijas, kurios véliau mechaniskai perkeltos i
vieng 35 mm kino juostag.

Poslinkiai, 1997
Animacija (kartu su Andras Kapitany), spalvota, su
garsu. 4 min.

Doros Maurer konceptualiosios geometrijos atspirties
tasSkas - 1972 m. sukurta darby serija ,,Poslinkiai®.

Tai staciakampé 5:4 proporcijos erdvé, horizontaliai

ir vertikaliai padalinta i 10x10 segmenty. Visas plotas
papildomai uzklotas dviem identiSkais sluoksniais.
Apatinis sluoksnis paZymétas §ilty, o virSutinis - Salty
spalvy istrizainémis. Abu spalviniai sluoksniai papildo-
mai padalinti i keturis vienodo ploto laukus - taisyklé-
mis susaistyty poslinkiy elementus. Kiekvienas laukelis
reprezentuoja vieng Zingsni. Vienas po Kkito jie juda

i kairés i deSine iilgai tinklelio segmenty. Saltiems
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atspalviams judant jstriZainémis, o Siltiems - horizonta-
liai ir vertikaliai, bei iSrySkinant ar padidinant indivi-
dualias detales, iSkyla kvazi-vaizdai, kurie nebeatlicka
tradicinés iliustravimo funkcijos, bet vis délto negali
buti laikomi vien beasmeniy teoriniy procedury
rezultatu. Tai greiCiau - i$ jautriy ir subjektyviy gesty
atsirandantys Zaismingi kiiriniai.

Tekstas: Kristina Dékei, publikuota folded time - film
retrospective, Floris Rdmer meno ir istorijos muziejus,
Déras, 2018.

»Vintage Galéria“ galerijos BudapeSte nuosavybé

Doéra Maurer (g. 1937 m. BudapesSte) yra svarbi figira

ir tarptautinéje, ir Vengrijos meno istorijoje, nuo 1968 m.
turédama dviguba pilietybe, gyvenanti Vienoje ir
Budapeste. Ji svariai prisidéjo prie tarptautinio
Vengrijos avangardo menininky tinklo raidos. Maurer
yra bene Zinomiausia tarptautinio masto Vengrijos
menininké, kurios darbai eksponuoti daugybéje parody.
Naujausi menininkés kuriniai pristatyti didelése
grupinése parodose ,,Pompidou® centre Paryziuje, Cikagos
meno institute, ,MoMA“ muziejuje Niujorke,
~Whitechapel® galerijoje ir ,,Tate Modern“ Londone.
Personalinés Maurer parodos surengtos ,,White Cube*
galerijoje Londone (2016 ir 2019) ir didelio pripaZinimo
sulaukusioje ,,Tate Modern“ retrospektyvoje (2019-2020).
Pastaroji paroda galéty buti laikoma svarbiausiu ivykiu
ne tik menininkés gyvenimo kuryboje, bet ir Vengrijos
meno tarptautinio pripazinimo kontekste.

Jonas Mekas

Lietuva ir SSRS griiitis, 2009
Videofilmas, spalvotas, su garsu. Rodomas keturiuose
monitoriuose. 286 min.

,The Film-Makers’ Cooperative“ Niujorke nuosavybé

Sis videofilmas sumontuotas i3 kadry, kuriuos nufilma-
vau savo ,Sony” kamerg nutaikes i Zinias apie

SSRS griutj transliuojantj televizoriy. Kamera tuo paciu
irasé ir foninius garsus. Tai laiko kapsulei paliktas
iraSas apie tai, kas ir kaip vyko tuo lemtingu Saliai
periodu, apie kurj kalbéjo visi Ziniy vedéjai. | visa tai
galima Ziuréti ir kaip j antiking graiky drama, kurioje
Saliy likimus drastiSkai kei¢ia nuoZmi, kone iracionali
jéga. Vieno Zmogaus valia, viena nedidelé, bet pasi-
ryZusi atgauti savo nepriklausomybe Salis, su Olimpo
parama kovojanti prie§ Galig ir Jéga - prie§ pacia
neimanomybe.

Jonas Mekas

Jonas Mekas gimé 1922 m. Lietuvoje, ukininky

kaime Semeniskése, miré 2019 m. Niujorke. 1944 m.
jis ir jo brolis Adolfas buvo suimti naciy ir iSsiysti i
Elmshorno sunkiyjy darby lageri Vokietijoje. Po karo
Mainco universitete Mekas studijavo filosofija. 1949 m.
pabaigoje JT Pabégéliy organizacija pasirupino broliy
Meky emigracija { Niujorka, kur jie apsistojo Bruklino
rajone, Viljamsburge.
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Pragjus dviems ménesiams po atvykimo | Niujorka,
Mekas pasiskolino pinigy savo pirmajai ,,Bolex“ kame-
rai ir émé ja filmuoti trumpus savo gyvenimo epizodus.
Netrukus aktyviai jsitrauké j Amerikos avangardinio
kino judéjima. 1954 m. kartu su broliu pradéjo leisti
Zurnalg ,,Film Culture®, kuris netrukus tapo vienu
svarbiausiy JAV leidiniy apie king. 1958 m. émé raSyti
savo legendine ,,Movie Journal“ skiltj ,,Village Voice*“
Zurnale. 1962 m. jkuré ,Film-Makers’ Cooperative®,
kuris véliau iSaugo i ,,Anthology Film Archives“ ir tapo
svarbiausiu pasaulyje avangardinio kino archyvu ir
kino perziury vieta.

Visg $§i laikg Mekas be perstojo rasé poezijg ir kuré filmus.

Jis yra publikaves vir§ dvideSimties prozos ir poezijos
knygy, kurios iSverstos j deSimtis pasaulio kalby.
Siandien Meko poezija yra lietuviy literatiiros klasikos
dalis, o jo filmai rodomi svarbiausiuose pasaulio mu-
ziejuose. Kino istorijai itin svarbus jo indélis plétojant
dienorasStinio kino formas.

Markéta Othova

Jos gyvenimas, 1998
Nespalvota fotografija i§ 6 fotografijy ciklo

Nacionalinés galerijos Prahoje nuosavybé

Nors Othovos nuotraukos beveik iSkirtinai nespalvotos,
jos kuiryba nesietina su ta tradicine dokumentine ar
menine fotografija, su kuria paprastai asocijuojama S$i
nespalvoty atvaizdy medija. Jos nuotraukos yra stam-
baus mastelio, mazos rezoliucijos, be rémy, prismeigia-
mos tiesiai prie sienos. Jas autoré pristato kruopsciai
atrinktomis ir i seka sudétomis ar kvadratiSkai iSdésty-
tomis grupémis, kurias kartkartémis sutrikdo pavienés
nuotraukos. Othova daznai fotografuoja vaizdus pro
langg, kadangi moteriai fotografei gatvéje dirbti visada
kiek pavojingiau.

Markéta Othova (g. 1968 m. Brno) studijavo Taikomyjy
meny universitete Prahoje. Ji fotografuoja nuo pasku-
tiniojo XX a. de§imtmecio pradZios. Siuo metu gyvena
ir dirba Prahoje. Jos kuiryba atliepia stipriag ceky avan-
gardinés fotografijos tradicija, taCiau ja aklai neseka.
Othovos nuotraukose aiSkiai akcentuojami struktiriniai
santykiai. Sis autorés susitelkimas i santykines strukta-
ras kontrastuoja su apgaulingai kasdiene jos nuotrauky
tematika - tai interjerai, gatviy scenos, peizazai ir na-
tiurmortai. Menininkés kuirybai literatiira, muzika ir
kinas yra tiek pat svarbus, kiek ir fotografijos istorija.
Kai kuriuose savo naujausiuose darbuose ji susitelkia i
laiko aspektus fotografijoje. Autoré yra eksponavusi
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savo darbus jvairiose pasaulio galerijose, iskaitant
,2Bonner Kunstverein“ Bonoje, ,The Photographer’s
Gallery“ Londone, 2-3j3 Prahos bienale, Naujaji
muziejy Niurnberge ir Karnegio meno muziejy
Pitsburge.

Jaakko Pallasvuo

Minkstaknyge, 2021
Skaitmeniné spauda ant sintetinés medZiagos

»2MinkStaknygé” - tai atrinkti puslapiai i§ didesnés
menininko sukurtos knygos. Pati knyga yra pernelyg
sudétinga, kad ja galima buty apibudinti. Ji apskritai
neegzistuoja. Jos siuZetas pernelyg painus, man ji
nepatiko. Knyga yra nebaigta. Jos iSleisti nejmanoma,
nes jai néra rinkos.

Jaakko Pallasvuo (g. 1333 m. Helsinkyje) yra menininkas.
Savo videofilmuose, tekstuose, performansuose ir
instaliacijose Pallasvuo tyrinéja gyvenimo dabartyje neri-
ma ir gyvenimo ateityje galimybes. Pastaraisiais metais
Pallasvuo savo kiirybg pristaté Tarptautiniame Roterdamo
kino festivalyje, Modernaus meno muziejuje VarSuvoje,
,Kim?” Siuolaikinio meno centre Rygoje ir Estijos Siuo-
laikinio meno muziejuje (EKKM) Taline.

61



Agnieszka Polska

Paklausk sirenos, 2017
UHD videofilmas, spalvotas, su garsu.
10 min. 25 sek.

,Paklausk sirenos“ - tai trumpametrazis filmas, prista-
tantis istorines bei kulturines undinélés konotacijas
Ryty Europos istorijos kontekste. Filme bandoma poetis-
kai pateikti sireng kaip Lenkijos identiteto krizés
simboli. Sios krizés istakos gladi lenkiskosios pagonybés
istorijoje, kuri buvo sunaikinta X a., §i regiong koloni-
zavus krik§¢ionybei. Pagrindinés filmo veikéjos nejmano-
ma priskirti jokiai socialinei ar biologinei kategorijai.

Agnieszka Polska (g. 1985 m. Liubline), pasitelkdama
kompiuteriu generuojamas medijas, savo vizualaus
meno darbuose apmasto individa bei jo socialinius jsi-
pareigojimus. Siandienos etinius ir socialinius i$§tkius
ji artikuliuoja itraukian¢iuose ir meditatyviuose fil-
muose bei instaliacijose. Naudodama itaigius garsinius
ir vizualinius dirgiklius, menininké tyrinéja kalboje,
suvokime ir istorijoje vykstancius itaky formavimo ir
legitimizavimo procesus. Polska yra pristaciusi savo
kiryba tarptautiniu mastu tokiose erdvése, kaip Naujasis
muziejus ir ,MoMA“ muziejus Niujorke, ,,Pompidou*
centras ir ,,Palais de Tokyo“ Paryziuje, ,Tate Modern“
Londone bei Hirshhorno muziejus Vasingtone. Perso-
nalines parodas ji yra surengusi ,Hamburger Bahnhof*
Berlyne, , Frye Art® Sietle, ,,Nottingham Contemporary“
Notingeme, ,Salzburger Kunstverein® Zalcburge bei
daugelyje kity meno muziejy. Ji dalyvavo 57-oje

63



Venecijos, 11-0jo Gvangdzu, 19-oje Sidnéjaus bei 13-oje
Stambulo bienalése. 2018 m. Polska apdovanota
Vokietijos ,,Preis der Nationalgalerie® prizu.

Nada Prlja

Eile, 2007
Ivietinta instaliacija: metaliniai stulpai, medziaginé
juosta. Kintantys dydziai

Instaliacija ,,Eilé“ skirta stovéjimo eilé¢je fenomenui,
konkreciai — privalomam stovéjimui eiléje prie pasy
kontrolés punkty oro uostuose, atvykus i svetima Salj.
Tai tampa akivaizdziu atskyrimo simboliu pasienyje
su ES valstybémis, kur ne ES pilieCiy eiléms skirta erdvé
visuomet yra didesné - ji iliustruoja, kad tam tikry
Saliy pilieCiams kirsti sieng yra Zymiai sudétingiau.
Zitrovams, jZengusiems i instaliacija , Filé“, tenka
lokuriuoti ir 1étai judéti siauru praéjimu vingiuotame,
i$ metalo stulpeliy ir medZiaginiy juosty sukurtame
labirinte, kuriame neimanoma pakeisti judéjimo kryp-
ties ir iS jo iStrukti. IStesdama instaliacijoje pralei-
dziamag laika, ,,Eilé“ pakeiCia Zitirovy poZiurij i erdve,
Zzmones ir aplink esancius objektus, tuo skatindama
apmastyti apribojimy taikyma.

Nada Prlja (g. 1971 m. Sarajeve) savo meninéje prakti-
koje iveiksmina kritinj diskursa, susijusi su politikos,
Zmogaus teisiy, migracijos ir postsocialistiniy Saliy
aktualijomis. Prlja atstovavo Siaurés Makedonija 58-oje
Venecijos bienaléje (2019 m.). Savo kiryba ji taip pat
yra pristaciusi bienaléje ,Manifesta 8“, 7-oje Berlyno
bienaléje, Tarptautinéje Insbruko bienaléje, 5-osios
Maskvos bienalés filmy programoje, 28-0jo Grafikos
bienaléje ir IV , Fin-del-Mundo“ bienaléje bei daugelyje
personaliniy ir grupiniy parody. Prlja gyveno Sarajeve,

65



Skopjéje ir Londone, o §iuo metu ji gyvena ir dirba
Kopenhagoje ir Skopjéje. Ji yra viena i§ nepriklausomos
meno institucijos ,,STA-MK* direktoriy.

Anni Puolakka

Is Sirdies, 2021
Videoinstaliacija: 4K/HD videofilmas, spalvotas, su
garsu. 14 min. 14 sek.; freska, akriliniai dazai

Zmogui uZmigus jo kiine ima karaliauti Toxoplasma
gondii. Vienalastis parazitas ima pasakoti istorijas apie
savo keliong i §irdj ir apie mirting susidurima su
Zmogaus embrionu. Zmogui pabudus ir émus judéti,
Taxoplasma dar labiau suaktyvéja. Jos gyvenimas -

tai vidiné kelioné. Ji yra Zmogaus, kuriame gyvena, dalis.

Puolakkos kuirinio ,,IS Sirdies“ videofilme ir freskoje Zai-
dziama su butybiy ir viety ribomis. Nors jy tarpusavio
ribos néra sandarios, o daznai - ir dirbtinés bei politi-
zuotos, jos vis tik kartais itin sukonkretéja - pavyzdZiui,
kalbos ar mastymo atvejais. Kq reiskia nematyti kitos
pusés - musy paciy organizme vykstancio gyvenimo,

o taip pat gyvenimo uz musy paciy bendruomenés riby?
Ar fantazija ir fikcijos galéty nepaklusti Sioms iliuzi-
néms riboms?

Anni Puolakka (g. 1983 m. Oulu, Suomijoje) gyvena
Helsinkyje. Cia kuria videofilmus, instaliacijas, vaizdus
ir performansus, i kuriy fikcinius pasaulius jtraukia
autobiografing medziagg. Kuriniuose ZaidZia su ivairio-
mis ribomis, siekia iSlaisvinti Zmogaus-gyvuno, troks-
tancio prasmingy ir gyvybingy susitikimy su kitomis
esybémis (tokiomis kaip karvés, moskitai ar toji pati
Toxoplasma gondii), potenciala. Puolakkos darbai rodyti
Latvijos nacionaliniame meno muziejuje, ,EMMA
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Espoo®“ modernaus meno muziejuje, ,EMAF“ Europos
medijy meno festivalyje Osnabriuke bei Polanskio
galerijoje Prahoje. Puolakkos parodos artimiausiu metu
bus surengtos ,,Kiasma“ modernaus meno muziejuje
Helsinkyje ir ,HAM® Helsinkio meno muziejuje, o

taip pat ,,Cordova“ galerijoje Barselonoje. Puolakka baigé
Pieto Zwarto instituta Rotterdame.

Karol Radziszewski

Portrety galerija (nuo 2020)
20 tapybos darby: akrilas ant drobés

2017 m. Karol Radzisewski nutapé dvideSimt du pa-
veikslus savokos ,poczet” tema. LenkiSku zodZiu poczet
kadaise buvo vadinamas maZiausias Ze&pospolitos
(1569-1795) armijos vienetas, o véliau juo imta vadinti
tos pacios kilmés ar tg pacia uzduotj atliekan¢iy Zzmo-
niy grupe. Radziszewskio darby serijoje vaizduojami
Zymiausi queer atstovai Lenkijos meno, kultiros, moks-
lo ir politikos srityse. 2020 m. jis pradéjo tapyti cikla
HPortrety galerija®, kuris naturaliai pratgsia ankstesne
serija panasiu stiliumi. Sioje portrety serijoje jau
nebesilaikoma grieztos termino poczet chronologijos, o
jo geografija iSsiplecia iki platesnio Centrinés ir Ryty
Europos regiono.

Pirmajame naujosios serijos portrete pavaizduota ukrai-
nieCiy poeté ir nacionaliné didvyré Lesya Ukrainka
(1871-1913), antrajame — Lenkijos opozicionieré,
translyté aktyvisté, ,Solidarumo® judéjimo naré Ewa
Hotuszko (g. 1950), o treCiajame - Slovénijos translyté
raSytoja ir teisininké Ljuba Prenner (1906-1977). Tarp
kity portrety - tapytojai, raSytojai, poetai, translytis karo
didvyris, kino kuréja, Sachmatininké, pianisté ir aktoré.
IS Lietuvos atstovy i serijg itraukta lesbieté fotografé
Veronika Sleivyté (1906-1998), poeté Janina Degutyté
(1928-1990) ir géjus fotografas Virgilijus Sonta (1952-
1992). Sis atviras ir monumentalus karinys - tai bandy-
mas jsteigti neheteronormatyvinj poziuri i istorija.
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Queer archyvy institutas, 2021
Instaliacija

,,Queer archyvy institutas“ (QAI) - tai Karolio
Radziszewskio 2015 m. jkurta ne pelno siekianti orga-
nizacija. Jos tikslas - tyrinéti, kaupti, skaitmenizuoti,
pristatyti, analizuoti queer archyvinge medziagg ir siulyti
jos menines interpretacijas, ypatinga démes;j skiriant
Centrinei ir Ryty Europai bei kitiems periferiniams regio-
nams. ,,QAI” yra ilgalaikis projektas, plétojamas ben-
dradarbiaujant su kuratoriais, menininkais, aktyvistais
ir akademiniais tyréjais.

Instaliacijoje pristatomas ,QAI“ kolekcijai priklausancios
archyvinés medZiagos rinkinys. Jame galima rasti nuo-
trauky, medaliy, grafikos darby, queer ziny ir Zurnaly i$
Baltarusijos, Bulgarijos, Cekijos, Lenkijos, Rumunijos,
Slovénijos ir Ukrainos. Instaliacijoje taip pat yra Lietuvai
skirta vitrina, kuri buvo parengta bendradarbiaujant

su poete ir meno kritike Laima Kreivyte.

Instaliacijoje panaudoti ir du videofilmai. Interviu su
Kroatijos mados dizainere ir translyte aktyviste Romana
Banti¢ (13 min., 2016) priklauso Zodiniy videoistorijy
serijai, kurig Radziszewski sukuré ,,QAI“ kontekste.
Filmas ,Povaizdziai“ (15 min., 2018) pristato fotojuosta,
kuria Ryszard Kisiel netyCia panaudojo du kartus: joje
9-0jo deSimtmecio pabaigos géjy kruzingo vietose daryti
kadrai i Lenkijos TrimiesCio persikloja su juostoje
anksciau uZzfiksuota atvirai erotine fotosesija. Vaizdus
lydi Kisielio jkalbétas pasakojimas, kuriame komentuo-
jamos nuotraukose vaizduojamos vietos, o anekdotai

persipina su istoriniais liudijimais. Kisielio palikimas
sudaro didZiaja dali ,,QAI“ archyvo, prie kurio
Radziszewski dirba nuo 2009 m.

Menininko ir , BWA Warsawa“ galerijos VarSuvoje
nuosavybeé

Karol Radziszewski gimé 1980 m. Balstogéje, Lenkijoje.
Jis yra tarpdisciplininis menininkas, kuriantis tapybos,
kino, fotografijos ir instaliacijy srityje. Jo naudojama
archyviné metodologija apima platy kulturiniy, istoriniy,
religiniy, socialiniy ir lyties Saltiniy spektra. Jis daZnai
naujai interpretuoja kity menininky - daugiausia Ryty
Europos neoavangardisty - kurinius, i§skobdamas i§

ju queer motyvus arba traktuodamas juos iS§ queer ir
feminizmo perspektyvy. Nuo 2005 m. jis yra ,,DIK
Fagazine® leidéjas ir vyriausiasis redaktorius. 2015 m.
Radziszewski jkuré , Queer archyvy instituta“. Jo
kuryba buvo pristatyta Modernaus meno muziejuje
Niujorke, ,,Zacheta“ nacionalinéje meno galerijoje,
Ujazdowski pilies Siuolaikinio meno centre VarSuvoje,
,Whitechapel“ galerijoje Londone, Vienos kunsthaléje,
Naujajame muziejuje Niujorke, ,,Videobrasil“ San
Paule, ,,TOP“ muziejuje Tokijuje, performansy festivalyje
H,Performa 13“ Niujorke ir Lodzés meno muziejuje.




Marija Teresé RoZanskaité

Kosminé kompozicija, 1979
Aliejus ant kartono
Menininkés Seimos nuosavybé

Armatiira, 1986
Aliejus ant drobés
Menininkés Seimos nuosavybé

Liga, 1989
Aliejus ant drobés
Lietuvos nacionalinio dailés muziejaus nuosavybé

Erdvés, 1970
AsambliaZas
Menininkés Seimos nuosavybé

AsambliaZzas, 1992
Menininkés Seimos nuosavybé

Vakaras, 1976
Aliejus ant kartono
Menininkés Seimos nuosavybé

Sirdies operacija, 1974
Aliejus ant kartono
Lietuvos nacionalinio dailés muziejaus nuosavybé

MarijosTeresés RoZanskaités kuiryba iSsiskiria Lietuvos

moderniosios dailés kontekste. Dailininké iSgarséjo
medicininés tematikos paveikslais - Sirdies operacijy,
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rentgeno kabinety, ligoniniy vaizdais. RoZanskaitei labai
svarbus pats ziuréjimo procesas — ne tik i paveiksla, bet
ir pro ji, atveriant vidines kurinio erdves.

[...]

Savo tapyboje, asambliazuose, akcijose ir instaliacijose
menininké vaizduoja ribines situacijas ir nepatogias
erdves, kur ryskus Zmogaus ir technikos, individo ir
visuomenés susidurimo pédsakai. Fiksuodama
egzistencinio virsmo akimirkas - gimima, liga, mirtj, -
menininké renkasi skaudzius spalvy derinius,
fotorealisting popmeno estetikq ir rastus daiktus.”

Tekstas: Laima Kreivyté, publikuota Marija Teresé
RozZanskaité: Rentgenogramos, Lietuvos nacionalinis
dailés muziejus, Vilnius, 2013.

Marija Teresé Rozanskaité (g. 1933 m. Linkuvoje, miré
2007 m. Vilniuje) - lietuviy menininké, iSsiskirianti
savo drgsia karyba ir gyvenimo istorija. ISgyvenusi tévo
susaudyma, tremtj ir bada, 1947 m. su mama sugrizo

i Lietuva. Tik 1953 m., jau mirus Stalinui ir Siek tiek su-
Svelnéjus represijoms, RoZanskaité isdriso stoti, ir
istojo, i tuometinj Dailés instituta. Menininkés darbai
retai patekdavo i parody erdves, jai sunkiai sekési
pritapti sovietingje sistemoje ir menininky aplinkoje.
Savo kuryba Rozanskaité lauzé oficialius sovietinés
dailés standartus - kuré asambliazus, koliazus, gamtos
instaliacijas. RoZanskaité trisdeSimt mety désté
Vilniaus Justino VienoZinskio dailés mokykloje, o jos
pacios darbai rimtesnio pripaZzinimo sulauké jau tik
po autorés mirties. Didesnés menininkés personalinés

parodos buvo surengtos Siuolaikinio meno centre
(2003 m., kuratorius - Jonas Valatkevicius) ir
Nacionalinéje dailés galerijoje (2013 m., kuratoré -
Laima Kreivyté).



Adam Rzepecki

Projektas Lenkijos tévo memorialui, 1981
Nespalvota fotografija

Kiurinys sukurtas kaip atsakas i vélyvojo komunizmo
laikotarpiu Lenkijoje paplitusi ,,lenkés motinos® kulta.

Dievo Motina su usais, 1983
Atvirukas, rasalas

,2Dievo Motina su usais“ - tai pigi Juodosios
Censtakavos Dievo Motinos reprodukcija su Rzepeckio
uZpiestais usais. Siuo maistingu gestu tuo paciu nusilen-
kiama Duchampui bei jo ,Mona Lizai“. Rzepecki itin
doméjosi Duchampu ir ne kartg prie jo sugrizdavo savo
darbuose.

,2Dawid Radziszewski Gallery“ galerijos Varsuvoje
nuosavybeé

Adam Rzepecki (g. 1950 m. Krokuvoje) gyvena ir dirba
Krokuvoje. Jis studijavo meno istorija Krokuvos
Jogailos universitete. Nuo 1979 m. Rzepecki yra ,1.6dz
Kaliska“ grupés narys, dalyvaves visose grupés parodose;
nuo 1990 m. - ,Stacja Pi.Stacja“ grupés narys. Nuo
1978 m. iki 1981 m. jis vadovavo Zymiajai Krokuvos
fotografijos galerijai ,,Jaszczury“. Devintajame deSimtme-
tyje kartu su kitais menininkais jktiré mening iniciatyvag
HLogvartyny kultura® [Kultura Zrzuty]. Rzepecki yra
vienas svarbiausiy Lenkijos 9-0jo deSimtmecio menininky,
taip pat vienas pirmuyjy, pradéjusiy gvildenti lyties
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klausimus. Jo kuryba politizuota, taiau nestokojanti
kartaus humoro, biidingo liidnajam devintajam deSimt-
meciui Lenkijoje. Menininko darbai jtraukti i svarbiau-
sias Lenkijos meno kolekcijas.

