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Hecsaras BoicTaBka npoekta EXTENSION nocssieHa coBpeMeHHOMY
COCTOSIHUIO JINTOBCKOW XYO0XKECTBEHHOW CLEHBI.

Ons yyacTtus B BbicTaBkax EXTENSION TpaguumoHHO npurnawaroT-
CS1 XyOOXXHMKK, paboTarope B pasHbIX TEXHUKAxX 1 obpaliarolimecs
K pa3nnyHbiM npobsiemam, Npu 3TOM MX Bcerga oO6beamHSAET KOH-
TEKCT, B KOTOPOM CTUINCTMYECKOE U TeMaTn4eckoe MHoroobpasune
npuobpetaeT obwmin cMmbicn. Ons npoekta EXTENSION Takum KoH-
TEKCTOM M3HA4yanbHO SABNsinacb reorpadusa TOM UM MHOW XyOoXKe-
CTBEHHOW CLEHbl. OTO ONpenensino HanpasfeHne pa3BuUTNSa NPOeEKTa
N ero CTPeMsIEHNE paccKasaTb O pasHbIX JIOKasbHbIX WKONax, a ce-
PUNHOCTb MpPOEKTa 3acTaBnsna 3puUTenst HEBOSIbHO MUCKaTb Auanor
mMexgy atumin wkonamu. Ha BbictaBke EXTENSION.LT HauunoHanb-
HO-reorpaguyecknin «KOHTEKCT» YXOAUT Ha BTOPOW NnaH — ero me-
CTO 3aHMMaeT bonee obuwias npobnema — COOTHOLWIEHME 4YenoBeka
1 uctopumn, GopmMmnpoBaHnE HOBbIX NOEHTUYHOCTEN.

Bygoyun 4vacteto BocTouHou EBponbl, JInTBa B CBOEM pasBuUTUU
ncnbiTana 3Ha4nTesIbHOE BO3OENCTBME Pa3HbIX CTPaH N UMNepUii.
CerogHsa oHa nepexwuBaeT HOBbIM NogbeM MNpobnemMaTtukn Hauuno-
Ha/IbHOrO CaMOCO3HaHNS, U BONPOChI HAaUWOHANbHOW NOEHTUYHOCTH,
OCMbIC/IEHNSI UICTOPUYECKNX TPABM U OOCTMXKEHNN BHOBb aKTyaslbHbl
Yy COBPEMEHHbIX XyOOXXHNKOB U nucatenen Jlntebl. BcTynntenoHbin
TekcT dosune Tymnute n 3rne KOouesunytote «O Nyt passutus
NPaKTVK 1 MOen B COBPEMEHHOM McKyccTse JInTBbI» AaeT obuiee npea-
CTaB/ieHVe O Xy[oXKecTBeHHOM naHawacdTte Jintebl ¢ kKoHua 1980-x



N OO CerofHsIlHero OHS, U B TOM Yucie pacckasblBaeT O XyOdoxXe-
CTBEHHbIX MpakTukax Apgomaca [aHyceBudtoca, drne Pugukante,
XKuneBuHaca KemnuHaca, WrHaca KpyHrnsgeudioca, [enmaHTaca
HapksBuutoca n MHgpe Llepnetute, ybn paboTbl NpencTaBfeHb
Ha BbICTaBke B «puymgen».

MNMon3aronoBoOK BbICTaBKW OTCINAET K U3BECTHOMY NUTEpaTypHOMY
npuemy — HenMHeNHOMY MOBECTBOBaHWUIO, A1 KOTOPOro XapakTep-
HO NPUCYTCTBUE HECKOMBKNX TOYEK 3PEHNS 1 NapaniefibHbIX CIOXKET-
HbIX IMHUA. DTOT NOAXOA N ONpPenenun NOeto BbICTaBKU — Hanuyne
MHOXXEeCTBa NepCrneKTUB Co34aeT NPOCTPaHCTBO AN AMCKYyCcCUn 06
ncTopuyeckon namsitu 1 OPMUPOBaAHNMA HOBbIX WOEHTUYHOCTEN
CpencTBaMy COBPEMEHHOIO NCKYCCTBA.