Kirill Savchenkov

Plokscias tigras, popierinis mazgas, 2021
Daugiakanalé garso instaliacija

Valdzia, naudodamasi dirbtiniu intelektu, bando suciupti
taikius protestuotojus post factum. Technologija yra
apsésta autonominés ginkluotés Smékly ir aptemdyta
Seséliais ty, kas ja operuoja. Medija tampa ginklu, palie-
kanciu naujos rusies Zaizdas skaitmeniniame pasaulyje
vykdomo hibridinio karo liudininkams. Akivaizdu,

jog Sias ,naujas Zaizdas“, apie kurias rasé¢ Catherine
Malabou, Siandienos informaciné autokratija pasitelkia
kaip politiniy represijy priemones. Tyrinédamas tokiy
suzeidimy pobudj, Savchenkov modeliuoja situacija,
kurioje konfliktg valdantis dirbtinis intelektas tampa nebe-
kontroliuojama autonomine sistema. Sio fiktyvaus
incidento istorija pristatoma kaip poetiSkas dalyviy ir
liudininky polilogas.

Sis karinys sukurtas su Maskvos Siuolaikinio meno mu-
ziejaus ,,Garage“ parama specialiai parodai ,,Atstumo
kurimas: spekuliacijos, melagienos ir prognozés korona-
ceno laikais“ (2011).

Kiril Savchenkov gimé 1987 m. Maskvoje. Savo kuryboje
menininkas pasitelkia jvairias priemones, iskaitant
medijuotg skulptira, instaliacijas, performansg ir garso
meng. Savo meninéje praktikoje jis domisi neregi-
mosios galios, smurto formavimosi, o taip pat naujy
traumy, sukelty gamybos, patirties, galios ir kulturos,
klausimais. Jo kuriniuose akcentuojamas technologijos
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metabolizmas, informaciné autokratija ir medijy su-
ginklinimas. 2018 m. Maskvos valstybiniame Vadimo
Siduro muziejuje buvo atidaryta Savchenkovo perso-
naliné paroda ,,Ch(k)ris(tin). Close Air Support“. 2017
m. Modernaus meno muziejuje Maskvoje surengta

jo personaliné paroda ,,Subtiliy veiksmy biuras /
Taikomoji grupé® (su V-A-C fondo parama). 2016 m.
Savchenkov pristaté savo kuiryba programoje ,,Galia ir
architektura“ fondo ,,Calvert 22 jrengtame Riedlenciy
muziejuje Londone. Jis taip pat dalyvavo parodoje
,Laike, pirmyn!“ muziejuje ,,V-A-C Zattere“ Venecijoje
(2019), Uralo industrinéje Siuolaikinio meno bienaléje
(2019, 2017) ir 12-0oje Gvangdzu bienaléje (2018). 2018
m. Savchenkov buvo apdovanotas ,, Inovacijos“ prizu
festivalyje ,Naujoji karta“ Rusijoje, o 2017 m. jam buvo

skirta Siuolaikinio meno muziejaus ,,Garage” stipendija.

Nuo 2013 m. jis désto Rod¢enkos vardo meno moky-
kloje Maskvoje.

Sergey Shabohin

Mandragoros sodai, 2020
Dviejy kanaly videofilmas, spalvotas, su stereo garsu.
15 min.

Pandemijos metu uZdaryti Berlyno klubai émé rengti
nelegalius vakarélius parkuose. Itin daug démesio sulauké
daugiatukstantiniai reivo vakaréliai Hazenheido parke -
populiarioje queer bendruomenés susitikimy vietoje.
Tankiai apzeldintame parke vyksta Sios bendruomenés
kruzingai [cruising] ir orgijos, kurie tapo ypac aktualis
uzsidarius visiems miesto sekso klubams ir ,,sekso kam-
bariams® [dark rooms]. Tuo paciu metu Baltarusijoje
vyko prieSrinkiminé kampanija. Opozicijos kampanija
valdzia smarkiai komplikavo are§tuodama kandidatus

ir ribodama agitacijai skirtas erdves. Minske leidimas
agitacijai buvo duotas tik SeSiose vietose, i$ kuriy viena
patogiausiy buvo Tauty draugystés parkas. 2020 m.
liepos 30 d. Cia ivyko oficialus kandidatés i prezidentus
Sviatlanos Tsikhanouskayos piketas, tapes paciu di-
dziausiu opozicijos renginiu. Likus trims dienoms iki
rinkimy, Sios s€kmés pakartoti nebepavyko, kadangi
valdZia rugpjucio 6-osios dienos renginj nutrauké.

Sutelkes démesi i Siuos du parkus, menininkas surinko
iSsamy Siems renginiams ir su jais susijusiems jvykiams
dedikuotg archyva. Dviejuose ekranuose paraleliai
pateikiami du i§ pazitros visiSkai skirtingi kontekstai:
nelegalus reivo vakaréliai ir oficialus rinkiminiai pi-
ketai; Svelni Berlyno policijos reakcija ir Minsko galios
struktiury agresija; kruzingo seksualumas ir protesto
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energija; ant medziy uzristos baltos LGBTQ simboli-
zuojancios juostelés ir Minsko protesty judéjima Zenkli-
nancios baltos juostos protestuotojy rankose; mitas

apie i$ vyro séklos iSaugancia mandragora ir baltarusiskoji
mitologija su jos bulvés semiotika; ir t.t. Dvigubas video-
filmas siekia ne tiek palyginti Siuos kontekstus, kiek
atverti miesto parky fone besiskleidZiancig neiSsenkancig
aistra gyventi ir kovoti uz laisve.

Sergev Shabohin (g. 1984 Novopolotske, Baltarusijoje) -
menininkas, kuratorius, kritikas internetinio portalo
»Art Aktivist” jkuréjas ir redaktorius, tyrimy platformos
ir Baltarusijos meno enciklopedijos , kalektar.org”
bendrakuréjis ir pagrindinis redaktorius. 2011 m. stipré-
jant visuomeniniams judéjimams Sergey Shabohin
pareiSké apie butinybe pereiti nuo partizaniniy strate-
gijy Baltarusijos mene prie meno aktyvizmo ir paleido
internetinj portalg ,,Art Aktivist”, kuriame du metus
buvo pristatomos aktualiausios temos ir aktyviai
skatinama Baltarusijos meno politizacija. Nuo 2011 m.
jis tyrinéja meno archyvus ir plétoja autorinio muzie-
jaus projekty serijg. 2021 m. menininkas vysto jau 13
savarankiSky darby cikly. Ji dominancios temos yra
kulturinés sistemos kritika, Siandieninio muziejaus ir
archyvy vaidmuo, darbas su neregimomis istorijomis

ir bendruomenémis, queer teorija, Baltarusijos visuome-
néje vyraujancios baimés ir socialinio kiino kategorijos.
2016 m. menininkas emigravo i Lenkija, o nuo 2020 m.
gyvena ir dirba Poznanéje ir Berlyne.

Jura Shust

Neofitas 11, 2021
Ultra HD videofilmas dviejuose ekranuose,
28 min. 51 sek. Pusy Sakos, blynai

Tuo metu, kai Baltarusija krété masiniy protesty ir
beprecedenciy represijy lydima politiné krizé, kai visg
pasauli buvo sukausciusi pandemija, grupé Baltarusijos
jaunuoliy pasijuto gyvenanti paralelinéje realybéje.
Juros Shusto pro padidinamaji stikla regimame pasaulyje
laikas teka uzdara kilpa, praeitis ir ateitis susilieja, o
kiekvienas Suksnis ataidi nuo medziy virSuniy ir griZta
atgal i juos paleidusias gerkles. Akis primenanciy
ezery konsteliacija apsupta §vento miSko - €ia niekas
neskaiCiuoja nei dieny, nei nakty, o kas ryta jame gims-
ta Sviesa. Kurinyje ,Neofitas II“ jaunuoliai tyrinéja
decentralizuotg gamta, juda joje savo mintimis ir kiinais
kartu su menininku, atliekanciu ir mediatoriaus, ir
operatoriaus vaidmenj. Tikrindami apotropines dilgéliy
savybes jaunuoliai jomis plaka vienas kita, tyrinéja
nudilginimus ir i§skyrinéja i§ ugliy chlorofilg, kurio che-
miné sudétis beveik identiSka hemoglobinui. Kaip
magiSky ir partizaniS$ky jégy buveiné, miskas tampa
juos saugancia vieta ir nelinijiSkumo bei laisvés
teritorija.

Jura Shust gimé 1983 m. Maladze¢nos mieste
Baltarusijoje, o Siuo metu gyvena Berlyne. Jis baigé
,HISK” meny institutg ir meno magistrantira ,,KASK“
Gente bei bakalauro studijas Europos humanitariniame
universitete Vilniuje. Shust tyriné€ja rysius tarp ritualy
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ir disciplinos, Siuolaikinés biopolitikos, mokslo ir tech-
nologijy. Domédamasis Siuolaikinés polisemijos, in-
formacinés intoksikacijos ir uZzmarsties troSkimo temuy,
jis tyrinéja, kaip mitologija persipina su technologija,
ikvéptos sakralios idéjos apie Zmogaus proto jjungima
i globalia sistema. Nuo 2012 m. jis bendradarbiavo

su ,,GFZK* §iuolaikinio meno muziejumi Leipcige,
»3.M.A.K.“ Siuolaikinio meno muziejumi Gente, ,De
Domijnen®“ muziejumi Sitardo mieste Nyderlanduose,
,Calvert 22“ fondu Londone, Blafferio meno muziejumi
Hiustone, Teksaso valstijoje.

Janek Simon

Polietniskas 1, 2016
Trimaté polilaktinés rugsties spauda

Polietniskas 3, 2016
Trimaté polilaktinés rugsties bei kity plastiky spauda

Polietniskas 12,2019
Trimaté polilaktinés rugsties bei kity plastiky spauda

Janeko Simono savadarbiu 3D spausdintuvu pagaminty
skulptiry serijoje vaizduojamose figurose susilieja
etniniai Indijos, Afrikos, Piety Amerikos, Europos ir
Lenkijos motyvai. Juos ikvépé Lekki turguje Lagose
turistams pardavinéjami liaudies meno padirbiniai -
tai jvairiy Vakary Afrikos kultiry naudojamy motyvy
hibridai. Siomis skulptiromis dekonstruojama homo-
genisko identiteto samprata. Pastarasis tikrovéje atsiran-
da per sudétingus simbolinius ir kulturinius procesus,
kurie nuolat (re)konstruojami ir dél kuriy nuolat dera-
masi. Skulptiromis sitiloma liaudies meno samprata su-
sieti ne su konkrecia vieta, o su visomis vietomis iskart.

Susintetinti lenkai, 2019
Skaitmeniné spauda. Kintantys dydZiai

Lousintetinti lenkai“ - tai serija fotoportrety, sukurty
pasitelkus neurotinklo modelj (,DcGan*), kurj meninin-
kas sukuré, naudodamas kino masuotése vaidinanciy
Lenkijos aktoriy portretines nuotraukas, pavogtas is
interneto duomeny baziy. Kurinyje demonstruojama,
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kaip dirbtinis intelektas (DI) iSmoksta jvertinti duomeny
bazes ir apdoroti bei kurti naujus atvaizdus. Jei DI
pajégus iSrasti naujy lenky portretus, tuomet kas, jei ji
bus imta naudoti atskiriant lenkus nuo ne lenky,
sveikus nuo serganéiy, jaunus nuo seny? Siame karinyje
drauge mastoma ir apie veidy profiliavima kaip vieSa
informacija, socialing segregacija ir kontrole intelektualiy
masiny amZiuje, o taip pat teisines, etines bei socialines
$iy procesy implikacijas.

~Raster Gallery“ galerijos VarSuvoje nuosavybé

Janek Simon (g. 1977 m. Krokuvoje) - kartkartémis
kuruojantis konceptualaus meno kuréjas, gyvenantis
VarSuvoje. Pagrindinis jo darby emocinis motyvas yra
smalsumas. Konkreciau tariant, ji ikvepia kelionés,
mokslo ir politiniy idéjy istorija, o taip pat ,,pasidaryk
pats“ (PP) kultiros etika ir praktika. Simon visada
patikrina teorijg savo asmenine patirtimi. Per pastaruo-
sius keletg mety jis sukuré darby serija, kurioje tyri-
néja atstumo ir vietoviy skirtingumo samprata, geogra-
finiais eksperimentais siekdamas perZzyméti pusiau
perifering Ryty Europos pozicijg. Savo darbus meni-
ninkas yra eksponaves daugelyje pasaulio viety, iskai-
tant bienale ,Manifesta 7%, Liverpulio bienale, Prahos
bienale, o taip pat daugybéje personaliniy parody
svarbiose meno institucijose Lenkijoje ir kitose Salyse,
tarp jy - ,,Arnolfini“ meno centre Bristolyje, ,,Casino
Luxembourg® meno centre, o taip pat ,,Zacheta“ nacio-
nalinéje dailés galerijoje ir Ujazdowski pilies Siuolaiki-
nio meno centre VarSuvoje.

Martina Smutna

Selfis, 2019
Aliejus ant drobés

Mama, 2019
Aliejus ant drobés

Puota, 2019
Aliejus ant drobés

Tapybos darbuose ,Mama“,  Selfis“ ir ,,Puota“ pasiro-
dantys XVIII a. aristokratai yra istrige Siuolaikiniuose
debatuose apie klimato kaitg ir kituose eklektiSkuose
vaizdiniuose. Savo kuryboje Smutna mégsta naudoti
istorines nuorodas ir jas jungti su dabarties simboliais.
Siame tarpkultiriniame, $imtmeéius apimanéiame
dialoge keliamas ironiskas klausimas: ar musy visuomené
i$ tikryjy yra iSsivysciusi tiek, kiek manome, ar vis

tik inertiSkai kartoja sengsias socialines santvarkas, pa-
sléptas po suSiuolaikintu pavirSiumi? Vienintelis
uztikrintas asmuo ¢ia yra vaiku neS§ina mama nuniokoto
peizazo fone.

Smutnos tapybos darbai perzengia ribas tarp praeities,
dabarties ir apokaliptinés ateities ir vaizduoja ryS$j tarp
pokycio troSkimo ir disciplinuotos inercijos bei jtampa
tarp galios ir bejégiSkumo.

Apsikabinimas,

2020 (is serijos ,,Anapus tradicinés Seimos®)
Aliejus ant drobés
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Tampriau,
2020 (iS serijos ,,Anapus tradicinés Seimos®)
Aliejus ant drobés

Serijos ,,Anapus tradicinés Seimos“ bendras vardiklis -
Seimyniniai rySiai kaip socialiniy ir kulttriniy normy
veidrodZiai, o taip pat kaip trapiy Seimyninés simbiozés
sluoksniy ir abipusiSkumo atspindziai. Lygybés santy-
kiais ir emociniu pasitenkinimu grista funkcionali Seima
Siandieninéje visuomenéje yra didesné utopija, nei
keisCiausi mokslinés fantastikos scenarijai. Suaugusig
dukterj apkabinusiag mama vaizduojanciame tapybos
darbe ,,Apsikabinimas® akcentuojama tarpusavio para-
mos akimirka, abipusis apsikeitimas informacija ir
sudétingos emocijos. Siy fundamentaliy ry$iy gydymas
galéty buti raktas j ateities visuomene, kurioje atsisako-
ma egzistuojanciy hierarchijy bei kulttirinio ir biologinio
»apsprestumo®. Darbe ,Tampriau® vaizduojamas
stipriai prie mamos priritas vaikas. Cia palie¢iamos
iSsekimo, o taip pat tradicijy, emocijy ir poreikiy perda-
vimo tarp dviejy nepriklausomy Zmoniy temos.

Martina Smutna gimé 1989 m. Kyjove, Cekijoje. Siuo
metu ji studijuoja doktorantiirg Dailés akademijoje
Prahoje. Savo kiiryba menininké apibudina kaip kalba,
kuria ji gali perteikti intymias, asmenines ir bendras
socialines temas. Jos teoriniai tyrimai yra susije su vizu-
alinio meno praktika. Menininké yra ,EXIT Award“
(2015) bei ,,Critics Award“ (2014) konkursy finalisté. Ji
dalyvavo kultaros centro ,Izolyatsia“ Kijeve bei Cekijos
centro Bukareste rezidencijos programose. Budama
Meno akademijos Vienoje stipendininke ji sukiiré savo

doktoranturos projekto idéja tyrinéti lyCiai specifiniy in-
dikatoriy (pavyzdZziui, ,,moteriSka tapyba“) naudojimo
iStakas ir pasekmes. Ji yra publikavusi interviu, pa-
sakojimy bei keletg straipsniy vietinéje politinéje ir
feministinéje spaudoje. Jos busimos parodos numatytos
galerijose , EXILE“ Vienoje ir ,TRAFO“ S¢ecine.



Anastasia Sosunova

Dar viena vakariené sugadinta, 2021

Sudyta tesla, cinkas, epoksidiné derva, lipdukai, PVC
ploksté, purSkiami dazai, kartonas, plienas. Kintantys
dydziai

Ikvépta Sarah Ahmed teksty, Sosunova stala traktuoja
ne tik kaip bendrystei ir susitikimams skirta objekta-vieta,
bet ir kaip debaty bei potencialiy disonansy teatra. Siame
darbe menininké remiasi Ryty Europoje paplitusiu
mitu apie samobrankq - magiska staltiese, kuri apripina
jos Seimininkus gausiais i$ niekur atsirandanciais gardé-
siais, bet drauge, Siems netinkamai su ja elgiantis, gali
atsilyginti ir sugedusiu ar persudytu maistu. Naudodama
$i simbolj kaip daznai nematomy namy ruosos darby
metaforg, menininké iSrikiuoja ant staltiesés karvojaus
pyrago skulptiiras, kurios, regis, magiskai pacios randasi
tiesiai ant stalo. TradiciSkai simbolizuojantys priémima
1 bendruomeneg, Sioje instaliacijoje karvojaus pyragai
pasirodo turintys toksiSkas metalines Serdis su jose iSraiZy-
tomis monstriSkomis graviuromis. Stalas tarsi uzsimena
apie kolektyvine auditorijg, taciau lieka neaisku, kam i$
tiesy yra skirtos visos §ios vaisés.

Agentai, 2020
Videofilmas, spalvotas, su garsu. 14 min. 57 sek.

2020 m. pavasarj sukurtame videofilme apmastoma
liaudies meno istorija bei stebimas griezty karantino
priemoniy poveikis Zmonéms ir jy kurybiSkumui. IS nau-
jo lankydama ir filmuodama vieSosiose erdvése esancias
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tradicines iS medzio droZtas skulptiiras su jos regionui
budingais motyvais, Sosunova stebi, kaip miskuose ir
parkuose spontaniskai atsiranda lankytojy sukurtas liau-
dies menas ir laikinos strukturos. Tyrinédama liaudies
meno atgimimo ir vietinio kurybiSkumo apraiskas kiirinio
protagonisté uzmezga dialoga su medZzio drozéju, su ku-
riuo dalinasi savo itarimais dél skulptiry autorystés bei
bando suZinoti, kas slypi uz visy §iy etninés vaizdinijos
ir mity atkarimo iniciatyvy. Besikalbant apie tai, ar auto-
ryste imanoma paskleisti po iStisg virtine artefakty, naudo-
jamy musy sumanymams realizuoti, automobilyje sédin-
tys pasnekovai tyko veiksmo vietoje pasirodant ,agento“.
(Meninio sumanymo tikslais dialogas su medZzio drozéju
Gintaru Cerniumi buvo sureZisuotas ir suredaguotas)

Savo tarpdisciplininéje meno praktikoje Anastasia
Sosunova (g. 1993 m. Visagine) pasitelkia videomena, in-
staliacija, skulptura, grafika ir tekstus. Pasitelkdama as-
menines istorijas, vietas jréminancius vaizdus bei subtilius
materialius gestus, kuriuos Zmonés palieka savo gyvena-
moje aplinkoje, Sosunova kuria platesnes istorijas apie
ateities bendruomenes ir tapatybes. Jos darbai neseniai
buvo pristatyti ,,On Survival“ parodoje Brittos Rettberg
galerijoje Miunchene (2021), 2-oje Rygos tarptautinéje
Siuolaikinio meno bienaléje (2020), ,,Whitechapel“ galeri-
jos Londone inicijuotame projekte ,, Artists’ Film
International®, bienalés ,,Manifesta 13“ parodoje ,,Double
Exposure / Roots to Routes“ Marselyje (2020), meno
bienalés ,Wrong“ parodoje ,,The Vampire Squad from
Hell* (2019) ir kitur. Ji yra iSleidusi publikacija ,,Express
metodas® (,Swallow“, 2021) ir skaitmenine menininkés
knyga ,,Detox Siblings“ (2019).

Mladen Stilinovié¢

Menininkas dirba, 1978
8 nespalvotos fotografijos

Tijelo (Kiinas), 1977
32 nespalvotos fotografijos

,Galerie Martin Janda“ galerijos Vienoje ir Brankos
Stipanciéiaus (Zagrebas) nuosavybé

Neoficialaus Siuolaikinio menininko socialistinéje Salyje
vykdoma veikla, kuri néra uzsakyta Salies valdzZios ir
néra skirta ideologiniam pilieCiy aukléjimui, galéty va-
dintis tinginiavimu arba tiesiog nedarbu. Si tema
nagrinéjama 1978 m. sukurtoje nespalvoty fotografijy
serijoje ,Menininkas dirba“, kurioje vaizduojamas lovoje
gulintis menininkas. Nuotraukose Stilinoviéiaus akys
kartais uzmerktos, lyg jis miegoty, o kartais atmerktos,
lyg jis apie kaZzka galvoty. Vienuose kadruose jis atsisu-
kes i ziurova veidu, o kituose - nugara. Ivairiomis pozo-
mis subtiliai reflektuojamas meninio darbo ir jo statuso
(socialistinéje) visuomenéje dviprasmiskumas. Taciau
kurinio nuotaika néra tragiska, netgi prieSingai - foto-
grafijose regima ironija ir abejingas uztikrintumas savimi
kalba apie buvimo menininku komfortg ir privalumus.
Jei visuomenéje vyrauja nuomoné, kad menininkai yra
tinginiai, belieka arba bandyti irodyti, jog yra prieSin-
gai, arba imtis Stilinovi¢iaus metodo ir pabrézti Sig id€ja
kaip turincia su niekuo nepalyginama privataus gyveni-
mo ir meninés praktikos potencialg.
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Tekstas: Mari Laanemets, ,Money Room“, publikuota
Mladen Stilinovié. On Money and Zeros, sud. Mari
Laanemets, Soren Grammel, Grazer Kunstverein;
Revolver Publishing, Berlynas, 2008.

Mladen Stilinovi¢ (g. 1947 m. Belgrade, Serbijoje; miré
2016 m. Puloje, Kroatijoje) — vienas pagrindiniy kon-
ceptualaus meno ir ,naujosios meninés praktikos® judé-
jimo Centringje ir Ryty Europoje atstovy. Stilinoviéiaus
darbai remiasi socialinés ir meninés kritikos idéjomis.
Jie daZznai SmaiksStus, su aiSkiai iSreikSta ironijos ir
cinizmo doze (pavyzdziui, kirinys ,, Pinigai yra pinigai,
0 menas yra menas®). Jis buvo vienas i§ neformalios
avangardinés ,,Sesiy menininky grupés® (,Grupa
SeStorica autora®) ikuréjy kartu su Vladimiru Marteku,
Borisu Demuru, Zeljko Jermanu, Svenu Stilinovi¢iumi
ir Fedomiru Vucemilovi¢iumi. Grupé gyvavo Zagrebe
nuo 1975 m. iki 1979 m. Stilinovi¢iaus darbai buvo
pristatyti daugelyje nacionaliniy ir tarptautiniy per-
sonaliniy bei grupiniy parody. IS paskutiniyjy galima
paminéti ekspozicijas 57-oje Venecijos bienaléje (2017),
,Carnegie International® Pitsburge (2013), 11-oje
Stambulo bienaléje (2009), ,,documenta 12“ Kaselyje
(2007) ir 15-oje Sidnéjaus bienaléje (2006).

Emilija Skarnulyté

Nepagrjstas archyvas, 2020
4K videofilmas, spalvotas, su garsu. 12 min.

Savo filmuose Emilija Skarnulyté tyrinéja besikei¢ian¢ias
ribas tarp dokumentikos ir fikcijos. Pagrindiné jos darby
tema - giliojo laiko samprata, apimanti tiek kosminj ir
geologini, tiek ekologinj ir politinj laikiSkuma. Ji kuria
iSjausdama jvairiausius nezmogiskus ir postzmogiskus
mastelius bei nerdama j erdvés ir laiko gilumas.

»Nepagristas archyvas“ tesia postzmogiskosios mitologijos
temg ir fikcine vizualing meditacijg apie Siuolaikinj
mokslg iS ateities archeologijos perspektyvos. Filme tyri-
néjamas archyvy atsiejimas nuo jy specifiniy viety
planetos pavirSiuje. Kaip zinome, Derrida turéjo daug
ka pasakyti apie archyvo vietos svarbg, taciau akivaizdu

ir tai, kad uzkasus archyva (popierius ar atliekas) po Zeme,
jis atsiejamas nuo geopolitiniy ir kultariniy konteksty.
Kiurinyje keliaujama po poZemines erdves, tarp jy —
laboratorijas, kuriose tyrinéjamas itin radioaktyviy atlie-
ky laidojimas giliuose geologiniuose sluoksniuose.

Emilija Skarnulyté (g. 1987 m. Vilniuje) - menininké ir
filmy kuaréja. Savo filmuose ir jtraukianciose instaliaci-
jose ji yra rodZiusi, kaip jos akla mociuté lieCia gerokai
apduiléjusig sovietinio diktatoriaus statula; paslaptinga
kosmoso architektiira matuojancius neutriny detektorius
ir daleliy greitintuvus; postzmones, plaukiojancius uz
poliarinio rato irengtuose povandeniniy laivy tuneliuose
ir §liauZiojancius tektoniniy luziy linijomis Vidurio Ryty
dykumoje.
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Emilija Skarnulyté yra ,,2019 Future Generation Art
Prize® laimétoja. Ji atstovavo Lietuvg XXII Milano trie-
naléje, o 2016 m. dalyvavo Baltijos paviljono 16-oje
Venecijos architektiiros bienaléje parodoje. Personalines
parodas menininké yra surengusi Nacionalinéje dailés
galerijoje Vilniuje (2021), , Kiinstlerhaus Bethanien®
Berlyne (2017) bei Siuolaikinio meno centre Vilniuje
(2015). Ji yra dalyvavusi grupinése parodose ,Ballroom
Marfa“, Seulo meno muziejuje, ,Kadist Foundation

ir 1-oje Rygos tarptautinéje Siuolaikinio meno bienaléje.
Tarp daugelio apdovanojimy paminétini Miuncheno
,,Kino der Kunst Project Award“ (2017), ,,Spare Bank
Foundation DNB Artist Award“ (2017) ir Lietuvos
Nacionalinis jaunojo menininko apdovanojimas (2016).
Jos filmai rodyti ,,Serpentine Gallery” Londone,
ZJPompidou“ centre, ParyZiuje ir daugybéje kino festivaliy,
tarp kuriy - Roterdamo, Busano ir Oberhauseno festi-
valiai. Ji yra ,,Polar Film Lab“, analoginio kino kolektyvo
Tromséje, Norvegijoje, ikuréja ir ko-direktoré, o taip pat -
menininkiy dueto ,,New Mineral Collective®, neseniai
sukuirusio naujg darbg pirmajai Toronto bienalei, naré.

Viktor Timofeev

SU0, 2021
Instaliacija: spalvoti pieStukai, freska, savaeigis
zaidimas, vykstantis fiktyvioje biurokratinéje erdvéje

Viktoro Timofeevo pieSiniuose figtiros raitosi vir§ archi-
tekturiniy plany, o jy kunai sulimpa i formas, lengvai
primenancias atpaZjstamas infrastruktiiras. Savaeigiame
trijy kanaly Zaidime ,,Pasikalbéjimai“ pristatomas
automatinis klausimynas, kurj valdo du avatarai: klau-
siantysis ir respondentas. RoméniSkos abécélés raidziy
glifai ant stalo esan¢iuose monitoriuose reguliariai
uzsifruojami ir greitai mutuoja i neatpazistamus pavida-
lus. VirSuje virs galvos pakabintame treCiajame ekrane
toji pati abécélé iSrikiuota aplink laikrodZio ciferblato
perimetra, o laikrodZio rodyklés iliustruoja realiu laiku
vykstantj Sifravimo procesg. Laiko kilpoje vykstantis
dialogas netenka galimybés buti iSties interaktyviu: Salia
esancios klaviaturos klaviSai uZstrige. Tokiu budu
savaeigiame Zaidime be sustojimo pateikiami identiSki
atsakymai i vis maZiau suprantamus klausimus. ,SUO“
rodosi apleistas vartotojo, kurio netikétas pasiSalinimas
yra tarsi jSaldytas laike.

Viktor Timofeev gimé 1984 m. Rygoje, o Siuo metu
gyvena ir dirba Niujorke. Pastaraisiais metais personalines
parodas jis yra surenges galerijoje MX Niujorke (2020),
,Karlin Studios“ Prahoje (2020), ,,Alyssa Davis“ gale-
rijoje Niujorke (2018) bei ,, Kim?“ Siuolaikinio meno
centre Rygoje (2017). Jis yra dalyvaves grupinése paro-
dose Latvijos nacionaliniame meno muziejuje Rygoje
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(2019), ,Den Frie“ Kopenhagoje (2019), ,,Stroom Den
Haag*“ Hagoje (2019) ir ,Bozar®“ Briuselyje (2018).

Dominika Trapp

Chris Kraus Zarnyno gaureliai, 2015
Naturalts pigmentai ant medZio plokstés

Simone Weil Zarnos, 2015
Naturalts pigmentai ant medZio plokstés

Unio plastica (testiné kuriniy serija, kurioje is religinés
unio mystica sampratos perspektyvos apmastoma
organiSkumo ir neorganiSkumo vienybé), 2019
Akvarelinés kreidelés ant forminio popieriaus

Galia turi augti, nes kitaip ji supus, 2020
Rudas raSalas, popierius, plastikinis stiklas, odinés
virvés

Weil buvo labiau mistiké nei teologé. Tiksliau, viskas,
ka ji rasé, buvo savotiski tyrinétojos uzrasai projektui,
kuriam ji atsidavé visa savo esybe. Ji buvo performatyvi
filosofé. Jos kuinas - materialus. ,,Kinas - tai iSsigelbéji-

mo svertas“, - masté ji knygoje ,,Gravitacija ir maloné“.

,Taciau kokiu budu? Koks yra tas teisingas jo naudoji-
mo budas?“
Chris Kraus, ,,Ateiviai ir anoreksija“

Siuo darby rinkiniu mastydama apie moters kiing kaip
performatyviy veiksmy vieta, Trapp vél ir vél i pagalba
pasitelkia Simone Weil. Daugelyje savo kiiriniy - nuo
motery mitybos sutrikimy istorinio konteksto tyrimy
instaliacijoje ,Sutrike ir ortoreksiski“ (2015), ,,Unio
plastica“ serijos, kurioje reflektuojama organiSkumo
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ir neorganiSkumo vienybé pagal religine unio mystica
samprata, iki naujausios parodos ,,Galia turi augtin
nes kitaip ji supus® (,Karlin Studios®“ Prahoje, 2020),
kurioje menininké remiasi Weil darbais apie somatines
praktikas - Trapp stengiasi suteikti balsa savo somati-
niam intelektui ir, pasitelkdama intuityviosios tapybos
technikg, atrasti autentiSka santyki su feminizmu.

Dominika Trapp gimé 1988 m. Budapeste. 2012 m. baigé
Vengrijos meny universiteto tapybos katedrg. Savo
darbuose ji tyrinéja santykius tarp tradicijy ir Siuolaiki-
nés kulturos, motery manevravimo galimybes Vengrijos
valstieCiy kultiiroje, istorinj Siuolaikiniy mitybos sutri-
kimy konteksta ir tapyba kaip galimg somatinj ktirybos
metoda meniniame tyrime. Savo kuratoriniuose ir
bendradarbiavimo projektuose ji kuria dialogo situacijas
tarp socialiai ir kultariSkai atskirty grupiy. Per pasta-
ruosius dvejus metus ji dalyvavo rezidencijy programose
LArt in General“ Niujorke, , Erste Stiftung® Vienoje ir
Siuolaikinio meno centre ,FUTURA“ Prahoje. 2020 m.
jos personaliné paroda buvo pristatyta , Trafo* galeri-
joje Budapeste ir ,Karlin Studios® galerijoje Prahoje.
Siuo metu Trapp studijuoja ,DLA“ multimedijy meno
studijy doktorantiirg Moholy-Nagy meno ir dizaino
universitete Budapeste.

Goran Trbuljak

Be pavadinimo (Anoniminé akcija gatvéje), 1970
Sidabro Zelatinos atspaudas ir ant popieriaus spausdintas
tekstas

Be pavadinimo (Anoniminé akcija gatvéje), 1970
Sidabro Zelatinos atspaudas ir ant popieriaus
spausdintas tekstas

Be pavadinimo (Anoniminé akcija gatvéje), 1970
Sidabro Zelatinos atspaudas ir ant popieriaus
spausdintas tekstas

Be pavadinimo (Anoniminé akcija gatvéje), 1970
Skyliy fotografijy fotokopijos

Be pavadinimo (Anoniminé akcija gatvéje), 1970
Skyliy fotografijy fotokopijos

Menininko, ,,P420“ galerijos Bolonijoje, ,,Gregor
Podnar Gallery“ galerijos Berlyne nuosavybé

Keleta mety prie§ Goranui Trbuljakui kaip menininkui
pradedant prisistatinéti savo tikruoju vardu, jis atliko
anoniminiy gatvés akcijy serija, kuria kvestionavo meno
kurinio vaidmenj meno institucijos atzvilgiu.
Menininkas sgmoningai veiké anonimiskai, taip ban-
dydamas patyrinéti savo paties, kaip jauno ir niekam
neZinomo menininko, statusa. Trbuljako ankstyvosios
anoniminés Zagrebo gatvése atliktos akcijos, kuriose
naudoti paprasti pareiSkimai ir klausimai, inicijuotos
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nedidelés intervencijos vieSojoje erdvéje, jtraukiant ir
publika, tapo eksperimentais, kuriais tiesiogiai tyrinéti
santykiai tarp menininko, Zitrovy, erdvés ir meno
kurimo bei rodymo salygy.

Goran Trbuljak gimé 1948 m. Kroatijoje, Siuo metu
gyvena ir kuria Zagrebe. Jo darbai buvo pristatyti
Moderniojo ir Siuolaikinio meno muziejuje Rijekoje,
,MAMBo - Villa delle Rose“ Bolonijoje, Siuolaikinio
meno centre Zenevoje, , Carré d’art“ Nime, Prancizijoje,
Naujajame muziejuje Niujorke, ,,Kunstverein fiir die
Rheinlande und Westfalen“ Diuseldorfe, Meno ir medijy
galerijoje Grase, ,Museion“ Bolcane, ,,Schirn Kunsthalle“
Frankfurte, ,Pompidou” centre ParyZiuje bei 51-oje
Venecijos bienaléje. 2018 m. ,,Gurgur Editions“ leidykla
iSleido primaja Trbuljako monografija ,,Goran Trbuljak:
Before and After Retrospective®.

Evita Vasiljeva

Impulsas (J arba Imp), 2020-2021

Interaktyvi jvietinta instaliacija: daugiakanalis garsas,
zalios spalvos apSvietimas, judesio davikliai,
elektromagnetiniai mikrofonai, kontaktiniai mikrofonai

Speciali padéka ,,The Mondriaan Fund*

Pereiti skirta Evitos Vasiljevos jvietinta instaliacija,
kurig karantino metu priverstinai izoliuota menininké
sukuré per keleta nakty, rodosi turinti kompensacini
uztikrintuma. Autoré remiasi jg persekiojanciais vaikystés
prisiminimais apie jos Seimos namuose jvykdytas
vagystes ir panardina kurinj visiSkoje tamsoje. Erdvéje
irengta mikrofony sistema skleidZia kompiuteriy serve-
rinés 0iZima primenant] garsa. Zengus keleta Zingsniy
gilyn i erdve, ant vertikalaus tinklelio pritvirtinti davik-
liai fiksuoja lankytojo judesius ir palaipsniui aktyvuoja
instaliacijos segmentus apsviecCiancias lempas, kurios
skleidzia ryskiai Zalig Sviesg — panasSia i avarinio iS€jimo
Zenklinimg ir keliancig padidinto budrumo busena.
Kirinys ,Impulsas (J arba Imp)“ sukurtas Latvijos
Siuolaikinio meno centro uzsakymu ir pirmg karta

pristatytas 2020 m. Siuolaikinio meno festivalyje
yaurvival Kit“ Rygoje.

Tekstas parengtas remiantis Zanés Onckulés 2020 m.
gruodij ,,Arftorum® Zurnale publikuota apzvalga.
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Evita Vasiljeva (g. 1985 m. Rygoje) yra latviy menininké,
savo darbuose pasitelkianti skulptiira, instaliacijg ir
garsa. Ji kuria objektus ir prietaisus, pritaikydama jvairias
statybose naudojamas medZiagas, kaip kad elektros
iranga bei kitos urbanistinés liekanos. Perkurdama visa
Sig zaliavg Vasiljeva kuria naujg estetika bei erdviy,
publikos ir meno istorijos tarpusavio dinamika. Siuo metu
(2020-2021) Vasiljeva dirba ,,Fiminco“ fondo reziden-
cijoje ParyZiuje, o 2014-2016 m. kuré ,,De Ateliers®
rezidencijoje Amsterdame. Savo darbus ji yra ekspona-
vusi ,,Salon de Normandy of the Community“ parodoje
ParyZiuje (2020), ,,Survival Kit 11“ Rygoje (2020),
Lodzés meno muziejuje (2020), ,,Kim?“ Siuolaikinio
meno centre Rygoje (2019), , Litost* galerijoje Prahoje
(2019), ,Linnagalerii“ galerijoje Taline (2018), ,NEST“
Hagoje (2018), ,Fondation Ricard“ Paryziuje (2018),
,P/////AKT“ Amsterdame (2017).

Mona Vatamanu & Florin Tudor

Zemeés paskirstymas, 2011
Instaliacija. Kintantys dydZiai

Praéjusio amZziaus deSimtojo deSimtmecio pradZioje
zlugus bendros nuosavybés idéjai, socialistiniuose
Rytuose matéme, kaip kooperatyvy Zzemés buvo grazintos
ju ankstesniems savininkams. Tai buvo daroma siekiant
atstatyti savininky, i$ kuriy po Sestojo deSimtmecio
reformos buvo konfiskuotos Zemés, nuosavybeés teises.
Anuometiniai reformatoriai savo ruoztu bandé perskirsty-
ti Zeme, transformuoti visuomeneg, priverstinai moky-
dami Zmones dalintis bendra nuosavybe, ir taip suteikti
daugiau galimybiy neturtingiesiems. Siandieniniuose
postsocialistiniuose Rytuose vél vykdomas perskirstymo
procesas: Sikart tai bankai ir kitos privacios korporaci-
jos perima Zemes i§ Zmoniy, pasitelkdami skolinimo

ir kredity mechanizmus. Priklausomai nuo geografiniy,
istoriniy ir sociopolitiniy aplinkybiy, Zemé ir jos pa-
skirstymas reiSkia valiuta, kapitala, reforma arba skurda.
Prie$ keleta mety Venesueloje, siekiant suteikti netur-
tingiesiems galimybe jkurti nuosavus nedidelius save
iSlaikancius ukius, Zmonéms buvo leista naudotis Zeme.
Apsitvérimui gyventojai panaudojo analoginiy vaizdo
kasecCiy juosta, padalindami Zeme | maZesnius segmen-
tus, kuriuose isikiiré Seimos. Naujajai tvarkai jtvirtinti
ir erdvei pazyméti ¢ia buvo - archajiniu budu - panau-
dotas atgyvenes technologinés visuomenés produktas.

Kirinys ,,Zemés paskirstymas“ pirma karta buvo pristatytas
12-oje Stambulo bienalés parodoje ,,Be pavadinimo® 2011 m.
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Mona Vatamanu (g. 1968 m. Rumunijoje) ir Florin
Tudor (g. 1974 m. Sveicarijoje) gyvena ir dirba Bukareste.
Savo praktikoje jie atidZiai stebi ir fiksuoja materialiuo-
sius tikrovés elementus. Jie daznai susitelkia i efeme-
riskus, maZzus ir nereikSmingus dalykus, tokius kaip
dulkeés, radys, ugnis, medZio sékly pukai ar dirva. Sios
medZiagos jiems tampa pagrindu kvestionuoti socialinius
santykius, technologinius ir ekonominius pokycius bei
politinius konfliktus. Menininkai yra surenge persona-
lines parodas ,,La Loge“ Briuselyje (2020), ,,Frankfurter
Kunstverein“ (2013) ir ,,Secession® Vienoje (2009), o
taip pat dalyvave grupinése parodose , Talbot Rice*
galerijoje Edinburge (2019), Siuolaikinio meno galeri-
joje Leipcige (2018), 10-oje Sanchajaus bienaléje (2014),
12-oje Stambulo bienaléje (2011), Romos paviljone
(papildomy renginiy programoje) 54-oje Venecijos
bienaléje (2011), 1-oje Uralo industrinéje bienaléje
Jekaterinburge (2010) bei 5-oje Berlyno bienaléje (2008).

Artur Zmijewski

Zvilgsnis, 2017
16 mm filmas, pervestas i video, nespalvotas, be garso.
14 min.

,Foksal Gallery Foundation® VarSuvoje, ,,Galerie Peter
Kilchmann® galerijos Ciuriche ir menininko nuosavybé

,Zvilgsnis“ yra begarsis 16 mm kino filmas, kuriame uz-
fiksuoti Berlyno Tempelhofo oro uoste, Kalé mieste ir
Paryziuje nufilmuotos pabégéliy stovyklos ir gyvenamieji
kvartalai. Filme metamas iS§Sukis tam, kaip Siandienos
Siuolaikiniame mene reprezentuojama pabégéliy krizé
Europoje. Drauge bandoma perteikti pabégéliy patir-
ties brutaluma, empatiskus portretus keiiant instru-
mentiSkais etnografiniais vaizdais.

Pirmieji filme matomi dokumentiniai kadrai su kartono
IuSnomis ir varganomis, lietaus neatlaikan¢iomis pala-
pinémis yra atvirai kritiSki. Kai kurie pabégéliai tiesiog
pasyviai stebi kamera. Viena mergaité Sypsosi, taciau
jos tévas susigésta ir zvilgsnj nuleidzia. Taciau netrukus
filmo tonas pasikeiCia: ekrane pasirodo menininkas,

jis iteikia pabégéliui nauja apsiaustg ir varvanciais baltais
dazais uZpieSia ant jo nugaros ,X“ Zenkla. Véliau,
Paryziuje, autorius filmuoja Afrikos pabégélius stambiu
planu. IeSkodamas tinkamiausios pozos ilgai sukinéja
ju galvas. Zmijewskio filmas drasus ir savalaikis. Drauge
jis Sokiruojanciai nepatogus, minantis tiesiai ant

musy supratimo apie objektyvuma ir pagarba vaizduojant
tuos, kuriems pasiseké maziausiai.
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Artur Zmijewski gimé 1966 m. Var$uvoje. Nuo 1990 m.
studijavo skulptiira VarSuvos meno akademijoje,

o diploma apsigyné 1995 m. profesoriaus Grzegorzo
Kowalskio studijoje. Tais paciais metais tapo Amsterdamo
Gerrito Rietveldo akademijos stipendininku. Parodoje
,Guarene Arte 2000 buvo apdovanotas ,,Fondazione
Sandretto Re Rebaudengo Per L’Arte® prizu uz kurinj
LAKkis uz aki“. 2005 m. dokumentinis menininko filmas
,Pakartojimas“ buvo rodomas Lenkijos paviljone

51-oje Venecijos bienaléje. Jo filmas ,,Jie“ (2007) pristatytas
,documenta 14“ parodoje Kaselyje. Nuo 2007 m. iki
2008 m. Zmijewski buvo , DAAD“ menininky rezidenci-
jos stipendininku Berlyne, kur sukuré kurinj
,Demokratijos“ - 20-ies trumpy dokumentinio stiliaus
videofilmy serija. 2010 m. Zmijewskiui buvo jteiktas
Naujojo muziejaus Niujorke ir ,Creative Link for the
Arts® jsteigtas ,,Ordway“ prizas.

Kaip BT14 parodos, eksponuoja-
mos SMC bei Lietuvos dailininky
sajungos galerijoje, dalis bus
pristatyti Edvino Grin (Lietuva),
Mildos JanuSeviciatés ir MiSos
Skalskio (Lietuva), Anios Nowak
(Lenkija/Vokietija) bei kity me-

nininky performansai ir renginiai.

Detalesne informacija skelbsime
www.cac.lt.




Erdvés choreografija

Suvienodintus skirtingy praeities ir dabarties interjery,
skirtingy funkciniy erdviy modelius atskiria filtrai-
portalai. Tuo pat metu jie tampa atviru psichogeogra-
finiu pastato Zemélapiu.

Trienalé - paskutiné paroda prie$ pastato renovacijg.
Architekturiskai ji nagrinéja skirtingus pastato istorijos
sluoksnius, kurie bus sunaikinti, atnaujinti arba
rekonstruoti.

Parodos architektiira atsiskleidZia kaip tarpusavyje
nesusijusiy erdviniy pavyzdziy, medZiagy ir fragmentiSky
aplinky rinkinys, tampantis tyrinéjamo regiono meto-
nimija. Si erdviné fragmentacija atkartoja polifoninius
Vidurio ir Ryty Europos teritorijos bruozus kaip hetero-
geniska realybe su jos testinumais ir jtruikiais: portalais,
kurie iktinija iSdidintg ir fragmentuotg kaleidoskopinés
erdvés idéja.

Neperregimumas, dangstymas, slépimas, izoliavimas

ir atskleidimas. Orientavimasis kuriant labirintinius
takus. Kasinéjimai, archeologija, atskleidziantys istorinius
pastato sluoksnius ir atkartojantys parodos sumanyma
suburti praeities ir dabarties menininkus.

Erdves skirianciy filtriniy membrany lankstumas;

grindy pakra$¢iy - originaliy ir naujesniy medZiagy -
porétumas. Lankstumo busena, kintanti jéga.
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Kintanti esybé: filtrai-uzuolaidos pagaminti i§ neuzbaig-
tos lyg gradientas medziagos, gautos perdirbus kita
produkta - pats savaime dar ne visiS§kai apibréztas
objektas.

Ekologiné pozicija - ne uzdaras naratyvas, bet veikiau
teiginys, tvirta laikysena dabartinés ekologinés krizés
akivaizdoje.

Isora x Lozuraityte Studio for Architecture
Architektai: Petras ISora ir Ona Lozuraityté
Architekty asistenté: Gabrielé Cerniavskaja

Architektiros studijos ,Isora x Lozuraityte Studio for
Architecture” ikuiréjai Petras ISora (g. 1984 m. Kaune)
ir Ona Lozuraityté (g. 1984 m. Vilniuje) gyvena ir dirba
Vilniuje. Kuréjy duetas dirba iSpléstiniame architek-
turos lauke ir tyrinéja pastatytas aplinkas, vieSaja erdve
ir infrastruktira, krasStovaizdi, medziagy valdyma ir
parody architektiirg bei kuravima. Jie ko-kuravo Baltijos
paviljona, reprezentavusij Estija, Latvija ir Lietuva 15-oje
Venecijos architektiiros bienaléje 2016 m. Studija taip
pat sukuré aplinka , Lietuvos erdvés agentirai“ 17-oje
Venecijos architektiiros bienaléje 2021 m. Studija

yra sukuirusi unikalig parody architektirg ir dizaina
menininky dueto ,,Pakui Hardware“, menininky Laure
Prouvost, Jono Meko ir daugelio kity projektams.
Petras ISora ir Ona Lozuraityté taip pat yra vieni i§ pro-
jekty platformos ,, KILD®, laiméjusios daugybe tarptau-
tiniy architektiros konkursy, jkuréjy.

Atletika
Vitebsko g. 21, Vilnius
atletikaprojects.It

2021 m. birZelio 5 - rugpjucio 15 d.

Zygimanto Kudirkos ir Felicita
paroda-performansas ,,Kas esi tu?“




Autarkia Editorial
Naugarduko g. 41, Vilnius Latako g. 3, Vilnius
autarkia.lt editorial.lt

1 dalis 2021 m. birzelio 3 - liepos 3 d.
2021 m. birZelio 5 d. Anni Puolakka paroda
,Kontakt“ - hepeningas visose ,2Maitinimas“
L2Autarkia“ erdvése
Dalyviai: Kuratorés:
Lubomir Grzelak, Robertas Narkus, Neringa Cerniauskaité ir
Lukas Strolia, Oleg Surajev, Elena Vitalija Jasaité
Veleckaité ir ,Delta Mityba“ (Kotryna
Butautyté, Saulé Gerikaité, Sniegé
Naku, Jonas Palekas, Dominykas

Saliamonas Kaupas ir Maria Tsoy)

II dalis
2021 m. rugpjucio 5 d.
Austéjos Vilkaitytés performansas
,Atvanga 1

III dalis
2021 m. rugpjudio 12-15 d.
K166t Juurak ir Alexo Bailey
performansas ,,Kodomestikacija“

Kuratoriai:
Robertas Narkus ir JL Murtaugh




Rupert kartu su Tech Arts
Vaidilutés g. 79, Vilnius
rupert.lt

2021 m. birzelio 5 - liepos 4 d.
Paroda ,Bekunis autoritetas“

Menininkai:

Juta Ceilyté, Flaka Haliti, Rachel
Mclntosh, Jaakko Pallasvuo,

Karol Radziszewski, MiSa Skalskis,
Virgilijus Sonta, Stephen Webb,
Jonas Zagorskas ir Zilvinas Dobilas

Kuratorius:
Adomas Narkevicius

Swallow
Vitebsko g. 23, Vilnius
swallow.lt

2021 m. birzelio 5 - liepos 31 d.
Tomaszo Kowalskio solo paroda




14-0ji Baltijos trienalé:
Nesibaigiancios kovos

2021 m. birzelio 4 -
rugpjucio 15 d.

Parodos gidas

SMC

Siuolaikinio meno centras
Vokieciy g. 2, LT-01130
Vilnius

www.cac.lt

Kuratoriai ir redaktoriai:
Valentinas KlimaSauskas
ir Joao Laia

Vertéjai:
Tomas Ciucelis

Emilija Ferdmanaité

Angly kalbos redaktoré:
Gemma Lloyd

Lietuviy kalbos redaktoré:
Renata Dubinskaité

Grafinis dizainas:
Nerijus Rimkus

Spaustuvé:
ScandBook

Tirazas:
2000

Tekstai:
Jei nenurodyta kitaip,
visi tekstai pateikti
menininky ir kuratoriy.
Ruosdami medziaga
stengémeés uztikrinti
tikslius autorystés
duomenis. ApsiprasSome,
jei leidinyje liko klaidy ir
netikslumuy.