B BbicTaBKy BOLWN paboTbl ABEHAAUATN XYOO0XKHUKOB PasdHbIX MOKO-
NEHWIN, KOTopble paboTatoT C MHOXKECTBEHHOCTbIO BPEMEHHbIX, NCTO-
PUYECKNX KOHTEKCTOB.

ApXUTEKTypa BbICTaBKN CTPOUTCS Ha NPUHUMMNE «napannenbHbIX
NoOBECTBOBaHWI», rOe Kaxnblil XyOo>XXHUK paccyxaaeTt o6 oTaesb-
HbIX MCTOPUYECKUX COObITUAX, daKTax, Tpaguumsaix MpoLusoro,
HacToALWEero 1 6yayLero.

B nHcTannauun From.Between.To xypoxxHuua VHgpe LWepnntute
nccnegyet pPemMecsieHHOe NpouM3BOACTBO, OOMEH U puTyasibHOe
npenHasHayeHne TPaaMUMOHHbBIX TKaHbIX U MAETEHbIX NOSCOB CTpaH
Bantun, ocmbicnuBas npu 3TOM KJIOYEBYIO POJSIb HapPOLHOW
Tpaguuum B popMnpoOBaHnUM MECTHOIO N rocynapCTBEHHOro CcaMo-
CO3HaHuA. XygoxxHnk Butaytac Bupixbuukac akcnepumMeHTupyeT
C COBPEMEHHON CKYJSIbNTYPON B pamMKax WMPOKOro counanbHOro
onckypca XX|I Beka M paccyXpaeT 0O MexaHuM3max, nexawmx
B OCHOBE COBPEMEHHOWN couvanbHON MOAENN MUpPa, BKIIOYAOLWEN
B cebsa cuny unHgopmaunm, COBPEMEHHY KYNbTypy, BOEHHYIO
reonoanTuKy, obLecTso NoTpebneHnsa 1 0guHOYECTBO JINYHOCTN.
IOMunus LLIKapHynnTe HaxoanTCs B guanore C COBPEMEHHON HAyKOM,
3a ee (PNbMOM «3epKasibHOE BELLEeCTBO» CKPbIBAKOTCH HACYyLHble

BONPOCHI 6bICTPOro pasBuUTUS UK, BO3MOXHO, BbICTPOro ynagka
yenoseyectBa. MuHpgayrac Jlykowanmtuc obpaliaetcsa K uctopuu
yepe3 HabngeHVe 3a apXMTEKTYPOM N ee paspyleEHUEM Kak
cBupetenbctBoM rmbenn denoseyectBa. B cepum pucyHkos
«KomMnosnuum»  XygoXXHUK UccneayeT OTBepCTusi, paspbiBbl,
BNaguHbl 1 TPELLMHbI KaXXA0ro pa3pyLleHHOro ooma, packonaHHOM
yN1ubl 1 MEPTBOrO ropoaa.

CneumanbHO ons BbiCTaBkM B Poccum oguH M3 cambiX UMEHUTbIX
XYLOOXXHUKOB NIMTOBCKOro npoucxoxaeHus >XKunbenHac KemnunHac
co3pan nNpoToTun CBOen HoBOW paboTbl — «Martpeluka BOVHbI», —
B OCHOBE KOTOPOW U3BECTHbIN NPUHLMM MaTPELLKW, rAe OanH O6beKT
pasMeLLeH BHYTPWU ApYyroro, KOTOPbIA, B CBOK o4yepenb, HaxoauTcs
BHYTPU TPETLETO.

HenmaHtac Hapksasuyioc npegctasun duibM «3ddekT Hepasop-
BaBLlerocsi cHapsiga» (2008), noBecTBYKWOLWMA O 3abpPOLIEHHbIX
COBETCKMX 06bekTax 6a3mpoBaHns N Nycka SaepHbIX PakeT U CHATbLIN
B NPUBbLIYHON ON1S1 XyAOXKHNKA MaHepe BUAEOCTOPUTENINHTA.