Sriftas:
EF Timeless

»limeless“ Srifty Seima
buvo sukurta 1982 m. ,VEB
Typoart® studijoje kaip
alternatyva ,, Times New
Roman* Sriftui. Vokietijos
Demokratinés Respublikos
vyriausybés ikurta Dresdeno
tipografinio dizaino studija
»,VEB Typoart® savo veikla
pradéjo 1948 m. Studijos
uzduotis buvo aprupinti
Sriftais Ryty Vokietija bei
kitas Ryty bloko Salis.
Dauguma joje sukurty Srifty
buvo vakarietiSky Srifty,
kuriy licencijy isigijimui
vietinés spaustuves neturéjo
1éSy, apropriacija. ,,VEB
Typoart“ bankrutavo 1995 m.
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Parodos architektura:
Isora x Lozuraityte
Studio for Architecture
(Petras ISora ir
Ona Lozuraityté)

Projekto vadové:
Julija Fomina

Projekto koordinatoré:
Ieva Tarejeva

Komunikacija:
Dovilé Grigalitinaité
Anne Maier (Send /
Receive)
Eglé Trimailovaité

Kuratoriy asistenté:
Zanete Liekite

Edukaciné programa:
Kamilé Krasauskaité
Vilius Vaitiekunas

Techniky komanda:
Audrius Antanavicius
Paulius Gasparavicius
Almantas LukoSevi¢ius
Ivanas Vilkoicas
Ilona Virzinkevi¢

14-0ji Baltijos trienalé
pristatoma drauge su:
Atletika
Autarkia
Editorial

Lietuvos dailininky
sgjunga

Rupert (kartu su Tech
Arts)

Swallow

Projektg finansuoja:
Lietuvos kulturos taryba

Pagrindinis BT14 partneris:
Flamandy vyriausybé

Réméjai:
Baltijos kulturos fondas
Goethe’s institutas
Vilniuje
,Frame® Siuolaikinio
meno fondas Suomijoje

Informaciniai partneriai:
LRT
GO Vilnius
JCDecaux
Artnews.lt

Dékojame:

Visiems menininkams, Mariai Arusoo, Aliui Bareckui,
Eglei Gandai Bogdanienei ir Lietuvos dailininky sajungai,
Aleksei’jui Borisionok ir Oliai Sosnovskayai, ,,Boros
Collection®“, Neringai Bumblienei, ,BWA Warszawa“,
,BWA Wroctaw“, , Dawid Radziszewski Gallery“, ,,Deborah
Schamoni Galerie“, Antanui Dombrovskij, Akvilei
Eglinskaitei, ,,The Film-Makers’ Cooperative“, ,,Galerie
Martin Janda“, Aronui Gelunui ir Lietuvos nacionaliniam
dailés muziejui, Goethe’s institutui Vilniuje, Edgarui
Gerasimoviciui, Edvinui Grin, Michatui Grzegorzekui,
Giedriui Gulbinui, Flakai Haliti, Victoriai Ivanovai, Lolitai
Jablonskienei, Virginijai JanuSkeviciutei, Jono Meko
vizualiyjy meny centrui, Agnei Joksei, Karoliui Klimkai,
,Kraupa-Tuskany Zeidler“, Tomaszui Kowalskiui,

Laimai Kreivytei, Kestuciui Kuizinui, Michalui Manekui,
Loretai Meskelevicienei, Lodzés meno muziejui, Prahos
nacionalinei galerijai, Michalui Novotny, Aniai Nowak,
Zanei Onckulei, Gerdai Paliusytei, Gediminui ir Mykolui
Piekurams, Agnieszkai Polskai, Nadai Prljai, Dawidui
Radziszewskiui, Karoliui Radziszewskiui, ,,Raster Gallery“,
Eglei Rindzevicittei, Jurgitai Sakalauskaitei, Kirillui
Savchenkovui, Natalyai Serkovai, Borbalai Soos, Jaroslawui
Suchanui, ,SVIT Gallery“, ,Tanya Leighton Gallery“,
Arturui Tereskinui, Astai Vaiciulytei, Evitai Vasiljevai,
,Vintage Galéria“, , X Museum®, ,ZW Foundation / Natalia
LL Archive®
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Baltic Triennial 14
The Endless Frontier

The 14th edition of the Baltic Triennial (BT14) is set
with the conviction that in a paradoxical time of
fragmented integration, addressing the local is, simul-
taneously, to question the global. Consequently, and
for the first time since it was established in 1979, BT14
focuses on the geopolitical territory of Central and
Eastern Europe and includes historical as well as con-
temporary artistic practices.

The BT14’s take on the region engages with its composite
constitution, highlighting transnational connections.
The inclusion of some artists from locations such as the
Balkans, the Caucasus, or Finland, underlines Central
and Eastern Europe’s porous boundaries as well as its
belonging to a global and multilayered network of
systems.

Regularly experiencing abrupt shifts, Central and Eastern
Europe is a key crossroad for social issues related to
ideology, ecology and economy. The region’s gravita-
tional pull is further highlighted by the introduction or
anticipation of numerous tensions, which later also
emerged elsewhere such as disinformation, man-made
industrial disasters, nativist nationalism, or the oppres-
sion of non-normative identities.

The BT14 connects the rich artist-led Vilnius scene.
As the organising institution, the Contemporary Art



Centre (CAC) invited the project spaces Atletika, Autarkia,
Editorial, Rupert, and Swallow to join as partners. Each
platform will autonomously develop a project while
including some of the artists presented at the CAC’s ex-
hibition. Another ally, the Lithuanian Artists’ Association,
shared their spaces and archive, which holds key docu-
ments about the early iterations of the Baltic Triennial.

In collaboration with international partners Kim?
Contemporary Art Centre (Riga, Latvia), the Estonian
Centre for Contemporary Art (Tallinn, Estonia) and
Mousse Publishing, the CAC in Vilnius will also
produce a reader with launch events planned in cities
including Berlin, Riga, Timisoara, Vilnius and
Warsaw during autumn and winter 2021/2022.

BT14’s architecture project by Isora x Lozuraityte Studio
for Architecture proposes a radical reshaping of the
CAC’s iconic city-centre building, rechoreographing

its spaces through a number of interventions which place
ecological sustainability at its core and uncover the
layered history of the site.

Together, the voices grounding BT14 map Central and
Eastern Europe as a kaleidoscopic, queer space-time

of strange realism whose extraordinary polyphonic
juxtapositions echo the complexity of the world at large.

Curators Valentinas KlimaSauskas and Joao Laia



On Borders and
Frontiers

Positing that modern states derive their power from
science, technology and innovation, [Vannevar]| Bush
outlined a social and political vision of the future as
continuous change and competition in making these
resources — hence ‘the endless frontier’.

Extract from Transforming cultural policy

in Eastern Europe: the endless frontier by
Eglé Rindzeviciuté, 2021, p.149

[...] the term Eastern Europe is a geopolitical concept,
whose meaning is constantly negotiated in national
and international diplomatic forums (Kuus 2007).
For instance, the United Nations has classified the
Baltic states as Northern Europe since 2017, although
the notion of Nordic countries remains reserved for
Denmark, Iceland, Sweden, Norway and Finland and

does not include the Baltic states (Bjorkman et al 2011).

Extract from Transforming cultural policy
in Eastern Europe: the endless frontier by
Eglé Rindzeviciuté, 2021, p.152

The story of East European modernisation is not what
it used to be. It is clear that ‘catching up with the
West’ even for those eleven states that joined the EU
the process was not ended by completing European
integration in 2004, 2007 and 2013: it was just the



beginning of a long transformation. Recent events
are a good proof of that: attempts to democratise the
hybrid authoritarian regimes in Ukraine, Belarus
and Russia resulted in Russia’s annexation of Crimea
in 2015, ongoing protests in Belarus in response to
rigged presidential elections in 2020 and ongoing
political violence. For the EU members, membership
itself is clearly not a guarantee against the backlash
of conservative and radical ethnic nationalisms.
These reactionary developments are fuelled by the
sense of political inferiority among East European
governments, fear of the Other, exacerbated by the
refugee crisis in 2015-2016, and the increasingly
volatile relations between the EU countries and Russia.
Recent years saw what appears as a decisive turn of
Hungarian and Polish politics toward illiberal values,
a turn that, according to Zielonka and Rupnik (2020),
was provoked by both the migration crisis and the
financial crisis of 2008 (although Poland was the only
EU state that did not suffer from a decline in GDP).
Extract from Transforming cultural policy

in Eastern Europe: the endless frontier by
Eglé Rindzeviciuté, 2021, p.149

However, the relationship between the East and the
West, or, more precisely, between Eastern Europe
and Western Europe in the 1990s had a geographic
or spatial character. Space is never transparent; it
signifies. Moreover, it functions as a key element in
the system of power. As noted by Michel Foucault,
space constitutes an essential plane for the relations

of power. In other words, power is located in a spatial
structure and, naturally, is interested in maintaining
its non-transparency, in concealing the principles
on which it rests and the mechanisms with which it
functions. (...) But the border not only divides space, it
also connects it. This double meaning of the concept
is related to what Jacques Derrida referred to as the
aporetic character of the border, its dual function.
Understood as aporia, the exhibition (if it crosses
borders) consists of showing ‘this’, ‘there’, and thereby
describes a powerful spatially located entity (the
border) that divides and connects different areas of
space, different geographic territories.

Extract from In the Shadow of Yalta: Art

and the Avant-Garde in Eastern Europe
1945-1989 by Piotr Piotrowski, 2005 p.16



Nuclear Ecology

There are two nuclear power plants in the vicinity of
Vilnius: Ignalina (decommissioned) and Astravets
(not yet operational). A third, and infamous other,
is Chernobyl, eerily present following the effects of
its catastrophic failure, and more recently via the
popular television series that focuses on the disastrous
consequences of lies and neglect.
Extract from the exhibition text for
‘Splitting the Atom’, Contemporary Art

Centre, Vilnius (2020) curated by Ele
Carpenter and Virginija JanusSkeviciuté

After Lithuania regained its independence and
inherited the INPP [Ignalina Nuclear Power Plant] in
its territory, the plant became essential infrastructure
that helped maintain the industry in the first years of
independence. However, it also brought the problem
of nuclear safety, which could be solved only with the
help of Western specialists and funding. During the
construction of this power plant, the Soviet Union
did not plan how to eventually decommission it, nor
did it raise any necessary funds. During Lithuania’s
negotiations to integrate into the European Union,
the closure of INPP became paramount. Recognising
that the decommissioning process represents an
exceptional financial burden disproportionate to the
size of the country and its economy, the European
Commission has committed itself to supporting the

process of plant closure together with the G7 countries
and other donors. The cost of the Ignalina NPP decom-
missioning works - equipment dismantling, construction
of waste storage infrastructure, and projects to strengthen
Lithuania’s energy security - is approximately 3,316
billion euros. These decommissioning processes to be
finished until 2038, are only a temporary solution.
The final deposition of 21,571 spent fuel assemblies
and other high-level radioactive waste requires a Deep
Geological Storage Facility, the cost of which could
reach an additional 2.52 billion euros. These funds and
the precise location of the storage facility in the
territory of Lithuania are not yet planned.

Extract from NUCLEAR ASSEMBLY.

Timeline of Ignalina Nuclear Power Plant

assembly, operation, disassembly and final

disposal of radioactive waste by Jonas
Zukauskas & Jurga Daubaraité, 2020



Economy

Surveillance capitalism’s ‘means of behavioural
modification’ at scale erodes democracy from within
because, without autonomy in action and in thought,
we have little capacity for the moral judgment and
critical thinking necessary for a democratic society.
Democracy is also eroded from without, as surveillance
capitalism represents an unprecedented concentration
of knowledge and the power that accrues to such
knowledge. They know everything about us, but we
know little about them. They predict our futures, but
for the sake of others’ gain. Their knowledge extends
far beyond the compilation of the information we gave
them. It’s the knowledge that they have produced from
that information that constitutes their competitive
advantage, and they will never give that up. These
knowledge asymmetries introduce wholly new axes of
social inequality and injustice.

Extract from The Harvard Gazette’s

interview with Shoshana Zuboff, High
tech is watching you, March 2019

Migration

The Sino-American rivalry cannot be accurately
described as ‘a new Cold War2’. Alliances are dissolving
and re-coalescing kaleidoscopically, with countries
abandoning long-term ideological partnerships for
ephemeral marriages of convenience. Though the
consequences are impossible to foretell, they will not
produce a re-run of the forty-year conflict between the
US and the USSR.

Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p.18

[...] the combination of an ageing population, low
birth rates and an unending stream of emigration is
arguably the principal source of demographic panic in
Central and Eastern Europe.

Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p.37

[...] more CEE left their countries for Western Europe

as a result of the 2008-9 financial crises than all the

refugees that came there as the result of the war in Syria.
Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p.38



[...] we might even hypothesise that anti-immigration
politics in a region essentially without immigrants is an
example of what psychologists call ‘displacement’
a defence mechanism by which in this case minds
unconsciously blot out a wholly unacceptable threat and
replace it with one still serious but conceivably earlier
to manage. Hysteria about non-existent immigrants
about to overrun the country represents the substitution
of an illusory danger (immigration) for the real danger
(depopulation and demographic collapse) which cannot
speak its name. Fears of national extinction by a slow
process of depopulation that has taken place over the last
decades and against which hardened borders and discrim-
ination against foreign-born inhabitants are obviously
no defense. The region is comprised of small and ageing
but ethnically homogeneous societies also helps explain
the sudden radicalisation of nationalistic sentiments.
Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p.39

[Samuel R.] Delany offers us new ways to understand what
Timothy Morton has called the ‘politicized intimacy with
other beings’ that constitutes contemporary ecological
relations as such. The result is an environmental ethic that
acknowledges the extent to which ecological entanglement
resembles the queer relationality of cruising far more than
it does the other (more normative) relational paradigms to
which we so often analogize it.

Extract from Queer Fallout: Samuel R.

Delany and the Ecology of Cruising by
Sarah Ensor, 2017, p.151

Past, Present and Future

It was Western Europe that invented Eastern Europe
as its complementary other half in the eighteenth
century, the age of Enlightenment.

Extract from Inventing Eastern Europe:

The Map of Civilization on the Mind of the
Enlightenment by Larry Wolff, p.4

[...] populists select one of their country’s many pasts
and claim that it is the authentic past of the nation
which must be rescued from contamination by Western
modernity.

Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p.75

The ultimate revenge of the CEE populists against
Western liberalism is nor merely to reject the initially
welcomed Imitation Imperative, but to invert it. We
are the real Europeans, Orban and Kaczynski repeatedly
claim, and if the West will save itself, it will have to
imitate the East. “We believed that Europe was our future,
today we feel that we are the future of Europe’ Orban
July 2017

Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p. 45



Instead of the West spreading its influence eastward, the
East brags of spreading its influence westward. Illiberal
populism everywhere, including in the US seems to be
taking a page from Orban’s illiberal playbook.

Extract from The Light that Failed: A

Reckoning by Ivan Krastev and Stephen
Holmes, 2019, p.47

While in the past and as defined by Maria Janion in
‘Poland between the West and East’ The West was
characterized by ‘dynamic development’ while the
Orthodox East can be characterized by ‘persisting’, now
it is the East that presents dynamic developments and
the West that seems to (struggle) to persist.

This year the white-red-white flag broke the
constrained national symbolism and became a popular
image of the protest movement. The fabric of the flag
has not overlapped the partisan imagery but smoothly
became part of the mosaic composition - the width of the
stripes and arrows, colour scheme and other parameters
were matching - as if the flag has activated protest
energies from the cosmic partisan panels. This imposition
reminds again, how the protest, popular and horizontal,
opens up a flickering moment of futures in the time of
now. This moment of collective assembly organises
the utopic and seemingly non-relevant temporalities:
the future is now, the past is now, the now is now.

Extract from The Futures of the ‘East’
by Aleksei Borisionok and Olia

Sosnovskaya, 2021. Published in the
Baltic Triennial 14 reader

On Queer

Queerness if it is to have any political resonance,
needs to be more than an identitarian marker and to
articulate a forward-dawning futurity.

Extract from Cruising Utopia: The Then

and There of Queer Futurity by José
Esteban Munoz, 2009, p.87

[...] as Judith Butler states, ‘more important than any
presupposition about the plasticity of identity or indeed
its retrograde status is queer theory’s claim to be
opposed to the unwanted legislation of identity’ (2004:
7). And ‘queer identities’, even when oppositional or
counter-identities, are identities too. So as is the case
with any identity, they obscure particularities and
cannot but work within the confines of power and
normativity. The task of queer critique, then, is simply
to do the work of understanding how norms and
categories are deployed.

Extract from Critical geographies and the

uses of sexuality: Deconstructing queer
space by Natalie Oswin, 2008, p.96

Browne therefore argues that since geographies of
sexualities have been narrowly concerned with the
recognition of sexual ‘others’, this work is not necessarily
queer. And by queer she means ‘operating beyond powers
and controls that enforce normativity’ (2006a: 889). She
states that queer enquiries should question the ideal of



inclusion and ‘entail radical (re)thinkings, (re)drawings,
(re)con-ceptualiations, (re)mappings that could (re)
make bodies, spaces and geographies’ (2006a: 888). As
such, for Browne, queer spaces are distinct from gay and
lesbian spaces and queer geographies should transgress
boundaries such as hetero/homo and man/woman in
order to go beyond normativity and render space ‘fluid’.
Extract from Critical geographies and the

uses of sexuality: Deconstructing queer
space by Natalie Oswin, 2008, p.92

Queer is not a fixed determinate term; it does not have
a stable referential context, which is not say that it
means anything anyone wants it to be. Queer is itself a
lively mutating organism, a desiring radical openness,
an edgy protean differentiating multiplicity, an agential
dis/continuity, an enfolded reiteratively materializing
promiscuously inventive spatiotemporality. What if
queerness were understood to reside not in the breach
of nature/culture, per se, but in the very nature of
spacetimemattering?

Extract from Nature’s Queer

Performativity by Karen Barad, 2012.

Published in Kvinder, Kon & Forskning
(1-2), p.29

By queer culture we mean a world-making project,
where ‘world’, like ‘public’, differs from community

or group because it necessarily in-cludes more people
than can be identified, more spaces than can be
mapped beyond a few reference points, modes of
feeling that can be learned rather than experienced as

a birthright. The queer world is a space of entrances,
exits, unsystematized lines of acquaintance, projected
horizons, typifying examples, alternate routes,
blockages, incommensurate geographies.
Extract from Sex in Public by Lauren
Berlant and Michael Warner, 1998.

Published in Critical Inquiry, Vol. 24, No.
2, Intimacy (Winter, 1998), p.558

Queerness should and could be about a desire for

another way of being in both the world and time, a desire

that resists mandates to accept that which is not enough.
Extract from Cruising Utopia: The Then

and There of Queer Futurity by José
Esteban Munoz, 2009, p.96

Queerness is not yet here. Queerness is an ideality. Put
it another way, we are not yet queer. [...] we can feel it
as the warm illumination of a horizon imbued with
potentiality. We have never been queer, yet queerness
exists for us as an ideality that can be tilled from
the past and used to imagine a future. The future is
queerness domain.

Extract from Cruising Utopia: The Then

and There of Queer Futurity by José
Esteban Munoz, 2009, p.1



The Integration Process

Surrealism filled the linguistic vacuum of the

interregnum at the moment when the old system of

describing the world had lost its appeal (not to

say, ‘went bankrupt’), and the new system, with its

intellectual and political temptations, had not yet

appeared, or at least was not yet considered attractive.
Extract from In the Shadow of Yalta: Art

and the Avant-Garde in Eastern Europe
1945-1989 by Piotr Piotrowski, 2005, p.48

The moment has come when all the crises - economic,
ecological, migration, informational and political -
are intertwined, and nobody can entirely figure out
where they originated and how to address them but
many declare to have ‘the solution’ (Méger, 2016;
Herszenhorn, 2018; Applebaum, 2019; Harding, 2018).
Extract from POLICY PAPER | A Look
Inside The Russian Information War

Against The West by Marta Barandiy,
2019

BT14 at the CAC and the Lithuanian Artists’
Association Gallery

Curated by Valentinas KlimaSauskas and Joao Laia



Juri Arrak

Flames of passion, 2016
Oil on canvas

The Supremacy, 2016
Oil on canvas

First encounter, 2018
Mixed media

Left. Right, 2018
Sepia print

People with Bubo, 2005/2018
Lithograph, colour pencil

Seedlings, 2020
Lithograph

Jiiri Arrak entered the Estonian art scene in the 1960s,
soon developing into one of its leading figures. His
early work includes surrealistic drawings influenced by
Salvador Dali and Pablo Picasso. The main elements,
of what would become the artist’s signature style, were
already present in this early work, including contrasting
colours, deformation of figure and space, humour, sen-
sitive social nerve. Arrak’s supernatural world is made
up of unexpected visions, paradoxes and metaphors.
One of the central and recurring characters in his work
is a mask-like figure with a ‘melting’ head, that is familiar
to many Estonian from an animation focusing on the



mythological hero, Suur T6ll, as well as the album
cover of heavy metal band Metsatoll.

Jiiri Arrak (b. 1936, Tallinn, Estonia) is one of Estonia’s
most recognised artists. During the 1960s and 70s

he formed part of what is now called the Soviet non-
conformist groups, developing an instantly recognisable
personal style including discourse around local
Estonian mythological figures as well as surreal and
abstract international referents. He was a member

of ANK’64 - one of the most important post-war
avant-garde groups in Estonia. During that time, he
exhibited around the world, including Czechoslovakia,
Yugoslavia, and the USSR. Since 1970 Arrak has
presented his work extensively and internationally with
exhibitions in the USA, UK, Germany, Portugal,
Iceland, Denmark, Sweden, Norway, Finland, Poland
and Greece. His work is in the collections of the
Estonian Art Museum, Tartu Art Museum, Tallinn

Art Hall, Tretyakov Gallery, Moscow; Krakow National
Museum; Museum Ludwig, Cologne; Museum of
Modern Art, New York; New Orleans Art Museum; The
White House, Washington; New York Public Library;
Zimmerli Art Museum, New Jersey, USA; Museum

of University of Western Sydney, Australia; Randers Art
Museum, Denmark; Estonian House, Stockholm; in
addition to private collections in Estonia and abroad.

Tekla Aslanishvili

Scenes from Trial and Error, 2020
AVCHD digital film, colour, sound. 30 mins

The seemingly endless tests of developing a futuristic
smart city and deep sea port reshape a small fishing
village of Anaklia on the shores of the Black Sea in west
Georgia. Aslanishvili’s documentary film investigates
the material and social conditions that are produced as
a result of these ambitious infrastructural investments
that are aimed at transforming the country into a trade
corridor for the speculative New Silk Road project.

By exploring the awkward landscapes and architectural
frictions that have emerged over the last decade on

site, Scenes from Trial and Error observes how the opera-
tional logic of large scale infrastructural investments -
and even the mistakes, which the fantasies of technolog-
ically-managed: smooth urban life inevitably contain -
are being manifested in a design of peripheral geoengi-
neering projects.

Tekla Aslanishvili (b. 1988, Thilisi) is an artist, filmmaker
and essayist, based between Berlin and Thbilisi. Her
work focuses on new forms of algorithmic governance
and their impact on urban spaces and their subjects.
Tekla graduated from the Tbilisi State Academy of Arts
in 2009 and holds a MFA from the Berlin University

of the Arts’ Department of Experimental Film and New
Media Art. Aslanishvili’s work has been screened

and exhibited internationally at Videonale18; Tbilisi
Architecture Biennial; International Short Film



Festival Oberhausen; Kunstverein Leipzig; Jameel

Arts Centre, Dubai; Ashkal Alwan, Beirut; VISIO -
European Programme on Artists’ Moving Images,
Florence; International Film Symposium, Bremen.
She is a 2018-2019 Digital Earth Fellow and most
recently the recipient of the Han Nefkens Foundation -
Fundacio Antoni Tapies Video Art Production Award
2020, as well as a nominee for Ars-Viva Art prize 2021.

Alex Baczynski-Jenkins

Faggots, Friends, 2019-ongoing
Video, colour, sound. 40 mins

Alex Baczynski-Jenkins presents the next iteration of
his ongoing film Faggots, Friends. Occurring in between
the genres of documentary and fiction, the film plots
an affective field in which intimacy and togetherness

are traced as modes of resilience in hostile environments.

The protagonists are Warsaw-based performers and the
film reflects on friendship, home making and everyday
resistance.

Faggots, Friends was initiated in 2019 as a commission
by Kunsthalle Basel, and it continues as an ongoing
work, being developed further with each exhibition
invitation. The project is as much invested in the docu-
mentary form as it is in something akin to a cine-
performance, one in which relations develop over time
and are returned to as the film is reiterated, extended
and re-performed.

Alex Baczynski-Jenkins was born in London in 1987.
His practice as an artist and choreographer engages
with queer affect, embodiment and relationality.
Baczynski-Jenkins’ solo exhibitions include Kunsthalle
Basel (2019), Foksal Gallery Foundation, Warsaw
(2018); and Chisenhale Gallery, London (2017).

He has also presented his work at the 58th Venice
Biennale (2019), Stedelijk Museum, Amsterdam (2019);
Migros Museum of Contemporary Art, Zurich (2018);



Palais de Tokyo, Paris (2017); and Museum of Modern
Art, Warsaw (2017). He is a co-founder of the feminist
and queer collective Kem in Warsaw.

Zuzanna Czebatul

Tristan, Kewin, Joss, 2015
Foam, polyester, metal

Zuzanna Czebatul’s floor work consists of three common
sweatpants of different colors which seem to have been
frozen in action. In Tristan, Kewin, Joss the mannequins
are truncated, interrupted, and broken down into a
collective unity; composed of hollow bodies, lifeless like
a scarecrow. Impressive in its emphatic physical pres-
ence and precision, Tristan, Kewin, Joss carries symbolic
overtones that are at once sombre and euphoric: the
work here seems to embody what happens to artistic
creation under the influence of the art market’s oligarchs:
a mercantile, speculative and spectacular, as well as
exploited product.

Text: Originally published online at we-find-wildness.com

Zuzanna Czebatul, born in 1986 in Miedzyrzecz, lives
and works in Berlin. She graduated from the Stadelschule
Frankfurt and later attended the MFA Program at
Hunter College, New York as a Fulbright Fellow. In her
work, Czebatul examines power relations through
artefacts and décor and thus the structures and aesthetics
of power embedded in political ideologies. As a sculptor,
she concentrates on the visual seductiveness of
contemporary and archaic objects and architectural
elements, as well as the language of interior and
graphic design. Using comparative methodology, the
artist reveals the kinships and conflicts between them.



Her work is influenced by the aesthetics of ancient
sculptures, modern forms of display, as well as the club
culture of the nineties. Czebatul has had solo exhibi-
tions at Sans titre, Paris; CAC Synagogue de Delme;
GGM1 Gdansk City Gallery; Centre for Contemporary
Art FUTURA, Prague; Ujazdowski Castle Centre for
Contemporary Art, Warsaw; MINI/Goethe-Institut
Curatorial Residencies Ludlow 38, New York.

Anna Daucikova

Ordinary Voyeurism — Concert, Florence, 2006
SD video, colour, sound. 2 mins 9 secs

Ordinary Voyeurism: A Woman, Central Station Lviv, 1996
SD video, colour, sound. 2 mins 28 secs

Anna Daucikova’s series of short videos, under the
title Ordinary Voyeurism, feature a variety of situations
observed and recorded by the artist in different parts
of the world between the 1990s and 2000s. The scenes,
snippets taken out from the course of daily life, offer,
in total immediacy, a production of new meaning by the
artist’s editorial decisions; a hidden observer using a
sort of voyeuristic camera. Sexual pleasure attributed
to voyeuristic gaze is overlapped here and replaced by
the search for a specific political contextualisation of a
given ‘innocent’ fragment of reality. Two of the video
pieces shown here focus on the body in public space,
suggesting deliberations around questions such as male
bonding and cooperation in power, and female self-
sustainability and seclusion.

Anna Daucikova was born in 1950 in Bratislava. Since
1991 she has exhibited widely including: ‘Compassion
Fatigue is Over’, Rudolfinum, Prague (2021);
‘DYKWTCA’, Witmann-Walker Corner, Washinghton
(2020); KW - Institute for Contemporary Art, Berlin;
Slovak National Gallery Bratislava; ‘Tirana Patience’,
Museum of Socialist Realism, Tirana; ‘Sleeping with a
Vengeance, Dreaming of the Life’; Wiirttembergische



Kunstverein, Stuttgart (all 2019); Neubauer Collegium,
Chicago (2018); documenta 14, Athens/Kassel (2017);
Centre for Contemporary Art FUTURA, Prague (2016);
Kyiv Biennial/School of Kyiv (2015); Manifesta 10,
Eastern Window, St. Petersburg (2014); ‘Gender Check -
Femininity and Masculinity in the Art of Eastern
Europe’, mumok, Vienna/Zacheta National Gallery of
Art, Warsaw (2010); ‘Ars Homo Erotica’, National
Museum, Warsaw. She will be presenting work at the
forthcoming ‘Esok’, Jakarta Biennial 2021; Alongside
her artistic work she was a co-founder and activist in
several women NGOs and in 1990s a spokesperson

for LGBT rights in Slovakia. Her academic career includes
teaching at the Academy of Fine Arts and Design in
Bratislava and the Academy of Fine Arts in Prague.

Aleksandra Domanovi¢

Things to Come, 2014
UV flatbed print on polyester foil

Courtesy Tanya Leighton Gallery, Berlin

Originally produced for the 6th edition of Glasgow
International at the Gallery of Modern Art in 2014,
Things to Come focuses on the marginalised represen-
tation of women within popular science fiction films.
Large sculptural prints on transparent foil take ele-
ments from Blade Runner (1982), Demon Seed (1977),
Alien (1979), Prometheus (2012) and Gravity (2013)

to form the source material for prints of objects that
interact, or compose an important part of the female
characters’ narrative. These films deviate from the
conventional representation of women in cinema as
mother, love interest or victim. The material used is
similar to the celluloid sheets historically used by

animation houses to draw and layer cartoon animations.

Domanovi¢ discovered that the mechanical filling-in
of the cartoon outlines was the work of women; the
actual art-working was reserved only for men.
Domanovi¢’s Things to Come is a multi-referential
exploration of the role of women in technology, both
past, present and in the fictive future.

Aleksandra Domanovi¢ was born in 1981 in Novi Sad,
former Yugoslavia and is now based in Berlin. Her
sculptures and video expand the scope of conventional
technological history by illuminating feminist, cyber-
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feminist, and Eastern European contributions to the
development of science and the Internet. Domanovié
builds on the notion that Ada Lovelace was the first
computer programmer and that the history of computing
is inherently feminist. A recurring feature in her
videos, prints, and modeled sculptures is the hand, which
functions as a reference to the 1963 Belgrade Hand,

an important development in the history of controllable
prosthetics. This motif also alludes to early 1990s
cyberfeminism, which was invested in the notion of the
cyborg as a utopian feminist figure.

Harun Farocki & Andrei Ujica

Videograms of a Revolution, 1992
16 mm film transferred to video, colour, sound.
106 mins

Courtesy Goethe-Institut Vilnius and Harun Farocki GbR

The Romanian dictator Nicolae Ceausescu gave his
last-ever public speech on 21 December 1989, from the
balcony of the enormous People’s House in Bucharest.
Five days later he was executed, together with his wife
Elena. Images from the anti-communist revolution
that unfolded in a matter of days were sparse in the
media. Chaos and confusion reigned supreme. But
this is not to say that no pictures exist of the events in
Bucharest. The recently deceased artist Harun Farocki
and Andrei Ujica, a Romanian who fled to Germany,
collected 125 hours of film made by amateurs and
official news gatherers. From this huge diversity of per-
spectives, they distilled a reconstruction of the popular
uprising. With meticulous attention to the facts, they
take each clip and indicate the moment it was shot,
who made it and with what intention, camera position,
image quality and anomalies. Some scenes in
Videograms of a Revolution, of outraged demonstrators
and the storming of the palace, recall October (1928),
Sergei Eisenstein’s documentary-style story about the
October Revolution in 1917. Eisenstein’s revolution
was staged, however, while in Videograms of a Revolution
everything is real. Nonetheless, it remains difficult to
disassemble reality.

13



Source: IDFA: International Documentary Film
Festival Amsterdam website

Berlin-based Harun Farocki was born in 1944, Novy
Ji¢in, (today’s Czech Republic) and died near Berlin in
2014). He was a video artist and essay film-maker and
made over 100 productions for television and cinema.
He was also a curator, long-time author and editor

of the magazine Filmkritik, and visiting professor at
Berkeley, Harvard and Vienna. Throughout his work

he set out his reflections on the relation between society,
politics and the moving picture. His importance for

the visual arts is reflected in retrospectives of his films
at institutions such as Tate Modern, London, and

solo exhibitions at the mumok, Vienna; Jeu de Paume,
Paris; Museum Ludwig, Cologne; Kunsthaus, Bregenz.
The significance of his films and installations is demon-
strated not least through his participation in two editions
of documenta (1997 and 2007) as well as in

the 55th and 56th Venice Biennale (2013 and 2015).

Andrei Ujicd was born in 1951 in Timisoara, Romania.
He has a background in literature. He directed a
trilogy of films dedicated to the end of communism:
Videograms of a Revolution (1992), Out of the Present
(1995), and The Autobiography of Nicolae Ceausescu
(2010). He also made the short film 2 Pasolini (2000)
and the cinematic installation Unknown Quantity
(2002), both of which were commissioned by the
Fondation Cartier pour I’art contemporain, Paris.

Uli Golub

Notes from the Underground, 2016
HD video, colour, stereo sound. 13 mins 23 secs

Uli Golub’s film depicts the daily life of a character
who is running away from a frustrating reality.
Deceived by social roles and human relations, fright-
ened by riots and military unrest in the country,

this man lives cloistered in his apartment, resembling
a Noah’s Ark, but instead of animals, it is stuffed with
all kinds of objects and belongings. Step by step, the
viewer gets sucked into a world where objects reign and
are the only salvation in a constantly changing pre-
carious world. Notes from the Underground is a collaged
narrative, composed of real events, personal stories,
media propaganda, and imagined doomsday nightmares.
Thus, through a very personal narrative, current trauma
and the collective distress of contemporary society is
revealed.

Notes from the Underground could be described as a
digital total installation, an update of the space inhab-
ited by Kabakov’s characters, entirely composed from
photos and textures instead of real-life materials -
sculptural and graphic elements reminiscent of 3d
scans. Peeled off the surface of things, they serve as
material for the construction of a new, consciously
hollow, simulated reality.

Uli Golub (b. 1990, Kharkiv, Ukraine) is a Ukrainian
artist currently based in Oakland, California.
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In 2020 Uli was nominated for the second time for the
Pinchuk Art Center Prize and won the Second Special
Prize for the project ‘Look, She’s Got a Beard’, she
received an Emergency Grant from the Foundation for
Contemporary Arts for the same project. The corner-
stone of Uli’s art practice is storytelling. Fascinated

by speculative fiction, cosmism and futurism, Uli has
been trying to find alternative models for existence

and coexistence. She is interested in constructing
narratives that inspire viewers to dream of possible new
realities, relations and power dynamics. Currently Uli
is interested in themes of the Anthropocene, hospitality
and community building practices, speculative feminism,
eco-politics and bio-politics.

Henrikas Gulbinas

Unimaginable Things, 1988
Video, colour, sound. 6 mins 5 secs

Journey without a Suitcase, 1988
Video, colour, sound. 9 mins 38 secs

Although today his manually generated images are
reminiscent of psychedelic art, Henrikas Gulbinas re-
jects these connotations. The style of one of the pioneers
of the Lithuanian video art was shaped not by ideolo-
gies or imagination but by the technology of the 1990s
and their expressive potential. In his early video works,
Gulbinas fed the TV signal straight into the video
recorder, thus creating a stream of distorted images
which he then edited into individual videos. Later on,
Gulbinas enhanced his colourful abstractions with the
use of artificial lighting, glass transparencies, stencils
and other household objects. Music always played an
important part in his creative process. ‘I like visualising
things when listening to music,” Gulbinas explained.
‘This drew me towards experimentation. [...] I would
put music on the filmed material thus trying to find
the synthesis between the sound and an image.’

The title was inspired by the technological principle of
his plot-less video compositions, and was actually
inspired by the conversations with his friends: ‘Perhaps,
at some point someone said “Oh, so you did not
imagine all that.” Well, that is true - I didn’t.’ Today
Gulbinas’ unique experiments in analogue video art
are regarded as one of the keystones in the history
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of Lithuanian video art. They are also a lyrical record
of the technological and musical background of the late
1980s.

An excerpt from Gerda Paliusyté’s interview with
Henrikas Gulbinas can be found online at sinemateka.lt

Henrikas Gulbinas was born in Kaunas in 1960. He is
a video artist, documentary filmmaker, melomaniac,
and one of the pioneers of Lithuanian video art. During
the 1980s Gulbinas was reselling audio and video
equipment and acquired his first video camera in 1985.
Gulbinas soon started experimenting with consumer
video equipment, studying the technical and expressive
possibilities of analogue video editing, and examining
the relation between the audio and video. Unimaginable
Things was one of his first experimental works. In
1988, the work was exhibited at Klaipéda Art Gallery
along with the sculptures of Klaudijus Stepanovas
and the graphic art of Romas Klimavicius as part of
the show ‘Encounters’. It was one of the first shows

of Lithuanian video art. Later, Gulbinas received many
invitations to demonstrate his creative method of
‘video-generation’ and present his work at international
festivals dedicated to experimental film. Gulbinas’
work has been shown in St. Petersburg, Paris and
Hamburg, among other places. After meeting up with
Antanas Moncys and other Lithuanian emigrant
artists in Paris, Gulbinas turned towards documentary
filmmaking which he continues to practice to this day.

Flaka Haliti

What are they thinking that we thinking that they thinking
we going to do next? #1, 2019

Foil print, polyurethane resin, spray paint, galvanised
steel, water pipes, sand

What are they thinking that we thinking that they thinking
we going to do next? #2, 2019

Foil print, polyurethane resin, spray paint, galvanised
steel, water pipes, sand

Flaka Haliti’s artistic practice includes mixed media,
sculpture, and spatial installation with a decidedly
site-specific approach. Appropriation and re-arrange-
ment are continuous lines in her works, whereby new
aesthetic patterns are created. Haliti emphasises altered
perceptions on a visual level, as well as in conceptual
methods to engage in political reflections and geopo-
litical preoccupations. Mediated by the sensory and
visual fields, territorial boundaries and powers such as
national borders or the dispositions of associations

like the UN or the European Union, are brought to ne-
gotiation. Importantly, her works steadily confront the
languages of identity construction in order to transcend
its categorisations of gender or nationality and the
dichotomies of belonging. Occupying in-between states,
Haliti furthermore challenges humanist perspectives
and its authority over representation and abstraction.
This is not only on a visual level but also with a concep-
tual approach through political strategy - her practice
operates as a dialogue between the notion of abrogation

19



and appropriation. One that rejects the standard of sys-
tematic order - and the other that makes an adaptation
of it. As a result, it opens up a field for Counterpoetics
as an ongoing in-betweenness inside a dialectical per-
formative space.

Flaka Haliti was born 1982 in Prishtina, Kosovo, and
currently lives in Munich. She represented her home
country Kosovo at the Venice Biennale in 2015. She
was awarded a scholarship at the Villa Romana in
Florence in 2017 and is the recipient of the Ars Viva
Prize and Henkel Award. She completed her studies

at the completed her studies at the Stiddelschule,
Frankfurt and has presented her artistic work in indi-
vidual exhibitions at the mumok in Vienna; SALTS,
Kunstverein Birsfelden; Kunsthalle Lingen; and the
Kunsthaus Hamburg. She has shown in group exhibi-
tions at Museum Ludwig Cologne; Kunsthalle Vienna;
Museum Lenbachhaus Munich; Haus der Kulturen
der Welt in Berlin amongst others. In 2018 Haliti partici-
pated in Public Art Munich and the Busan Biennale.

In 2019 she was a participant in the Fellbach Triennial
for sculpture, where she received the Ludwig Gies
Prize from the Letter Stiftung. She was nominated for
the Preis der Nationalgalerie in 2019 and exhibited

at the Hamburger Bahnhof, Berlin.

Roman Himey & Yarema Malashchuk

Dedicated To The Youth Of The World, 2017
Video, colour and b/w, sound. 2 mins 26 secs

The title of Roman Himey & Yarema Malashchuk’s film
is taken from the slogan that appears at the beginning
of Leni Riefenstahl’s Nazi propaganda sports documen-
tary, Olympia (1938). In their video essay, Dedicated

To The Youth Of The World, multiple narratives of 20th
century ideologies are combined. Nazi philosopher
Alfred Rosenberg is paired with the icon of American
democracy, poet Walt Whitman; Nietzsche follows the
official soviet voiceover; and the ideas of youth are
wrapped in a style of fashion brand that mimics early
soviet aesthetics.

Dedicated To The Youth Of The World II, 2019
HD video, colour, sound. 8 mins 50 secs

The focus of Dedicated To The Youth Of The World 11 is
the Ukrainian techno-rave Cxema and the youth,

on which the camera is carefully focused the morning
after the event. The courtyard of the former Dovzhenko
Film Studios has been transformed into a dance floor
with a synchronised crowd, spotlights, and arrhythmic
synthetic sound by Stanislav Tolkachev. The camera
moves away and approaches, creating a sense of roman-
tic exaltation and at the same time a modern alien-
ation. This is the place and meeting that the youth of
Kyiv have been waiting for and preparing for - this par-
ticular escape from everyday life and their rejection of
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it evokes strange feelings of a modern ritual. But what
does it mean? The film concludes with almost static
portraits of the individuals - faces after utopia not yet
ready to accept the new day and its old reality.

Collaborating at the edge of visual art and cinema
since 2013, Kyiv-based artists and filmmakers, Roman
Himey (b. 1992, Kolomyia, Ukraine) and Yarema
Malashchuk (b. 1993, Kolomyia, Ukraine) graduated as
cinematographers from the Institute of Screen

Arts in Kyiv, Ukraine. Dedicated To The Youth Of The
World 11 (2019) was awarded the Grand Prix at the
Young Ukrainian Artists Award (MUHi 2019) and Best
Short Documentary at Festival Internacional de Cine
Silente 2019, México. They have collaborated as cine-
matographers with Metahaven (Hometown, 2018)

and Phillip Sotnychenko (Son, 2015 and Technical Break
2018). Yarema & Himey were the main prize winners

of the PinchukArtCentre Prize 2020. Their debut docu-
mentary feature New Jerusalem premiered at Docudays
UA International Film Festival in 2020. The film re-
ceived a Special Mention Award at Kharkiv MeetDocs
2020. They have been shortlisted for the Future
Generation Art Prize 2021.

Klara Hosnedlova

Untitled (from the series Nest), 2020
Cotton thread, terrazzo frame, terrazzo panelling,
mould melted glass, embroidery

Untitled (from the series Nest), 2020
Cotton thread, terrazzo frame, terrazzo panelling,
embroidery

Untitled (from the series Nest), 2020
Cotton thread, terrazzo frame, terrazzo panelling,
mould melted glass, embroidery

Untitled (from the series Nest), 2020
Cotton thread, terrazzo frame, terrazzo panelling,
mould melted glass

Untitled (from the series Nest), 2020
Stainless steel, natural stone

Courtesy Kraupa-Tuskany Zeidler, Berlin; Boros
Collection; X Museum, Beijing

Klara Hosnedlova’s work explores historical sentiments
as they crystallise in modern and contemporary design
and architecture. Her sculptures and environments are
indebted to Eastern European histories and the past
collective mythologies. Hosnedlova works in narrative
sequences, exploring utopic architectural sites, such

as the iconic Adolf Loos apartments in Pilsen or the
Jestéd Tower in Liberec. The atmosphere of the places
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is captured in digital photography, which is later aug-
mented through a manual reduction of pixels. Rendered
in silk thread on canvas, objects and faces become
landscapes of lighter and darker tones, dissolving into
the sculptural frames made from materials found
on-site. Hosnedlova’s site specific installations recognise
nostalgia as an essential feature of global culture and
extrapolate the simultaneity of usually contradictory
notions like reflection and longing, estrangement and
affection.

The performative element of Hosnedlova’s work plays
a central part in creating a narrative. Inspired by the
modern and brutalist architecture of Central-Eastern
Europe, the artist stages performances often taking
place in site-specific, private spaces. Like a film,
Hosnedlova directs and designs the settings and char-
acters, who act out various scenes. Through a complex
and continuous process, the artist seeks out as well as
constructs unique environments and creates inter-
woven narratives within them. When staged within a
gallery space, the visiting audience ultimately becomes
part of the performance. Their presence re-activates
the story of nostalgia, as they discover the past in order
to make sense of how we define futurity.

Klara Hosnedlova, born 1990 in Uherské Hradiste,

Czech Republic, attended the Academy of Fine Arts
in Prague (2009-2016), and is currently pursuing her
doctoral studies at the Faculty of Fine Arts in Brno.
She lives and works in Berlin. Her work has been exhib-
ited in solo and group exhibitions at Kraupa-Tuskany

Zeidler, Berlin (2020); Berghain, Berlin (2020);
Fondation Cartier, Paris (2019); Prague National
Theater (2018); Vila Tugendhat, Brno (2017); hunt

kastner, Prague (2016); Prague National Gallery (2015).

Her work is part of the collections of Fondazione
Sandretto Re Rebaudengo, Turin; Boros Collection,
Berlin; Die Sammlung zeitgendssischer Kunst der
Bundesrepublik Deutschland; the Havrlant Art
Collection, Prague; Valeria Napoleone, London.



Monika Januleviciuté & Celyn June

The Switchblade Grassland, 2018
Video, colour, sound. 11 mins 11 secs

The Switchblade Grassland Highway cut across the
dwelling. Generally, the Mundane, the Uneventful would
be perceived as some kind of string, a filler towards
more obvious instances, occasions, singular happenings.
There is an ambition to look closely, hover above

and avoid being ultimately guided by entertainment.
Everything is still ringing, droning when you are

not looking, when you are upstairs or away — nothing

is asleep or empty. Created by Monika Janulevi¢iuté in
close collaboration with Celyn June, this film is a part
and extension of Celyn June’s Portion Park, originally
released by the label W -1 in 2018.

Monika Janulevicitité was born in Lithuania in 1990.
She is an artist and graphic designer working on a broad
spectrum of projects that usually explore realities and
belonging. Her practice is focused on local and leftover
resources, learning structures, adaptations and co-devel-
opments between self-defined or regional communities.
This process goes tightly together with writing, drafting
and prototyping objects, posing a range of questions on
affordability and value between design and art.

Celyn June was a sound project existing between

2012 and 2018 with several releases on W - I/BLOOM,
Halcyon Veil and Haunter Records.
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Monika Januleviciuté & Antanas Lucitunas

Water Striders, 2019
Video, colour, sound. 13 mins 27 secs

Water Striders leads the spectator in a first person walk-
through, toggling exasperatedly in and out on a vast
area, including hillsides and farm lands, little urban
rivulets and derelict public spaces. The reality - as des-
olate as it seems - is still warm. You are lulled in the
glimpses of someone’s stern observations as time here
runs on a different scale and pace, rendering processes
invisible, energy and health levels fluctuating. A quest,
so big and exhausting that only moving forward soothes
you, impulsively collecting little plant-like ephemera.

As long as we stay in touch, we will be able
to fill you in with the specifics.

Everything clings and gets stuck on the documented
remains and pauses of our encounters. As familiar as
it was - it is excessively mottled with greed — almost
futile to cross. Oblivion feasts on the ring of our lan-
guages, tainted with unease and rattling perpetuity.
Nevertheless, we are inexhaustible, each of us is already
a congregation.

The multitudes of annihilated things recuperate.
Through processes of aches and scabbing we gain our
consciousness back. Through scorched bark we still
walk. The survival of all the curls and speckles of resil-
ient life etched repetitiously. Soaring in cream pillows,
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insoluble, energy storages coagulating. Space time
markers, distance isolates.

Monika Janulevicituté was born in Lithuania in 1990.
She is an artist and graphic designer working on a
broad spectrum of projects that usually explore realities
and belonging. Her practice is focused on local and
leftover resources, learning structures, adaptations and
co-developments between self-defined or regional
communities. This process goes tightly together with
writing, drafting and prototyping objects, posing

a range of questions on affordability and value between
design and art.

Antanas Lucitnas was born in Kaunas, Lithuania, in
1997 and is now based in Vilnius. They are a visual artist,
vocalist and DJ. Their work combines performance art,
writing and sculpture. The artist’s practice places a strong
emphasis on collaboration, in a wish to achieve a multi-
tude of affairs, merging fragments of queer theory with
personal experiences and topics of intimacy, accuracy
and desire systems. Luciunas’ work frames itself in the
mannerisms of popular music and club-like situations
with leisured choreography and physical culture. With
the goal to attain a sense of release within a controlled
setting. Creating intersectional environments in between
scripted and improvised situations, they are trying to
exercise spatial understanding where these factors are
constructed - enforced conditions of life and codepen-
dency. At times these determinants are personal, some-
times communal and normalised contingencies, opening
conversations up between practitioners and audience.

Agné Joksé

Unconditional Love, 2021
Video, colour, sound. 20 mins

Unconditional Love consists of several interlinked chap-
ters, exploring themes related to care, compassion, and
love. It is seen through the lens of intergenerational
relations that are constituted in parallel to the societal
and political changes taking place in Lithuania around
the 1990s when transitioning from the Soviet Union,
and its economic and ideological models, into the
independent state of today (and its neoliberal, capitalist,
and so-called western ideology).

In Unconditional Love, Jok$é observes and follows the
thread of family relations as it takes her to seemingly
ordinary, but tender emotional places. By filming and
interviewing her extended family in Lithuania and

the Lithuanian diaspora in Europe, she chronicles their
rituals and collects their memories in an attempt to
piece together a portrait of the ‘lost’ generation that her
parents belong to. Even though Joks$é’s research orig-
inates in the idea of generational divide and cultural
trauma, the space of Unconditional Love is tranquil.

It reaches beyond disappointment or conflict into a state
of shared familiarity, where one is resigned, resting,
joking, worrying, and sharing with each other. The
hours reveal the banality of unconditional love and its
necessity and brilliance against the banality of evil.
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Agné Joksé was born in Vilnius in 1993. She currently
lives in Copenhagen where she conducts her studies at
the Royal Danish Academy of Fine Arts. Prior to

her studies in Copenhagen, Joksé studied monumental
painting at Vilnius Academy of Arts. In her work, she
investigates questions surrounding experience, parallel
history, entangled relations, queerness, and language.

She typically works with writing, video, and performance.

In 2019 her work Dear Friend received the main award
at the contemporary art competition JCDecaux Prize,
organised by the Contemporary Art Centre, Vilnius.