XyLOOXHUKM UCNOMb3YHOT pasHble MeguyMbl 1 CO3LA0T MHCTaNNALMN,
BUAOEO, rpaduryeckme N XXMBOMNUCHbIE PaboThbl, B KaXXO0W U3 KOTOPbIX
MOXXHO YBMAETb MHOroobpasve mgen u napassenbHbIX CHXXETOB.
OpHako ueHTpanbHbIM (QOKYCOM OCTaeTcs gurypa OTAENIbHO
B3ATOrro YenoBekKa, ero BOCMPUATUE U OLEHKA TEX U UHbIX COBLITUN,
a ueHTpanbHOM paboTon BCEW IKCMO3UUUK cTana WHCTannsauus
L-Cabinet monogoro xymoxHuka, nepdopmaHcucta 1 ranepucrta
AHppes lNonykoppa. «Yepesd abcypn Mbl MOXeM ocBob6oaUTLCS
OT Cepbe3HOCTN, KOTOpasi BO BCe MNpoYMe MOMEHTbl 3agaeT TOH
Hawemn >XN3HN», — KOMMeHTUpPYeT Nonykopa 1 3agaeT HacTpoeHue
ON1s1 NPpOCMOTpa BbICTaBKN.

KpuictHa PomaHoBa



By Kristina Romanova

The 10" exhibition in the EXTENSION project covers current Lithuanian
art scene.

EXTENSION has traditionally invited artists working in different
media and addressing different issues but always connected within
a common context where stylistic and thematic diversity attains
a shared meaning. In case of EXTENSION, this context originally
came from geography of a given art scene. This has shaped the
project and its aspiration to highlight different local schools, whereas
its serialized structure made the audience predisposed to look for
dialogues between the schools. At EXTENSION.LT the national and
geographical context is upstaged by a more general idea: the relation
between people and history, and formations of new identities.

Lithuania, as part of Eastern Europe, has been influenced in a major
way by different empires and other countries throughout its history.
Lithuania today experiences renewed challenges of defining
its national identity; with that, the issues of national identity,
conceptualization of historical trauma or achievements have regained
their relevance among contemporary Lithuanian artists and writers.
The introductory text Shifts in Lithuanian Contemporary Art Practises
of artistic landscape in Lithuania since the 1980s through to today
including art practices of Adomas DanuseviCius, Eglé Ridikaité,
Zilvinas Kempinas, Ignas Krunglevigius, Deimantas Narkevigius, and
Indré Serpytyté whose works are featured at Triumph Gallery.

The subtitle of the exhibition points to an established literary device,
that is, nonlinear narrative, which usually provides several points
of view with parallel plots. This approach has informed the group show,
where a multitude of perspectives creates a space for a discussion
on historical memory and formation of new identities through means
of contemporary art.

The exhibition comprises works by different generations of artists who
tap into large sets of temporal and historical contexts. They share,
however, a common attitude to art and artistic reflection on time.

The exhibition is structured as “parallel narratives,” where each artist
contemplates individual historical events, facts, traditions of the past,
present and future.

In From.Between.To, Indré Serpytyté investigates how the making,
exchange and ritual use of traditional woven sashes found across the
Baltic States examines how folk traditions are central to the formation
of local and State identities. Vytautas Virzbickas experiments with
contemporary sculpture in a broad social discourse of the 21 century
and reflects upon mechanisms that make up our contemporary
social world-model, which intertwines all of the following: power
of information, modern culture, military geopolitics, consumption
society as well as individual loneliness. Emilija Skarnulyté is in dialogue
with the topical research; her film Mirror Matter dissects the urgencies
of a rapidly developing—or, possibly, unraveling—planet. Mindaugas
Lukosaitis approaches history through observation of architecture and
its decay as the indicator of humanity’s demise. His drawing series
Compositions explores the holes, gaps, cavities and blacknesses
of every ruined house, dug-up street, and dead city.

Specially for this exhibition in Russia, one of the most renowned
Lithuanian artists Zilvinas Kempinas is going to make a prototype
of his new artwork, Matryoshka of War, fashioned as the well-known
type of Russian doll where each smaller unit fits inside a larger one.
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Deimantas NarkeviCius presents another video-storytelling film about
abandoned Soviet nuclear rocket launch bases, The Dud Effect.