In 2020 she presented Lezbynai at the inaugural group
exhibition of the art space Swallow in Vilnius. Her
work Dear Friend, has been performed at Mimosa
House, London, and screened as part of ‘Artists’ Film
International’, Whitechapel Gallery, London.
Unconditional Love was first presented at the contempo-
rary art festival “Today is Our Tomorrow’, organised by
PUBLICS, Helsinki.

Flo Kasearu

Violence Grows in Silence, 2021
Dried house plants

Upon entering the exhibition, the visitor is immediately
confronted with a work that prevents them from
wandering around but rather blocks easy access to the
space. Spread over the floor and the stairs, one encoun-
ters barely living and mostly dead plants usually found
within domestic environments. Collected over a longer
period of time, this accumulation of plants introduces
visitors both to the show and to the underlying meth-
odology of Flo Kasearu’s artistic practice: through
abstracting and recontextualising everyday objects, the
artist often wittily changes their meaning in order to
formulate a social critique. The work Violence Grows in
Silence therefore embodies the neglect and hindering of
growth as consequences of constant maltreatment.

Flo Kasearu was born in 1985 and is an Estonian artist
based in Tallinn. She works directly with social processes,
employing her characteristic humour and irony. She
has focused on topical questions such as freedom, pub-
lic and private space, the economic crisis and the role
and opportunities of women in society. Since 2013, she
has maintained a museum in her family home. Acting
as a memorial, it is dedicated to her own life and
career, bringing to the fore questions about the artist’s
role in society, as well as the institutionalisation of art.
Kasearu’s recent exhibitions and performances include
the solo exhibitions ‘Cut Out of Life’, curated by
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Cathrin Mayer, Tallinn (2021); ‘State of Emergency’,
curated by Kati Ilves, Tallinn (2021) and the group
shows ‘There and Back Again’, curated by Kati Kivinen
and Saara Hacklin, Kiasma, Helsinki (2018); ‘Soon
Enough’, curated by Maria Lind, Tensta Konsthall (2018);
and Performa 17 Biennial, curated by Esa Nickle and
Maaike Gouwenberg, New York (2017).

Zsofia Keresztes

Solitary confinement, 2020
Styrofoam, glass mosaic, fibreglass, glue, grout, metal
shelf, chain, expanding foam

Inconsolable presence, 2019
Styrofoam, glass mosaic, fibreglass, glue, grout, metal
shelf, chain, expanding foam

Circulation in Sorrow, 2019
Styrofoam, expanding foam, glass mosaic, glue,
fibreglass, grout, copper

Zsofia Keresztes’ sculptures operate on the threshold
of virtuality and reality, speculating how one world
extends to the other. Keresztes is interested in the
resulting fluid bodies or avatars, shapes shifting, forms
collapsing; a body that is mirrored through desire, pain
and empathy.

A reoccurring visual motif running throughout Keresztes’
works is a self-damming act of sharing, often expressed
on bodies conjoined like Siamese twins. Keresztes’
sculptures are caught in their monumental interdepen-
dencies, damned to their desires and bound by rope

or chain. Pain, compassion and empathy simultaneously
are never singled out phenomena, since neurologically,
the distinction between what one feels and what others
feel is not a clear one.
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Following the logic of the ambiguity of emotional
sensations, Zséfia Keresztes’ sculptures are amorphous
bodies that bleed into each other. Despite their mon-
umentality, they maintain a moment of fluidity, two
protagonists joined or mirrored, caught in an infinite
state of negotiations. The glass mosaics, which has
become a signature material for Keresztes, reflect their
surrounding and blur the boundaries of interiority and
exteriority, where Keresztes’ ambiguous bodies begin
and where the negotiations of consumption, defeat and
recreation starts.

Text: Laura Windhager

Zsofia Keresztes was born in 1985 in Budapest, where
she continues to live and work. Recent and upcoming
exhibitions include the Hungarian pavilion, 59th
Venice Biennale, curated by Moénika Zsikla (2022);
15th Lyon Biennale, Institut d’art contemporain de
Villeurbanne (2019); ‘100 artists in the city - ZAT
2019’, produced by Montpellier Contemporain (2019);
‘Liquid Bodies’, Philara Collection, Diisseldorf (2019);
Brno Art Open (2019); ‘Entomos’, duo exhibition

with Anna HulaCova, GHMP Museum, Prague (2018);
‘L’Esprit Souterrain’, curated by Hugo Vitrani, Domaine
Pommery, Reims (2018); ‘Orient’, curated by Michal
Novotny, Kim? Contemporary Art Center, Riga and
Bunkier Sztuki, Krakow (2018); ‘Somewhere in Between’,
BOZAR, Brussels (2018).

Jifi Kovanda
Black and white photography

1. Tribute to Jindrich Styrsky

17 January 1976, Prague Vinohrady Cemetery

...on the first of May, you’ll go to the cemetery, and there in
Section Ten, you’ll find a woman sitting on a gravestone. She
will be waiting for you to tell your fortune from the cards...
Jindrich Styrsky, Emilie Comes to Me in a Dream, 1933

according to a poem performed on the grave of Jindrich
Styrsky

2. 19 May 1976, Prague
I am piling up dirt, dust and cigarette-tips with my
hands... and when the pile is made I scatter it about...

3. 19 May 1976, Prague
I am carrying the water of the river in my hands several
metres down the stream...

4.Theatre

November 1976, Prague

I behave exactly according to the written script. My
gestures and movements are chosen so that not one of
the passers-by can guess he is watching a ‘performance’

5. 19 November 1976, Prague

6. 3 September 1977, Prague
Going down the street I’'m bumping into passers-by
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7. 28 October 1977, Prague
I’'m moving cautiously, so cautiously as if walking on
ice which can crack any moment

Courtesy SVIT Gallery, Prague

Jiti Kovanda (b. 1953, Prague) is one of the outstanding
conceptual artists of the Czech art scene. He organised
his first performances in public environments in Prague
in the mid-1970s. His minimal actions, all based on a
detailed scenario, were recorded through photography in
black and white and instruction leaflets.

In the eye of the artist, the work of art is made up of these
documents, these performances having no other aim than
the traces that are recorded. In his performances, those
mundane actions appear slightly off-key, allowing us,
through this combination of apparent simplicity and un-
balance, to grasp at the individual and what remains real
and human in a society under surveillance. After 1978,
Kovanda staged minimalist and poetic interventions still
recorded through a photograph and a text while the artist
vanished completely from his interventions which deal
with the very notion of traces. In the 1980s, Kovanda
turned to painting before abandoning all artistic practices.
His work was rediscovered only recently and Kovanda

has been active again creating installations, paintings

and performances as discrete still and poetical in which
he strives to find beauty in everyday life and to map out a
space where the individual can actually exist.

Vojtéch Kovafik

The Three Fates: Clotho, 2021
Acrylic and sand on canvas

The Three Fates: Lachesis, 2021
Acrylic and sand on canvas

The Three Fates: Atropos, 2021
Acrylic and sand on canvas

The ancient Greeks believed that the course of a person’s
life was determined by the three mythical goddesses
known as the Fates. They determined when life began
and when it ended. At the birth of each man they can
be seen spinning, measuring, and cutting the thread
which represents their life. Their names in Greek were
Clotho (‘the spinner’), Lachesis (‘the apportioner’) and
Atropos (‘the inevitable’). They lived in Zeus’ palace

on Mount Olympus, and were said to be even more
powerful than the gods themselves. Even Zeus was said
to be subjected to their decisions. The poet Homer
wrote in The Iliad that ‘it was the will of fate that the
Greeks destroy Troy’. They have been depicted by artists
throughout the course of history, since the time of the
ancient Greeks, both as beautiful young maidens and
as stern and severe old women, but their significance and
power in popular imagination has always stood fast,
and they can be found in literature as disparate as
Shakespeare’s Macbeth and Allen Ginsberg’s seminal
poem Howl.
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Voitéch Kovatik was born in 1993, Valasské Mezirici,
Czech Republic and lives and works in Roznov pod
Radhostem, Czech Republic. Iconography and
mythology are fundamental to his work. His large format,
forceful and vividly coloured compositions result in
impactful paintings that evoke the strength of sculpture.
Herculean figures are contorted, seemingly defeated

by the frame of the canvas, flaunting their blue, green,
and yellow flesh amongst vegetal backgrounds. This
purposeful exaggeration of human anatomy creates a
sense of honesty and naiveté, questioning the traditional
notion of physical strength and power. Kovarik was first
trained in ceramics and sculpture and started painting
later as an autodidact. This self-taught formation led
him to mix oil, acrylic, and spray paint suggesting relief
in a plane surface. His interest in Greek mythology
comes from its importance in the European cultural
collective unconscious but subverts its meaning by
reconstructing its most prominent characters. Kovarik
has held solo exhibitions with Mendes Wood DM,

Sao Paulo (2021); Mendes Wood DM at Villa Era,
Vigliano Biellese, Italy; L21 Gallery, Mallorca; Galerie
Derouillon, Paris (all 2020); The Cabine, Los Angeles,
CA; Public Gallery, London; Galerie Dukla, Ostrava,
Czech Republic; Galerie mesta Trince, Trinec, Czech
Republic; Berlinskej Model, Praha, Czech Republic (all
2019); Galerie OFF/FORMAT, Brno, Czech Republic
(2018).

Tomasz Kowalski

The Kiss 2020 (with Donat Kowalski), 2019
Plaster, clay

The Host, 2019
Oil on canvas

Stalker, 2019
Oil on canvas

Group of 32 works (all untitled)
Gouache and pencil on archival paper

I’ll start by going back to this puzzling dream I had in
the beginning of 2020, where moments before I woke
I saw in front of me an object with soft edges; a dark
green shape with a white background. At that time it
didn’t really resemble anything to me, it was just an
abstract two dimensional thing, but in the process of
looking at its detail I realised it was a vehicle, a car,
viewed from the side, moving through a border crossing.
The lines were very blurry but it was still an object
intact. Today, the idea of border crossings, or ‘transgres-
sion’ seems to adequately define the world, although

at the time I didn’t see it that way at all. And the motive
didn’t match any of my work to date. This drawing is
one of the first I made with our show in mind. During
this time I was also doing a lot of gouaches. Most of
them come from this cycle of improvised drawings,
which describe both sides of the traversed border depicted
in the first drawing. You could actually say that most
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of these works, rather than inhabiting the before or after
space of a border, exist in a no man’s land, in a sort of
‘presence’. Stalker was supposed to be a copy of a small
painting by Erna Rosenstein, (a post-war Polish surrealist
artist) which ultimately turned out to be something
completely different — the process was a strange and
emotionally exhausting experience. The relief, The
Kiss 2020, was made together with my father Donat
Kowalski, and based on a drawing of an empty interior
reshaping itself to various points of view. The other
thought that kept returning during the making of the
work was the haystack figure, psy-trance style, and
ergot — a fungus that attacks wheat, which during the
turn of the middle ages was noted to have once caused
mass hallucinations and poisoned entire villages due to
its mistaken use and spread via bread. This sometimes
caused the ‘dancing plagues’. I imagined that these
ergot-spiked villagers would, in their delirium, experi-
ence a sort of enlightenment and collectively perceive
more clearly their subjugation by the lords that ruled
over them, of the serfdom and the exploitation they
suffered in the system. All simultaneously woven

in with visions of future and a kaleidoscope of unknown
transhistorical imagery. Distribution, consumption,
group hallucination and collective experience: I was
interested in this chain of ideas. The mulch stack
(presented here in one of the works on paper) however
is a anthropomorphised piece of hay that appears in
the dramatic works of Stanislaw Wyspianski, an artist
and playwright from the turn of the century who is the
embodiment of the destructive tradition; a symbol of
vegetation, but also a kind of genie or Romantic spirit

that puts you into a sleepy trance that prevents you
from taking any action.

Tomasz Kowalski was born in 1984 in Szczebrzeszyn,
Poland. His work shapes a critical and associative
portrait of a present marked by accelerated change.
Kowalski’s paintings, sculptures and music capture the
diffusion of a centerless world and the ways in which
such conditions impact our perceptions of basic catego-
ries, such as selfhood, space and time. His works
suggest a conception of society where sleep, introspec-
tion, dreaming and wakefulness are equally present.
They assert the unconscious as a liberating force -

at once in and out of this world. Kowalski has had
solo exhibitions at the Contemporary Art Museum St
Louis and the CCA Ujazdowski Castle, Warsaw. He
has participated in group exhibitions at Kunsthalle
Wien; de Appel, Amsterdam; mumok, Vienna; Centre
Pompidou, Paris; MSN Warsaw; SMAK, Ghent; La
Casa Encendida, Madrid; Zacheta National Gallery,
Warsaw, among others. His works are in the public
collections of Centre Pompidou, mumok, MOCAK,
Frac des Pays de la Loire, Francois Pinault, Boros,
Olbricht Collections. He is the winner of the Guerlain
Foundation Drawing Award 2014. Kowalski runs
Alicja, a music label and radio programme releasing
various artists and his own music and sound-plays.




Edward Krasinski

Atelier — Puzzle, 1992

Photographic installation: b/w photographs, wooden
doors and frames, 12 pillars, blue Scotch tape.
Dimensions variable

Courtesy Muzeum Sztuki in £.odz

Photographs have been stuck on twelve pillars. Viewed
from the right, they arrange themselves, like puzzle
pieces, into the image of an apartment, complete with
furniture and a poster with a naked girl and marijuana.
Looking from the other side, we are welcomed by a
door, slightly ajar, with a name plate: H. Stazewski.
Connecting the split photographic image is a blue line,
Krasinski’s trademark stretch of blue Scotch tape and
the artist’s most famous gesture. He always stuck it at
the same height from the ground, 130 centimetres,
using it to claim the entire surrounding space, be it an
art gallery, a butcher’s store, his local Gruba Kaska
diner, or his own apartment and works.

The tape itself appeared for the first time by chance,
when Krasinski taped it around a couple of trees and
two little girls in Zalesie Gorne near Warsaw, during
a party at the artist’s house in 1968. Asked what the
gesture was supposed to mean, he replied that it was

either nothing or whatever the viewer thought it meant.

‘It would be conceited on the artist’s part to stick
pictures under people’s noses as objects to be admired.
I make places, walls, circumstances visible’, he said.
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Krasinski was friends with one of the pioneers of the
Polish avant-garde, Henryk Stazewski, with whom he
shared a studio in a block of flats in downtown Warsaw.
Following Stazewski’s death in 1988, Krasinski began
making his Hommage d Henryk Stazewski, an installation
with the photographs of the flat they shared.

Text: Maria Morzuch. Published in Abecadto, Jarostaw
Lubiak (ed.), Muzeum Sztuki in £.6dz, 2010

Edward Krasinski was born in Lutsk (now Ukraine) in
1925 and died in Warsaw, Poland in 2004. Known

for his radical gestures, he made history with his contribu-
tion to the 1970 Tokyo Biennial, for which he originally
sent sculptural pieces made of long blue lengths of rubber.
But when the shipment was late and the organisers
pressed, Krasinski sent a telex message consisting of
the word ‘blue’ repeated 5,000 times. The printed strip
was presented in the exhibition instead of the sculp-
tures, and the project was regarded as Poland’s first
conceptual work of art. Krasinski was one of the leaders
of the post-war Polish avant-garde. Muzeum Sztuki in
L.6d7 has the largest collection of the artist’s works.

Danuté Kvietkeviciuté

To Live, 1981-1982
Wool mix, wool, synthetic fabric, tapestry weaving

Grass (Dedicated to M.K. Ciurlionis), 1975
Wool, linen, tapestry weaving

At the Speed of Thought, 1978
Wool mix, wool, synthetic fabric, tapestry weaving

The Hours of Bloom. I & 11,2009
Linen, synthetic fabric, tapestry weaving

Courtesy Lithuanian National Museum of Art

As an artist, Danuté KvietkeviCitité matured in the
1970s and 80s, during the wave of individualism

in Lithuanian textile art. Her wall-mounted tapestry
is woven manually from natural fabrics such as
linen, cotton, wool, Moulinex threads, with some
occasional inclusions of synthetic materials.
Kvietkeviciuté’s early work is mostly folk-themed and
stylised after ethnographic motifs. In recent years
years, Kvietkeviciuté’s tapestry work has taken a
philosophical turn and addresses the human relation
with nature, space, the Universe, death, and the
fragility of being. Her work is highly emotional, met-
aphorical and associative. The precisely woven and
traditionally executed tapestries feature expressive
lines and colours against a singular background.
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Danuté Kvietkevi¢iuté was born in 1939 in Neravai
village near Druskininkai and is one of the most distin-
guished textile artists in Lithuania. She graduated
from the State Art Institute of Lithuania in 1966, and
started exhibiting her work both in Lithuania and
abroad a year later. Her work is featured in the collections
of the Lithuanian National Museum of Art, National
Museum of Lithuania, and the M.K. Ciurlionis National
Museum of Art.

Sasha Litvintseva

Every Rupture, 2020
HD video, colour, sound. 13 mins

A cruise ship during the Brexit referendum. A colony
of birds unwittingly killing the forest they call home.
A world in a pandemic. Nothing is a closed system.

In moving through these three ecologies the film ques-
tions what old images can mean after a rupture and
offers a space of mourning.

Sasha Litvintseva (b. 1989, Murmansk) is an artist film-
maker and writer researcher, whose work is situated

on the uncertain thresholds of the perceptible and the
communicable, organisms and the environment, and
entropy and quantification. It sits at the intersection of
media, ecology and the history of science. Her work
has been exhibited worldwide including solo presen-
tations at the Institute of Contemporary Art, London;
Berlinische Galerie, Museum of Modern Art Berlin;
Museum of Contemporary Art, Chicago; Union Docs,
New York; CIAP Kunstverein, Genk. Her work has
been screened at film festivals including Berlinale,
Rotterdam, Courtisane, and RIDM. Group presenta-
tions include Videobrasil; Moscow Young Art; Wroctaw
Media Art; and the Venice Architecture Biennale,
among many others.
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Natalia LL

Consumer Art, 1972-1975
16 mm film transferred to video, b&w, no sound.
15 mins 58 secs

Courtesy ZW Foundation, Torun / Natalia LL Archive

Natalia LL is one of the most important Polish
contemporary artists and her Consumer Art is considered
a groundbreaking work (along with Michalina
Wistocka’s texts) for the sexual revolution of the 1970s
in Poland. The film shows young, attractive women

at the time of consumption. This is elevated almost to
the status of erotic ecstasy. This happens for several
reasons. Firstly, foods like bananas or sausages were
almost unavailable in Poland at the time - they are
presented as luxurious and compared to fetishes: each
bite is a celebration. Secondly, Consumer Art is a spe-
cific manifesto of the power of women and feminism.
Natalia LL opposes the image of a naked woman in
art, created by men. It is a woman who photographs
other women, it is them who take control over how they
look and what they do, it is them who have power and
are not afraid of their own pleasure. The series (film and
photographs) is also connected to the Natalia LL man-
ifesto Transformative Attitude from 1972, in which she
wrote: ‘Art is in the process of becoming in every instant
of reality: to the individual every fact, every second is
fleeting and unique. That is why 1 record common and
trivial events like eating, sleeping, copulation, resting,
speaking etc.’
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Natalia LL, born Natalia Lach-Lachowicz in Zywiec,
1937 is a Polish intermedia artist and conceptualist
working with photography, performance, experimental
film, video, installation, sculpture and painting.

Her works fit into the currents of conceptualism, body
art, feminist art. From 1970 to 1981 she ran, together
with Andrzej Lachowicz, Zbigniew Dtubak and Antoni
Dzieduszycki, the PERMAFO Gallery, staging exhibi-
tions and designing publications. Their activities largely
contributed to the development of neo-avant-garde
tendencies in Poland. In 1977, she went to New York as
a Kosciuszko Foundation grantee. In May 2007, she
was awarded the Silver Medal for Merit to Culture -
Gloria Artis; in 2013 she received the Katarzyna Kobro
Award, given by artists to artists; and in 2018 she was
awarded the Rosa Schapire Art Prize. In 2018 (with ZW
Foundation) she created the Natalia LL Archive in
Torun. She currently lives and works in Wroctaw.

George Maciunas

Four copies of Thomas Kellein’s publication George
Maciunas: The Dream of Fluxus, 2007

Reproduction photographs of George Maciunas’
self-portrait George Maciunas Performing Cross-Dressing
Ballet for a Self-Exposing Camera, New York (c. 1966).
Five gelatin-silver prints. Exhibited at the Museum of
Modern Art, New York. Courtesy The Gilbert and

Lila Silverman Fluxus Collection Archive, The Museum
of Modern Art Archives, New York.

Instructions on how to read the Atlas of Russian History,
c. 1953
Print on paper

Courtesy Jonas Mekas Visual Arts Center, Vilnius

George Maciunas’ outstanding opus magnum of story-
diagrams was developed between 1953 and 1973. He
spent twenty years dealing with diagrammatic illustra-
tions of historic-political, cultural historical, economic
and artistic causalities. The spectrum of his work reaches
from the visualisation of scarce information all the

way to structures showing compact data. Through varying
methods he questioned historiography and the power
of imagery many times over.

A text forces one to read linear. A map allows its viewer

to follow his or her own inclinations, to skip around
without any obligation to follow a governing thought.
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It is different from the Atlas of Russian History. Maciunas
gives precise instructions: ‘Must be read backward
(starting with the last page). One can observe thus
geographic changes in time.’

George Maciunas was a Lithuanian American artist,
born in Kaunas in 1931. A founding member and the
central coordinator of Fluxus, an international com-
munity of artists, architects, composers, and designers,
he is most famous for organising and performing early
happenings and for assembling a series of highly influ-
ential artists’ multiples. As an urban planner, Maciunas
is credited as the ‘Father of SoHo’ for developing
dilapidated loft buildings and gentrifying the New York
neighborhood with artists’ cooperatives known as the
Fluxhouse Cooperatives during the late sixties.

Three months before his death in 1977, he married

the poet Billie Hutching. After a legal wedding, the couple
performed a ‘Fluxwedding’ at which the bride and
groom traded clothing. Rather discreetly compared to
his other practices, Maciunas practiced transvestism

in his later career. He remains enigmatic to this day, and
his reputation still elicits strong responses both from
artists and critics who have come after Fluxus, and by
those who knew him whilst still alive.

Doéra Maurer

Triolets, 1981
35 mm film transferred to video, b/w, sound. 11 mins

The film’s frame in Dora Maurer’s Triolets is a collage
of horizontally trisected frames in which three views
can be seen. Each of these three sections of the image
shows a separately recorded one-second-long camera
pan shot in the artist’s studio. The camera pans were
filmed with a 16 mm film camera equipped with three
different types of lenses (wide-angle, normal and tele-
photo). The resulting footage was divided horizontally
into three strips and rearranged into new collaged
compositions, each lasting 32 seconds, which were me-
chanically printed together into a single 35mm film.

Displacements, 1997
Animation (with Andras Kapitany), colour, sound. 4
mins

The point of origin of Déra Maurer’s conceptual
geometry was her Displacements serial board in 1972.
The start and site is a rectangular area whose sides
show a 5 to 4 proportion, partitioned into 10x10 units
by a horizontal and vertical grid. This area is covered
by two additional identical planar surfaces. The lower
layer is marked by warm, the upper one by cold-colour
diagonals. Both colour layers are further divided into
four equal fields each, the elements of the rule-governed
displacements or shifts. The fields take one step each,
one after the other, moving left to right according to
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the grid units. Through the diagonal movement of
the cold colours, the horizontal-vertical displacement
of the warm ones, and the promotion or enlargement
of individual details, quasi-images emerge, devoid of
traditional illustrative or depictive functions and yet
resisting the impression of impersonal theoretical prod-
ucts, being, as they are, playful artworks resulting from
sensitive, subjective gestures.

Text: Kristina Dékei. Published in folded time - film
retrospective, Floris Rdmer Museum of Art and History,
Gyor, 2018.

Courtesy Vintage Galéria, Budapest

Dora Maurer was born in Budapest in 1937 and is an
important figure of international and Hungarian art
history, who from 1968 as a dual citizen, commuted
between Vienna and Budapest, fostering the develop-
ment of the international network of relations of the
Hungarian neo-avantgarde. She is arguably the most
well-known Hungarian visual artist on an international
scale and has exhibited extensively, most recently taking
part in large-scale group exhibitions at the Centre
Pompidou, Paris; The Art Institute of Chicago; MoMA,
New York; Whitechapel Gallery and Tate Modern,
both London. Solo exhibitions include White Cube,
London (2016 and 2019) and an acclaimed retrospective
at Tate Modern (2019-2020), which can be considered
a milestone — not only for the life oeuvre of the artist,
but more generally also for the international reception
of Hungarian art.

Jonas Mekas

Lithuania and the Collapse of the USSR, 2009
Video, colour, sound. Shown on four monitors.
286 mins

Courtesy The Film-Makers’ Cooperative, New York

This video is made up of footage that I took with my
Sony from the television newscasts during the collapse
of the USSR, with the home noises in the background.
It’s a capsule record of what happened and how it
happened during that crucial period as recorded by the
television newscasters. It can be also viewed as a classic
Greek drama in which the destinies of nations are
changed drastically by the unbending, bordering on
irrational. The will of one single man, one small nation
determined to regain its freedom, backed by Olympus
in its fight against the Might & Power, against the
impossible.

Jonas Mekas

Jonas Mekas was born in the farming village of
SemenisSkiai, Lithuania in 1922 and died in New York
in 2019. In 1944, he and his brother Adolfas were
taken by the Nazis to a forced labor camp in Elmshorn,
Germany. After the War he studied philosophy at

the University of Mainz. At the end of 1949 the UN
Refugee Organization brought both brothers to New
York City, where they settled down in Williamsburg,
Brooklyn.
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Two months after his arrival in New York he borrowed
money to buy his first Bolex camera and began to
record brief moments of his life. He soon became
deeply involved in the American Avant-Garde film
movement. In 1954, together with his brother, he
started the magazine Film Culture, which soon became
the most important film publication in the US. In
1958 he began his legendary Movie Journal column
in the Village Voice. In 1962 he founded the Film-
Makers’ Cooperative, and in 1964 the Film-Makers’
Cinematheque, which eventually grew into Anthology
Film Archives, one of the world’s largest and most
important repositories of avant-garde cinema, and a
screening venue.

During this time he continued writing poetry and making
films. He has published more than 20 books of prose
and poetry, which have been translated into over a
dozen languages. His Lithuanian poetry is now part of
Lithuanian classic literature and his films can be found
in leading museums around the world. He is largely
credited for developing the diaristic forms of cinema.

Markéta Othova

Her Life, 1998
Black and white photograph from a series of 6
photographs

Courtesy National Gallery in Prague

Although Markéta Othova’s photographs are almost
exclusively black and white, her work does not fit into
the traditional tropes of documentary or art photography
with which the black and white medium is usually
associated. Large in scale, low in resolution, unframed
and pinned to the wall, her images are distinctly pre-
sented and structured through carefully edited linear
and grid-like sequences interspersed with the occasional
stand-alone photograph. Quite often she would take
photos from a window, as the street was always a more
hostile environment for a female photographer.

Markéta Othova (b. 1968, Brno) studied at the
University of Applied Arts in Prague. She has worked
with photography since the early 1990s and lives and
works in Prague. Her work reflects the strong Czech
tradition of avant-garde photography, yet she does not
follow that tradition blindly. Othova’s photographs are
informed by a strong emphasis on structural relation-
ships. This emphasis on relational structure contrasts
with the seemingly casual subject matter of her photo-
graphs - interiors, street scenes, landscapes, and still
lifes. Literature, music, and film inform Othova’s work
as much as the history of photography itself, and in
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some of her recent works she has been concerned, in
particular, with the temporal aspects of photography.
Othova has exhibited nationally and internationally
at venues including Bonner Kunstverein; The
Photographers Gallery, London; Prague Biennial

II; MNM Neues Museum Niirnberg; and Carnegie
Museum of Art, Pittsburgh among others.

Jaakko Pallasvuo

Soft Book, 2021
Digital prints on synthetic fabric

Soft Book is a selection of pages from a larger book made
by the artist. The book is too complicated to be described.
The book doesn’t exist. The plot was confusing, I didn’t
like it. The book is unfinished. The book can’t be pub-
lished, there’s no market for it.

Jaakko Pallasvuo (b. 1333, Helsinki) is an artist.
Pallasvuo makes videos, texts, performances and
installations that explore the anxieties of being alive
now, and the prospect of living in some possible future.
In recent years their work has been presented at the
International Film Festival Rotterdam, Museum of
Modern Art in Warsaw, Kim? Contemporary Art
Center in Riga, and Contemporary Art Museum of
Estonia (EKKM) in Tallinn among other places.
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Agnieszka Polska

Ask the Siren, 2017
UHD video, colour, sound. 10 mins 25 secs

Ask the Siren is a short film presenting the historical
and cultural connotations of the figure of the mermaid
in the context of Eastern European history. In poetic
fashion, the film attempts to describe the siren as a
symbol representing the Polish identity crisis, which is
rooted in the annihilation of Poland’s pagan history
during the Christian colonisation of the region in the
10th century. The filmic character presents itself as a
being not able to be classified in any social or biological
category.

Agnieszka Polska (b. 1985, Lublin) is a visual artist who
uses computer-generated media to reflect on an indi-
vidual and their social responsibility. She renders the
ethical and societal challenges of our time into immer-
sive, meditative films and installations. Her works, often
constructed from affective sound and visual stimuli,
examine processes of influence and legitimation in the
fields of language, consciousness and history. Polska
has presented her works in international venues, includ-
ing the New Museum and the MoMA in New York,
Centre Pompidou and Palais de Tokyo in Paris, Tate
Modern in London, and the Hirshhorn Museum in
Washington, DC. Her solo exhibitions were organised
by Hamburger Bahnhof, Berlin; Frye Art Museum,
Seattle; Nottingham Contemporary; and Salzburger
Kunstverein, among others. She took part in the
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57th Venice Biennale, 11th Gwangju Biennale, 19th
Biennale of Sydney and 13th Istanbul Biennial. In 2018
she was awarded Germany’s Preis der Nationalgalerie.

Nada Prlja

Queue, 2007
Site specific installation. Metal poles, ribbon.
Dimensions variable

The installation Queue makes reference to the phenoms-
enon of waiting in line, and specifically to the obligatory
queuing at the passport control desk of an airport,
upon arrival to a foreign country. The symbol of a divi-
sion becomes more evident at the border control of
EU countries, where the designated areas for the queuing
of non-EU passport holders are always larger, thereby
illustrating the increased complexities for the citizens
of certain nationalities in passing these borders.

The visitors, upon entering Queue, find themselves
waiting or meandering slowly through narrow passages,
without the possibility of redirecting their own move-
ment and escaping the maze-like structure created by
the ribbon and metal poles. Queue changes the visitors’
perspective of the space, people and objects around
them by extending the duration of the visitors’ pres-
ence within the installation, prompting contemplation
about the act of confinement.

Nada Prlja (b. 1971, Sarajevo) is an artist whose prac-
tice challenges critical discourse around issues

of current politics, human rights, migration and the
transition of ex-socialist countries. Prlja represented
the Pavilion of North Macedonia at the 58th Venice
Biennale (2019) and has participated in several other

65



biennales: Manifesta 8, 7th Berlin Biennale, Innsbruck
International Biennial, 5th Moscow Biennale (Film
Program), 28th International Printmaking Biennale
and IV Bienal del Fin-del-Mundo, alongside numerous
group and solo exhibitions. Prlja has lived in Sarajevo,
Skopje and then London. She currently lives and works
between Copenhagen and Skopje. She co-directs SIA-
MK, an independent art institution.

Anni Puolakka

From the Heart, 2021
Video installation. 4K/HD single-channel video,
colour, sound. 14 mins 14 secs. Mural, acrylic paint

Inside a sleeping human, Toxoplasma gondii takes hold.
The single-celled parasite tells stories about its journey
to the heart and a fatal encounter with a fetus.
Toxoplasma gets excited when the human wakes and
starts moving. Its life is an intimate tour. It is part of
the human it inhabits.

In From the Heart, Anni Puolakka’s video and mural play
with boundaries in relation to beings and places.
While boundaries are leaky, often artificial and political,
they sometimes appear incredibly solid, for example

in language and thought. What does it mean to not be
able to see the other side - life inside your own body

or in a community other than your own? Can fantasies
and fiction defy illusory boundaries?

Anni Puolakka was born in Oulu, Finland in 1983 and
is an artist based in Helsinki. They make videos, instal-
lations, images and performances which incorporate
autobiographical materials into fictional worlds. The
works play with the boundaries and potential of human
animals who seek meaningful and vibrant involvement
with other beings (such as cows, mosquitoes or
Toxoplasma gondii), objects and surroundings. Puolakka
has exhibited at the Latvian National Museum of

Art; EMMA Espoo Museum of Modern Art; EMAF
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European Media Art Festival. Osnabriick; Polansky
Gallery, Prague. Future shows will take place at Kiasma
Museum of Modern Art, Helsinki; Helsinki Art
Museum HAM; Cordova, Barcelona. Puolakka graduated
from the Piet Zwart Institute in Rotterdam.

Karol Radziszewski

The Gallery of Portraits (2020-ongoing)
20 paintings. Acrylic on canvas

In 2017 Karol Radziszewski created twenty-two paintings
of the ‘Poczet’ - a Polish word that once referred

to the smallest unit of the army of Polish-Lithuanian
Commonwealth (1569-1795), and later described a
group of people of common descent or performing

a specific role. Radziszewski’s series portrayed the most
prominent queer representatives from the worlds

of art, culture, science, and Polish politics. In 2020 he
started a new series called The Gallery of Portraits,
painted in a similar style as a natural extension of the
first one. The new portrait series does not follow

the strict chronology of ‘Poczet’ and also expands geo-
graphically to the broader Central Eastern European
region and other countries. The first portrait in the new
series was that of the Ukrainian poet and national

hero Lesya Ukrainka (1871-1913); the second was the
Polish oppositionist and member of the Solidarity
movement, transgender activist Ewa Hotuszko (b.
1950); followed by Ljuba Prenner (1906-1977), a trans
writer and lawyer from Slovenia. Among the other fig-
ures are painters, writers, poets, an intersex war hero,
a filmmaker, a chess player, a pianist and an actress.
Collectively, they have roots in Armenia, Belarus, Croatia,
Czech Republic, Estonia, Hungary, Latvia, Poland,
Romania, Slovakia, Slovenia and Ukraine. From
Lithuania the series includes lesbian photographer
Veronika Sleivyté (1906-1998), poet Janina Degutyté
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(1928-1990) and gay photographer Virgilijus Sonta
(1952-1992). This open and ongoing monumental work
is an attempt to redefine a new non-heteronormative
view of history.

Queer Archives Institute, 2021
Installation

The Queer Archives Institute (QAI) is a nonprofit or-
ganisation founded and created by Karol Radziszewski.
Its main objective is to research, collect, digitise,
present, analyse, and offer an artistic interpretation of
queer archives with a special focus placed on Central
and Eastern Europe, as well as other ‘peripheral re-
gions’. Founded in 2015, the QAI is a long-term project
welcoming curators, artists, activists, and academic
researchers.

The installation presents a selection of archival mate-
rials from the QAI collection. It includes photographs,
medals, graphics, queer zines and magazines from
Belarus, Bulgaria, Czech Republic, Poland, Romania,
Slovenia and Ukraine. One of the vitrines is dedicated
to Lithuania and was prepared in collaboration with
the poet and art critic Laima Kreivyté.

The installation includes two videos. The interview
with Croatian fashion designer and transgender activist
Romana Banti¢ (13 mins, 2016) is part of a larger col-
lection of video oral histories created by Radziszewski
in the context of the QAI. Afterimages (15 mins, 2018)
presents a roll of film that Ryszard Kisiel accidentally

exposed twice, in which snaps of gay cruising spots
taken in Tri-City in the late 1980s were superimposed
onto a previously taken explicit erotic photo session.
The images are accompanied by a voice-over by Kisiel,
commenting on the depicted places and weaving in
anecdotes with historical accounts. The archives of
Ryszard Kisiel are a core part of the QAI collection,
which Radziszewski has been working on since 2009.

Courtesy the artist and BWA Warsawa

Karol Radziszewski was born in Biatystok, Poland in
1980. He is an interdisciplinary artist who makes
paintings, films, photographs, and installations. His
archive-based methodology incorporates a range

of cultural, historical, religious, social, and gender
references. He has often reinterpreted the work of other
artists, mainly the Eastern European neo-avant-garde,
culling out their queer motifs or coming at their work
from a queer and feminist perspective. Using the tools

of appropriation art, he attempts to rewrite the official
history and create his own narrative. Since 2005 he

is publisher and editor-in-chief of DIK Fagazine. He
founded the Queer Archives Institute in 2015. His work
has been presented in institutions such as the Museum
of Modern Art, Zacheta National Gallery of Art, CCA
Ujazdowski Castle, Warsaw; Whitechapel Gallery,
London; Kunsthalle Wien, Vienna; New Museum, New
York; VideoBrasil, Sao Paulo; TOP Museum, Tokyo;
PERFORMA 13, New York and Muzeum Sztuki in
L6dz among many others.
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Marija Teresé RoZanskaité

Cosmic Composition, 1979
Oil on cardboard
Courtesy family of the artist

Reinforcement Rods, 1986
Oil on canvas
Courtesy family of the artist

Disease, 1989
Oil on canvas

Courtesy Lithuanian National Museum of Art

Space, 1970
Assemblage
Courtesy family of the artist

Assemblage, 1992
Courtesy family of the artist

Evening, 1976
Oil on cardboard
Courtesy family of the artist

Heart surgery, 1974
Oil on cardboard

Courtesy Lithuanian National Museum of Art

The works of Marija Teresé¢ RoZanskaité stand out
in the context of modern Lithuanian art. The artist
became famous for her ‘medical’ paintings: scenes of
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heart operations, x-ray laboratories and hospitals. For
Rozanskaité, the process of looking is very important
in itself — not only at the painting, but also through
it, thus opening the inner spaces of the work.

[...]

In her paintings, assemblages, actions and installations,
she portrayed marginal situations and uneasy spaces
that clearly illustrate the clash of people and machines,
of the individual and society. In capturing transforma-
tive existential moments of birth, illness and death, she
used sharp colour combinations, photorealist Pop art
aesthetics, and found objects.

Text: Laima Kreivyté. Published in Marija Teresé
RozZanskaité: X-Rays, National Gallery of Art, Vilnius,
2013

Marija Teresé Rozanskaité (b. 1933 in Linkuva, d. 2007
in Vilnius) was a Lithuanian artist famous for her bold
work and life story. Having survived her father’s execu-
tion, deportation and starvation, in 1947 together with
her mother she returned to Lithuania. However, it was
not until 1953, when Stalin died and the repressions
eased a little, that RoZanskaité dared to enter, and did
enter, the State Art Institute of Lithuania. The artist’s
work was rarely seen in exhibition spaces, and she had
difficulties adapting to the Soviet system and the local
art community. With her work, RoZanskaité broke the
official standards of Soviet art, as she created assem-
blages, collages, and nature installations. RoZanskaité
taught at the Vilnius Justinas VienoZinskis Art School

for thirty years, and her own work received more
serious recognition only after her death. Her larger
personal exhibitions were held at the Contemporary
Art Centre (2003, curator Jonas Valatkevicius) and
the National Gallery of Art (2013, curator Laimuté
Kreivyté).



Adam Rzepecki

Project of the Father Pole memorial, 1981
Black and white photograph

This work was created as a response to the cult of the
Mother Pole spread in Poland by the propaganda of the
late communist regime.

Mother of God with mustache, 1983
Postcard, ink

Mother of God with mustache is a cheap reproduction

of the Black Madonna from Czestochowa, with a mus-
tache drawn on by Rzepecki. This rebellious gesture

is also a nod to Duchamp and his Mona Lisa. Rzepecki
was particularly interested in Duchamp and revisited
his figure in his practice a few times.

Courtesy Dawid Radziszewski Gallery, Warsaw

Adam Rzepecki was born in Krakéw in 1950, where
he continues to live and work. He studied Art History
at the Jagiellonian University in Krakow. Since 1979
he has been a member of the L.6dz Kaliska group,
participating in all of their exhibitions, and since 1990
the Stacja Pi.Stacja group. Between 1978 and 1981 he
ran the famous Jaszczury Photo Gallery in Krakéw. In
the 1980s he co-created the artistic initiative Pitch-in
Culture (Kultura Zrzuty). Rzepecki is one of the most
important Polish artists of the 1980s and one of the
first to ever undertake gender issues. His art is politically
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marked, while being full of bitter humor of the sad
decade of the 1980s in Poland. His works can be found
in almost all of the most important museum collections
in Poland.

Kirill Savchenkov

Flat Tiger, Paper Node, 2021
Multi-channel sound installation

Peaceful protesters are being hunted by the authorities
after the fact with the help of artificial intelligence. The
technology is haunted by the ghosts of autonomous
weaponry, and shadows of the ones who operate it. The
media becomes a weapon, inflicting the new type of
wounds on ones who witness the hybrid war unfolding
in the digital realm. It becomes apparent how these
new wounds, described by Catherine Malabou, are
now used by the informational autocracies, as a means
of political repression. Kirill Savchenkov explores the
study of such injuries, modeling a situation in which

a conflict is controlled by artificial intelligence, an
autonomous system that runs out of control. The story
of this accident is presented as a poetic polylogue of
participants and witnesses.

This artwork was created with the support of Garage
Museum of Contemporary Art, Moscow, for the

exhibition ‘Assuming Distance: Speculations, Fakes,
and Predictions in the Age of the Coronacene’, 2021.

Kirill Savchenkov was born in 1987, Moscow and works
with various media including mediated sculpture, in-
stallation, performance and sound. His artistic practice
investigates the questions of hidden power and the
formations of violence, new traumas acquired within
production, experience, power and culture. The works
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highlight the metabolism of technology, informational
autocracy and media weaponisation. In 2018 the Vadim
Sidur Museum presented his solo show ‘Ch(k)ris(tin).
Close Air Support’. In 2017, his solo exhibition ‘Office
of Sensitive Activities/ Applications Group’ (supported
by V-A-C Foundation) was shown at Moscow Museum
of Modern Art. In 2016, Savchenkov presented work

at the Museum of Skateboarding as part of the Power
and Architecture programme at Calvert22, London.

He took part in the exhibition ‘Time, Forward!” at V-A-C
Zattere, Venice (2019) and participated in the Ural
Industrial Biennial of Contemporary Art (2019, 2017)
and in the 12th Gwangju Biennale (2018). He received
the Innovation Prize, New Generation, Russia, (2018)
and was a grant recipient of the Garage Museum of
Contemporary Art (2017). He has been teaching at
Rodchenko Art School since 2013.

Sergey Shabohin

Mandrake Gardens, 2020
Two-channel video, colour, stereo sound. 15 mins

After the closures during the pandemic lockdown,
Berlin clubs started throwing illegal parties in the city
parks. The Hasenheide Park rave parties with their
crowds of thousands were particularly notable. The
park happens to be a popular queer community spot;
its densely vegetated terrain is particularly suitable
for cruising and orgies, which has become a case of
need after the closure of the city’s sex clubs and Dark
Rooms. These events coincided with the electoral
campaigning in Belarus. The government hampered
the work of the opposition by arresting the candidates
and over-regulating campaigning locations. In Minsk,
the number of spaces for political campaigning was
reduced to only six, and the Friendship of Nations Park
turned out to be most suitable. The protest held by

the official presidential candidate Svetlana Tikhanovskaya
on 30 July 2020 proved to be the largest opposition
campaign to date. The event, held three days before the
election, was not meant to repeat the earlier success

as it was forcibly disrupted by the acting government.

During that time, Shabohin started creating an entire
archive dedicated to these developments and the events
related to them. The two screens juxtapose pairs of
seemingly unrelated contexts: illegal rave parties and
official electoral campaigns; the soft reaction of Berlin’s
police and the aggressive crackdown of forces in Minsk;
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the sexuality of cruising and the energy of the protesters;
the white LGBTQ+ bands hanging from the trees and
the white bands carried around as symbols of the pro-
test movement; the myth about mandragora that grows
from the male seed and the Belarusian mythology with
its ‘potato semiotics’; etc. This double video is not so
much about the mere juxtaposition of these two contexts,
but rather a demonstration of how the relentless pas-
sion for life and struggle for freedom both unfold in the
background of the city parks.

Sergey Shabohin (b. 1984, Novopolotsk, Belarus) is an
artist, curator, and critic and the founder and editor

of ARTAKTIVIST.org. Shabohin is also co-founder and
chief editor of KALEKTAR.org; a research platform
and the encyclopaedia of Belarussian art. In 2011,
during the wave of civic activism, Shabohin declared
the necessity to transition from the partisan strategies
in Belarussian art to art activism, and launched Art
Aktivist, a platform dedicated to the most poignant
debates and the general politicisation of Belarussian
art scene. In 2011, Shabohin started working with art
archives with the aim of developing a series of personal
museum projects. As of 2021, Shabohin is running

13 individual projects. His main interests include:

a critique of cultural system; the roles of contemporary
museums and archives; the invisible histories and com-
munities; queer theory; the fears of Belarussian society
and its understandings of social body. In 2016, Shabohin
emigrated to Poland, and since 2020 lives and works
between Poznan and Berlin.

Jura Shust

Neophyte 11, 2021
Dual screen Ultra HD video, 28 mins 51 secs.
Pine tree branches, pancakes

At a time when Belarus is shaken by a major political
crisis accompanied by mass protests and unprecedented
repressions, while the whole world is gripped by a pan-
demic, a group of Belarusian millennials finds themselves
in a parallel reality. In Jura Shust’s looking-glass world
time moves in a loop, the past and the future are united,
and each sound echoes over the tree crowns to get back
to the throat that screamed it. A constellation of eye-like
lakes is surrounded by a sacred forest - no one counts
days or nights here, and every morning the light is born.

Accompanied by an artist who is both a mediator and
a cameraman, the young people in Neophyte II explore
decentralised nature, moving through it with their
minds and bodies. Testing the apotropaic properties of
the nettles, they flog each other with them, decoding
burns, and extracting chlorophyll from the shoots,
which contains a chemical formula almost identical to
hemoglobin. A shelter for magical and partisan forces,
the forest becomes a place of protection, a territory of
nonlinearity and freedom.

Jura Shust was born in Maladzyechna, Belarus in 1983
and is now based in Berlin. He graduated from the
Higher Institute for Fine Arts, HISK in Ghent and holds
a MA in Fine Arts from KASK in Ghent and a BA in
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Media Communication from EHU, Vilnius. Shust ex-
amines the relationships between ritual and discipline,
contemporary biopolitics, science and technologies.
Intrigued by modern polysemy, informational intoxication,
and the desire for oblivion, he reflects on how the
mythological overlaps with the technological, inspired
by the sacral concept of the human mind’s incorporation
into a global system. Since 2012 he has collaborated
with the Museum of Contemporary Art GFZK in
Leipzig; Contemporary Art Museum S.M.A.K., Ghent;
Museum de Domijnen, Sittard, The Netherlands;
Calvert 22 Foundation, London; Blaffer Art Museum,
Houston, Texas.

Janek Simon

Polyethinc 1, 2016
3d printed polylactic acid

Polyethinc 3, 2016
3d printed polylactic acid and other plastics

Polyethinc 12, 2019
3d printed polylactic acid and other plastics

Janek Simon’s series of sculptures have been printed
with a DIY 3d printer and represent figures that merge
ethnic motifs from India, Africa, South America,
Europe, and Poland. They are inspired by ‘fakeloric’
sculptures sold to tourists at the Lekki Market in
Lagos, which are hybrids of motifs derived from various
cultures in West Africa. The sculptures deconstruct
seemingly homogenous identity concepts, which in reality
emerge through complex symbolic and cultural pro-
cesses, constantly (re)constructed and (re)negoti-ated.
The sculptures propose a folk art not tied to any specific
place but to all of them.

Synthetic Poles, 2019
Digital print. Dimensions variable

Synthetic Poles comprises a series of synthetic photo-
graphic portraits created by a neural network model
(DcGan) trained by the artist on a set of Polish faces
stolen from online film extras databases. The work
demonstrates how artificial intelligence (AI) learns to
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evaluate databases and how it processes and produces
new images. If Al can render new Poles, what if it is
used to distinguish Poles from non-Poles, healthy from
sick, young from old? The piece is also a speculation
on face profiling as public information, segregation,
and supervision in the age of intelligent machines, and
their legal, ethical, and social implications.

Courtesy Raster Gallery, Warsaw

Janek Simon (b. 1977, Krakow) is a conceptual artist
and an occasional curator based in Warsaw. The main
emotional motivation behind his work is curiosity.

On a more concrete level he is inspired by travel, the
history of science and political ideas, and the practice
and ethics of DIY culture, always filtering the theories
through his personal experience. In recent years he
has developed a body of work investigating notions of
distance and difference between places, working on
projects that try to remap the semi-peripheral position
of Eastern Europe through geographical experiments.
His work has been shown, among others, at Manifesta
7, Liverpool Biennial, Prague Biennale, and numerous
individual exhibitions in major public art institutions
in Poland and elsewhere including Arnolfini, Bristol;
Casino Luxembourg; Zacheta National Gallery of Art,
and Ujazdowski Castle Centre for Contemporary Art,
both Warsaw.

Martina Smutna

Selfie, 2019
Oil on canvas

Mother, 2019
Oil on canvas

Feast, 2019
Oil on canvas

In the series of paintings Mother, Selfie and Feast 18th
century aristocrats can be seen trapped in a contem-
porary debate about climate change or other eclectic
depictions. Martina Smutna likes to bring historical
references to her work and mix them up with symbols
from our present. This cross-cultural dialogue over
centuries ironically raises a question as to whether our
society has progressed as much as we think it has or
whether we are stuck at reproducing an old social order
but under a more up-to-date surface. The only deter-
mined person here is the mother carrying her child
through an exploited landscape.

Smutnd’s paintings transgress the confines between the
past, present and an apocalyptic future and portray

the relation between the pursuit of change and disciplined
inertia, and the tension between power and powerlessness.

Cuddle,

2020 (from the series Beyond nuclear family)
Oil on canvas
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Tighten,
2020 (from the series Beyond nuclear family)
Oil on canvas

In the series Beyond nuclear family Martina Smutna works
with the common denominator of family bonds as
mirrors of social and cultural norms as well as fragile
layers of family symbiosis and mutuality. A functional
family based on equal relations and emotional satis-
faction is often more utopian in today’s society than
bizarre science fiction scenarios. The painting, Cuddle,
of a mother embracing her adult daughter accentuates the
moment of mutual support, a two-way flow of information
as well as complex emotions. Healing these fundamental
relations could be the key to the visions of a future
society that does not stick to existing hierarchies and
cultural and biological ‘predetermination’. In Tighten,
by depicting a child tied tightly to her mother, she ad-
dresses the issue of exhaustion as well as the transfer of
traditions, emotions and needs of two interdependent
human beings.

Martina Smutna was born in 1989, Kyjov, Czech
Republic and is a PhD student at the Academy of Fine
Arts in Prague. She considers her artistic work as a
language through which she can speak about intimate,
personal subjects but also general social issues. Her
theoretical work is interconnected with her work as a
visual artist. She was a finalist in the EXIT Award (2015)
and the Critics’ Award (2014), and has participated

in the residency programmes of the Izolyatsia Cultural
Center in Kiev and the Czech Center in Bucharest.

She received a fellowship at the Academy of Fine Arts
in Vienna where she developed her doctoral subject
focusing on the origin and consequences of using the
gender-different indication, such as ‘female painting’.
She has published interviews, stories and several
articles in local political and feminist-oriented media.
She has forthcoming exhibitions at EXILE, Vienna and
TRAFO, Szczecin.



Anastasia Sosunova

Another Dinner Ruined, 2021
Salt dough, zinc, epoxy resin, stickers, pvc sheet, spray
paint, cardboard, steel. Dimensions variable.

Inspired by the writings of Sarah Ahmed, Sosunova
approaches the object of the table as a place of conviv-
iality and encounter, but also a theatre of debate and
potential dissonance. In this work, the artist refers to
the Eastern European myth of Samobranka and stages
a magical tablecloth which according to tales provides
an abundance of food appearing out of thin air, but
might offer spoiled or oversalted meals in case of its
mistreatment. Employing this symbol as a metaphor for
invisible domestic labour, Sosunova sets the tablecloth
with a series of Karavai pie sculptures which magically
materialise on the table. Traditionally symbolising

an act of acceptance to the community, here the Karavai
pies reveal a rather toxic metallic core with monstrous
etchings. The table implies a collective audience,

but who is actually welcomed to join the buffet remains
unclear.

Agents, 2020
Single-channel video, colour, sound. 14 mins 57 secs

Agents is a moving image work created during the spring
of 2020, which contemplates folk art history and
observes the effect of strict quarantine measures on peo-
ple and their creativity. Revisiting and filming the
sites of traditionally carved wooden public sculpture
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that include the motifs of her region, Sosunova notices
how forests and parks are gradually filled with sponta-
neous vernacular art and temporary structures by its
visitors. Investigating the agency behind the folk art
revival and the vernacular creativity, the protagonist of
the video initiates a dialogue with a wood artisan to
express suspicions and learn what lies behind their in-
tentions to reproduce ethnic art imagery and myths. As
the conversation unfolds on whether the agency may
be distributed around a host of artefacts enrolled in the
realisation of our original intentions, the two in the car
wait for an ‘agent’ to be sighted in the flesh and action.
(For artistic purposes the dialogue with wood artisan
Gintaras Cernius was scripted and edited)

Anastasia Sosunova’s (b. 1993, Visaginas, Lithuania)
interdisciplinary practice consists of video, installation,
sculpture, graphic, and texts. By employing personal
stories, images framing locations, and subtle material
gestures that people leave in their habitats, Anastasia
weaves wider stories about the communities and
identities to come. She has recently participated in ‘On
Survival’ at Galerie Britta Rettberg, Munich (2021);
2nd Riga International Biennial of Contemporary Art;
‘Artists’ Film International’, Whitechapel Gallery,
London; ‘Double Exposure / Roots to Routes’ at
Manifesta 13, Marseille (all 2020); “The Vampire Squad
from Hell’ at the Wrong Biennale, 2019, among

others. Publications include Express Method published
by Swallow in 2021 and the digital artist’s book Detox
Siblings (2019).

Mladen Stilinovié¢

Artist at Work, 1978
8 black and white photographs

Tijelo (Body), 1977
32 black and white photographs

Courtesy Galerie Martin Janda, Vienna; Branka
Stipanci¢, Zagreb

The activity of the contemporary unofficial artist in
socialist countries — who is not commissioned by the
state and involved in the ideological education of the
citizens - is regarded as being lazy or not working. This
theme was dealt with in a series of black and white
photographs created in 1978, Artist at Work, showing
the artist in bed. In the photos, Stilinovi¢’s eyes are
sometimes closed, as if he were asleep, then they are
open again, as though he were thinking about something.
In some photos he is turned towards the viewer, in some
he has his back turned. The various positions subtly
reflect the ambiguous position of artistic work and its
status in (socialist) society. Yet the tone of the work

is not tragic; on the contrary, with a certain irony and
self-assured nonchalance the photos also transport
something of the comfortableness and benefits of being
an artist. If the social consensus is that artists are lazy,
then you can either try hard to prove the opposite, or -
like Stilinovi¢ - assert this idea specifically as a quality
with an incomparable potential for private life and
artistic practice.
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Text: Mari Laanemets in ‘Money Room’. Published in
Mari Laanemets, Soren Grammel, Grazer Kunstverein
(eds.), Mladen Stilinovic. On Money and Zeros. Revolver
Publishing, Berlin 2008.

Mladen Stilinovi¢ was born in Belgrade, Serbia in 1947
and died in 2016 in Pula, Croatia. He was one of

the leading figures of Conceptual Art and the New Art
Practice in Central and Eastern Europe. Stilinovi¢’s
works are based on the idea of social and art critique.
They are often witty, and come with a dose of irony

and cynicism illustrated for example in his work, Money
is Money, Art is Art. He was one of the founding mem-
bers of the informal neo-avantgarde, Group of Six
Artists (Grupa Sestorice autora), together with Vladimir
Martek, Boris Demur, Zeljko Jerman, Sven Stilinovi¢
and Fedomir Vucemilovi¢. The group was active in
Zagreb from 1975 to 1979. Stilinovi¢’s work has been
shown in multiple national and international group
and solo exhibitions, including the 57th Venice
Biennale (2017); Carnegie International, Pittsburgh
(2013); 11th Istanbul Biennial (2009); documenta 12,
Kassel (2007); 15th Biennale of Sydney (2006).

Emilija Skarnulyté

Ungrounded Archive, 2020
4K video, colour, sound. 12 mins

In her films, Emilija Skarnulyté investigates the shift-
ing boundaries between documentary and fiction. She
works primarily with deep time, from the cosmic and
geologic to the ecological and political: feeling out all
kinds of non-human and post-human scales, in the
depths of space and time.

Ungrounded Archive continues the topic of post-human
mythology and fictional visual meditation about con-
temporary science from a future archeology perspec-
tive. The film explores the untethering of archives from
their specific place on the surface of the planet. Derrida
has a lot to say about the importance of the place of
the archive, but of course once we bury an archive

(of papers or waste) it becomes disconnected from its
geopolitical and cultural context. The work journeys
through underground spaces including laboratories for
researching the burial of high level radioactive waste
deep in geologic strata.

Emilija Skarnulyté was born in Vilnius, Lithuania in
1987 and is an artist and filmmaker. Her films and
immersive installations have featured her blind grand-
mother gently touching the weathered statue of a Soviet
dictator; Neutrino detectors and particular colliders
measuring the cosmos with otherworldly architecture;
post-human species swimming through submarine
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tunnels above the Arctic Circle and crawling through
tectonic fault lines in the Middle Eastern desert.

Skarnulyté was the winner of the 2019 Future
Generation Art Prize, she represented Lithuania at
the XXII Triennale di Milano, and was included in
the Baltic Pavilion at the 16th Venice Architecture
Biennale in 2018. Her solo exhibitions include the
National Gallery of Art, Vilnius (2021); Kiinstlerhaus
Bethanien, Berlin (2017); CAC, Vilnius (2015). She
has participated in group shows at Ballroom Marfa,
Seoul Museum of Art, Kadist Foundation, and the 1st
Riga International Biennial of Contemporary Art. Her
numerous prizes include the Kino der Kunst Project
Award, Munich (2017); Spare Bank Foundation DNB
Artist Award (2017), and the National Lithuanian Art
Prize for Young Artists (2016). Her films have been
screened at the Serpentine Gallery, London, the Centre
Pompidou, Paris and in numerous film festivals in-
cluding Rotterdam, Busan, and Oberhausen. She is

a founder and currently co-directs Polar Film Lab, a
collective for analogue film practice located in Tromse,
Norway and is a member of artist duo New Mineral
Collective, recently commissioned for a new work by
the 1st Toronto Biennial.

Viktor Timofeev

DOG, 2021

Installation: coloured pencil drawings, mural,
self-playing game, arranged within a fictionalised
bureaucratic setting

Within Viktor Timofeev’s drawings, figures writhe above
architectural plans, their bodies stacking together to
form shapes loosely evoking recognisable infrastructures.
The three-channel self-playing game, ‘Chat’, presents
an automated questionnaire being executed by two dig-
ital avatars: a questioner and an answerer. Beginning
with the Roman alphabet, the glyphs on two tabletop
monitors are systematically scrambled, quickly mu-
tating beyond recognition. Hanging overhead, a third
screen displays the same alphabet arranged around a
clock face, its hands illustrating the process of encryption
in real time. Stuck in a loop, the dialogue is effectively
robbed of its potential for true interactivity: the accom-
panying keyboard’s keys are jammed. The game is left

to play itself, endlessly feeding identical responses to
increasingly illegible questions. DOG appears to have
been abandoned by its user, whose abrupt departure is
frozen in time.

Viktor Timofeev was born in 1984 in Riga, Latvia and
is currently living and working in New York. Timofeev
has recently had solo exhibitions at MX Gallery, New
York (2020); Karlin Studios, Prague (2020); Alyssa
Davis Gallery, New York (2018); Kim? Contemporary
Art Center, Riga (2017). Group exhibitions include
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The Latvian National Museum of Art, Riga (2019);
Den Frie, Copenhagen (2019); Stroom Den Haag, The
Hague (2019); and Bozar, Brussels (2018).

Dominika Trapp

The Intestinal Villi of Chris Kraus, 2015
Natural pigments on wood panel

The Intestines of Simone Weil, 2015
Natural pigments on wood panel

Unio Plastica (an ongoing series reflecting the union
of the organic and the inorganic by borrowing the
religious concept of unio mystica), 2019

Aquarell crayons on moulded paper

Power must grow, if it doesn’t grow it rots, 2020
Brown ink, paper, plexiglas, leather ropes

‘Weil was more a mystic than a theologian. That is, all
the things she wrote were field notes for a project she

enacted on herself. She was a performative philosopher.

Her body was material. “The body is a lever for salva-
tion.” - she thought in Gravity and Grace. “But in what
way? What is the right way to use it?”’

Chris Kraus: Aliens & Anorexia

This selection of works exemplifies the process of thinking
about the female body as a ground for performative
acts and for which Dominika Trapp calls upon Simone
Weil again and again for help. From her investigation

of the historical context of female eating disorders in
the installation Dazed and Orthorexic (2015); through
the Unio Plastica series, which reflects on the union of
the organic and the inorganic by borrowing the reli-
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gious concept of unio mystica; to her last exhibition
‘Power must grow, if it doesn’t grow it rots.” (Karlin
Studios, Prague, 2020) in which - based on Weil’s
works on somatic practices — she has attempted to give
voice to her somatic intelligence by using intuitive
painting as a tool to explore her authentic relationship
to feminism.

Dominika Trapp was born in 1988 in Budapest and
graduated from the painting department of the
Hungarian University of Fine Arts in 2012. In her works,
she often addresses topics such as the relationship
between tradition and contemporary culture, women’s
room for manoeuvre in Hungarian peasant culture,

the historical context of contemporary eating disorders,
and painting as a possible somatic method for artistic
research. In her curatorial and collaborative projects, she
generates situations of dialogue between socially or
culturally distant groups. For the past two years, she
has participated in the residency programmes of Art in
General, New York; Erste Stiftung, Vienna; and Center
For Contemporary Art FUTURA, Prague. In 2020,

her solo exhibition was presented at Trafé Gallery in
Budapest and at Karlin Studios in Prague. She is
currently a student of the DLA programme in multimedia
art at the Doctoral School of the Moholy-Nagy
University of Art and Design.

Goran Trbuljak

Untitled (Anonymous Street Action), 1970
Gelatin silver print and typescript on paper

Untitled (Anonymous Street Action), 1970
Gelatin silver print and typescript on paper

Untitled (Anonymous Street Action), 1970
Gelatin silver print and typescript on paper

Untitled (Anonymous Street Action), 1970
Xerox copies of photographed holes

Untitled (Anonymous Street Action), 1970
Xerox copies of photographed holes

Courtesy the artist; P420 Gallery, Bologna; Gregor
Podnar Gallery, Berlin

A few years before Goran Trbuljak began to present

his work under his actual name, he staged a number
of anonymous street actions in which he questioned
the position of the artwork in relation to the art
institution. The status of anonymity was part of his
effort to examine his own position as a young, un-
known artist. With their use of simple statements and
questions, small interventions in the public space,

and accompanying participation of the audience,
Trbuljak’s early anonymous street actions in Zagreb can
be regarded as experiments that directly address the
relationship between the artist, the audience, the space,
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and the conditions in which an artwork is created and
positioned.

Goran Trbuljak was born in 1948 in Croatia. He lives
and works in Zagreb. His work has been presented at
the Museum of Modern and Contemporary Art, Rijeka;
MAMBo - Villa delle Rose, Bologna; Centre d’Art
Contemporain, Geneva; Carré d’art, Nimes; New
Museum, New York; Kunstverein fiir die Rheinlande
und Westfalen, Diisseldorf, Germany; Halle fiir Kunst
& Medien, Graz; Museion Bolzano; Schirn Kunsthalle,
Frankfurt; Centre Pompidou, Paris, as well as at the
51st Venice Biennale among others. His first monograph,
Goran Trbuljak: Before and After Retrospective, was
published by Gurgur Editions in 2018.

Evita Vasiljeva

Impulse (J or Imp), 2020-2021

Interactive site-specific installation. Multi-channel
sound, green lights, movement sensors, electromagnetic
microphones, contact microphones

Special thanks to The Mondriaan Fund

Evita Vasilijeva’s site-specific walk-through piece Impulse
(J or Imp), which the quarantining artist installed over
the course of several nights during her forced solitude,
seems to find a countervailing certainty. Rooted in
Vasilijeva’s haunting childhood memories of multiple
robberies of her family’s apartment, the work operates

in complete darkness. Through a microphone system,
the room gives out a humming noise resembling that
of a computer-server room. A few steps into the space,
sensors placed on a tight vertical-grid structure read
visitors’ movements to gradually light up sections of the
installation in bright green - similar to the signage
marking an emergency exit and evoking the state of
high alert.

Impulse (J or Imp) was commissioned by the Latvian
Centre for Contemporary Art and initially shown as
part of the Contemporary Art Festival Survival Kit in
Riga in 2020.

Text: based on Zane Onckule’s review, originally pub-
lished in Artforum, December 2020
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Evita Vasiljeva (b. Riga, 1985) is a Latvian artist who
works with sculpture, installation and sound. She
creates objects and devices by appropriating materials
most commonly used in construction, such as electrical
appliances, or other relics of the urban landscape.
While repurposing materials, Vasiljeva also creates new
aesthetics and relational dynamics with spaces, audi-
ences, and art histories. Evita Vasiljeva is a resident
artist at the Fiminco Foundation 2020-2021, Paris, and
was a resident at De Ateliers in Amsterdam from

2014 to 2016. Recently, the artist has participated in ex-
hibitions at the Salon de Normandy by the Community,
Paris (2020); Survival Kit 11, Riga (2020); Muzeum
Sztuki, Lodz (2020); Kim? Contemporary Art Centre,
Riga (2019); Gallery Litost, Prague (2019); Tallinn

City Gallery, Tallinn (2018); NEST, Hague (2018);
Fondation Ricard, Paris (2018); P/////AKT, Amsterdam
(2017).

Mona Vatamanu & Florin Tudor

Land Distribution, 2011
Installation. Dimensions variable

In the beginning of the nineties we witnessed how, after
the failure of the idea of common property in the
socialist East, the land of the cooperatives was returned
to the original owners. It was done in the name of
restoring the legal rights of the owners from whom the
reform confiscated the land in the 1950s. Back then,
the reformists themselves were trying to redistribute
the land and provide opportunities for the poor by
transforming society as a whole and forcing people to
learn about sharing things in common. Now here,

in the post-socialist East, we witness again a process of
redistribution: this time the banks and other private
corporations are taking the land from people, through
the mechanisms of lending and debt. Land and land
distribution means currency, capital, reform or poverty,
depending on geographical, historical or socio-political
conditions. Some years ago, in Venezuela, land was
redistributed to poorer people to give them a chance

to start their own small self-sufficient farms. They used
analogue VHS tape to fence off the land and create
smaller random units to host families. In order to enact
a new situation and to delineate space, they made use -
in an archaic way - of an obsolete product of our tech-
nological society.

Land Distribution was initially presented at the 12th
Istanbul Biennial, ‘Untitled’, in 2011.
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Mona Vatamanu (born in Romania in 1968) and Florin
Tudor (born in Switzerland in 1974) work and live in
Bucharest. Their practice consists of attentive observation
and taking notice of the material elements of reality.
They often focus on that which is ephemeral, small, and
marginal such as dust, rust, fire, fluff from the seeds
of a tree, soil. These materials act as the starting point
for questioning social relations, technological and
economic changes, and political conflicts. They have
had solo exhibitions at La Loge, Brussels (2020);
Frankfurter Kunstverein (2013); Secession, Vienna
(2009) and have been included in group exhibitions at
Talbot Rice Gallery, Edinburgh (2019); GfZK Galerie
fiir Zeitgenossische Kunst Leipzig (2018); 10th
Shanghai Biennale (2014); 12th Istanbul Biennial
(2011); Roma Pavilion Collateral Event, 54th Venice
Biennale (2011); 1st Ural Industrial Biennial,
Yekaterinburg (2010); 5th Berlin Biennial (2008).

Artur Zmijewski

Glimpse, 2017
Single-channel video transferred from 16 mm, b/w, no
sound. 14 mins

Courtesy Foksal Gallery Foundation, Warsaw; Galerie
Peter Kilchmann, Ziirich; and the artist

Glimpse is a silent, black and white 16 mm film showing
refugee camps and living quarters, filmed in Berlin’s
Tempelhof airport, and in Calais and Paris, France. It
challenges the current representations of the European
refugee crisis in contemporary art and attempts to
depict the brutality of the refugee experience, switching
between an empathetic portrayal and ethnographic
instrumentation.

The film’s initial, documentary sequences of plywood
shacks and pitiful tents — hopeless against the rain -
are searingly accusatory. Some refugees stare down
the camera; a young girl smiles, while her father looks
down, abashed. But then the film’s tone changes: the
artist enters the frame, offers a new coat to a refu-

gee and then paints its back with a dripping white X.
Later, in Paris, he shoots African migrants in close-up,
turning their heads slowly to get just the pose he wants.
Artur Zmijewski’s film is brave and urgent; it’s also
shockingly discomforting, and stamps on our expecta-
tions of objectivity and respect in depicting the least
fortunate.
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Artur Zmijewski was born in Warsaw in 1966. He stud-
ied at the Faculty of Sculpture of the Academy of Fine
Arts in Warsaw between 1990 and 1995 and earned his
diploma at the studio of Professor Grzegorz Kowalski
in 1995. In 1995 he was a bursar of the Gerrit Rietveld
Academie in Amsterdam. For the exhibition ‘Guarene
Arte 2000’ he was awarded the Fondazione Sandretto
Re Rebaudengo Per L’Arte Prize for his work 4n eye for
an eye. In 2005 his documentary Repetition was shown
in the Polish Pavilion at the 51st Venice Biennale.

His film Them (2007) was shown at documenta 14 in
Kassel. Between 2007 and 2008 he was a bursar of
DAAD Artists in Residence in Berlin where he realised
the multi-part work Democracies, consisting of 20

short documentary style videos. In 2010 Artur Zmijewski
received the Ordway Prize administered by the New
Museum in New York and Creative Link for the Arts.

BT14 at the CAC and the
Lithuanian Artists’ Association
Gallery will include events and
performances by Edvinas Grin
(Lithuania), Milda JanuSeviciuté
& Misa Skalskis (Lithuania),
Ania Nowak (Poland/Germany)
and others. For further details
please follow cac.lt/en.




A Choreography of Space

Equalised patterns of differing versions of past and present
interiors, different modes of functional spaces are segre-
gated using filters/portals. Synchronically, they are also set
as an open psychogeographical map of the building.

The triennial is the last exhibition before the building’s
major renovation. Architecturally, it explores different
layers of the building’s history that are going to be either
repealed, renewed or reconstructed.

The exhibition architecture unveils itself as a set of discon-
nected spatial samples, materials and fragmented atmo-
spheres - both serving as a metonymy of the investigated
region. This spatial fragmentation echoes the polyphonic
features of Central and Eastern European territory as

a heterogenous reality with continuities and ruptures:
portals as a materialisation of the concept of kaleidoscopic
space, multiplied and fragmented.

Opaqueness, covering, hiding, isolating and revealing.
Orienting while creating labyrinthic paths. Excavation,
archaeology, uncovering the site’s layered history and
therefore echoing the show’s gesture of placing historical
and contemporary artists together.

The flexibility of the filtering membranes that separate
the spaces; the porosity of the floor margins, in between
the original and more recent materials. A malleable con-
dition, an unfixed agency.
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An unfixed entity: the filters/curtains are made of an
unfinished gradient-like material resulting from the recy-
cling of another product but not yet a fully defined object
in itself.

Ecological stance is not a narrative in itself but rather a
statement, an assertive position on the current ecological
crisis.

Isora x Lozuraityte Studio for Architecture
Architects: Petras ISora and Ona Lozuraityté
Assistant architect: Gabrielé¢ Cerniavskaja

Isora x Lozuraityte Studio for Architecture is led by Petras
ISora (b. 1984, Kaunas, Lithuania) and Ona Lozuraityté
(b. 1984, Vilnius, Lithuania), who live and work in
Vilnius, Lithuania. The creative duo work within the
expanded field of architecture exploring the built
environment, public space and infrastructure, landscape,
material management and exhibition design and
curating. The duo co-curated the Baltic Pavilion, the joint
Estonian, Latvian and Lithuanian representation at the
15th Venice Architecture Biennale, 2016. In 2021 the
studio created the environment for the Lithuanian
Space Agency exhibition at the 17th Venice Architecture
Biennale. The studio has developed unique exhibition
architectures and design for Pakui Hardware, Laure
Prouvost, Jonas Mekas and many others. Ona Lozuraityté
and Petras ISora are also the co-founders of the project
platform KILD that has won a number of international
architectural competitions.

Atletika
Vitebsko str. 21, Vilnius
atletikaprojects.It

5 June-15 August 2021
Exhibition-performance:
‘Who Are You?’ presenting
artists Zygimantas Kudirka
and Felicita




Autarkia Editorial
Naugarduko str. 41, Vilnius Latako str. 3, Vilnius
autarkia.lt editorial.lt

Part 1 3 June-3 July 2021
5 June 2021 Exhibition: ‘Feed’, presenting
‘Kontakt’, a happening across the artist Anni Puolakka
entirety of Autarkia’s spaces, with
contributions by Lubomir Grzelak, Curators:
Robertas Narkus, Lukas Strolia, Neringa Cerniauskaité and
Oleg Surajev, Elena Veleckaité and Vitalija Jasaité
Delta Mityba (Kotryna Butautyté,
Saulé Gerikaité, Sniegé Naku, Jonas
Palekas, Dominykas Saliamonas

Kaupas and Maria Tsoy)

Part 2
5 August 2021
Atvanga 1, a performance by
Austéja Vilkaityté

Part 3
12-15 August 2021
Codomestication, a performance by
K166t Juurak and Alex Bailey

Curators:
Robertas Narkus and JL Murtaugh




Rupert hosted by Tech Arts Swallow
Vaidilutés str. 79, Vilnius Vitebsko str. 23, Vilnius
rupert.lIt swallow.lt

5 June-4 July 2021 5 June-31 July 2021
Exhibition: Solo exhibition by
‘Authority Incorporeal’ Tomasz Kowalski

Artists:

Juta Ceicyté, Flaka Haliti, Rachel
Mclntosh, Jaakko Pallasvuo,
Karol Radziszewski, MiSa Skalskis,
Virgilijus Sonta, Stephen Webb,
Jonas Zagorskas and Zilvinas

Dobilas

Curator:
Adomas Narkevicius
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4 June-15 August 2021
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Thank you to:

All the artists, Maria Arusoo, Alius Bareckas, Eglé Ganda
Bogdaniené and Lithuanian Artists’ Association, Aleksei
Borisionok and Olia Sosnovskaya, Boros Collection,

Neringa Bumbliené, BWA Warszawa, BWA Wroctaw,

Dawid Radziszewski Gallery, Deborah Schamoni Galerie,
Antanas Dombrovskij, Akvilé Eglinskaité, The Film-Makers’
Cooperative, Galerie Martin Janda, Artiinas Geltunas and
Lithuanian National Museum of Art, Goethe-Institut
Vilnius, Edgaras Gerasimovicius, Edvinas Grin, Michat
Grzegorzek, Giedrius Gulbinas, Flaka Haliti, Victoria
Ivanova, Lolita Jablonskiené, Virginija JanuSkevi¢iuté, Jonas
Mekas Visual Arts Center, Agné Joksé, Karolis Klimka,
Kraupa-Tuskany Zeidler, Tomasz Kowalski, Laima Kreivyté,
Kestutis Kuizinas, Michal Manek, Loreta Meskeleviciené,
Muzeum Sztuki in £.6dz, National Gallery Prague, Michal
Novotny, Ania Nowak, Zane Onckule, Gerda PaliuSyteé,
Gediminas and Mykolas Piekurai, Agnieszka Polska, Nada
Prlja, Dawid Radziszewski, Karol Radziszewski, Raster
Gallery, Eglé Rindzeviciuté, Jurgita Sakalauskaité, Kirill
Savchenkov, Natalya Serkova, Borbala Soés, Jaroslaw Suchan,
SVIT Gallery, Tanya Leighton Gallery, Arturas TereSkinas,
Asta Vaiciulyté, Evita Vasiljeva, Vintage Galéria, X Museum,
ZW Foundation / Natalia LL Archive