Working in different media, the artists make installations, video,
drawings and paintings. Each work is a diverse collection of ideas
and parallel narratives, yet the main focus is still on the individual
with their subjective perception and evaluation of events. The central
work entitled L-Cabinet is produced by a young artist, gallerist
and performer Andrej Polukord. “The absurd liberates us from the
seriousness that otherwise always sets the tone in our life,” Polukord
explains, setting the tone for the viewing experience.
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0 MYTU PA3BUTUSA NPAKTUK U UAEN
B COBPEMEHHOM WUCKYCCTBE JINTBbI
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""”?—"“'5""&?? N~z ~ | O ] Hauanncb B KOHUe 80-x BMECTe C MOMUTMYECKMM pPas3BopOTOM,
L . " ' | KOTOPbIN B KOHEYHOM UTOre NPUBEN K BOCCTAHOB/IEHNIO HaLVOHasb-
S Horo cyeepeHuTeTa B 1990 rogy v BMecTe C TEM K peopraHusauum
XyOOXXECTBEHHOro npocTpaHcTBa. Toraa, HadmHas ¢ 1987 ropa,
MY3bIKaHTbl M KOMMO3UTOPbI, BOOXHOBASSACH OMbITOM [OBUXKEHUS
®dnykcyc', Hayann paboTaTb C HOBbIMU MOESAMU: OPraHN30BbIBaTb
B pasHbiXx ropogax gecTmBannm KOHUENTyaslbHOro WCKyccTBa
N XEMEeHUHrn C y4dacTuem CTygeHToB [OcygapCcTBEHHOro Xynao-
>XXEeCTBEHHOro nHcTutyTa BunbHioca (¢ 1990 r. — BunbHIiOCCKas
XyOOXEeCTBEHHasa akagemusl). Bckope cTtanm nosiBnsiTbCs nepBble
He3aBNCVMble O06begUHEHUs XYOOXHUKOB, 4YfieHbl KOTOpbIX obora-
TUAN INTOBCKNE apT-NpPakTUKM HOBbIMW COBPEMEHHbLIMU (hopMamMm.
Mpynna Zalias lapas («3eneHbiit nucT», opr. B 1988 r. B BunbHioce),
B KOTOPYIO BOWAN My3blKaHTbl W CTyAeHTbl BunbHIOCCKOro
rocygapCTBEHHOrO  XYAOXECTBEHHOro WHCTUTYTa, npoBoAuia
B NyOGMMYHbIX MNPOCTPaHCTBax akuuMM ryMaHUCTMYECKOro TOJKa,
coyeTas BuU3yasibHble, 3BYKOBble M MNep(OpMaTUBHbIE 3/TIEMEHTLI.
Mpynna Post Ars (opr. B 1989 r. B KayHace) nony4mna n3secTHOCTb
6narogaps neHO-apTy W akuMsM B NPOM30Hax, a TakXxe
NPOBOKAUMOHHBLIM MHCTaNNAUNSAM COLMaNbHON N 3K3UCTEeHUMasb-
Hon TemaTukn. Co3gaHne nepBbIX XYAOXKECTBEHHbIX 06begMHEHNN
O3HameHoBasno cobon ocnabneHne COBETCKOW CUCTEMbl UHCTUTY-
UM 1N naeonoruun, npexpae KOHTPOSMPYIOLWEN XYOOXECTBEHHYIO
OEATENbHOCTb, N CTano BbIS3OBOM B afpeC CUCTEMbl CO CTOPOHbI
XYLOOXXHUKOB, HEYKNTOHHO MEHSIOLLNX TPaANLMOHHbIE NPpeacTaBieHns
06 nckycctse.
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Ha ToT MOMeHT psa paboTarowmx B pasdHbix hopmatax Xymo>KHu-
KOB, MO CYTWU, Y>Ke PYKOBOACTBOBAa/INCbH NPUHLUMNAMU COBPEMEHHO-
ro uckycctea. B Hauyane 80-X NUTOBCKNN NMMOHEP KOHLENTYyasrlbHOMN
cKynbnTypbl MuHpayrac Hasakac, KOTopbi NpogoskaeT paborartb
N B HaWn OHW, co3gasan KpynHorabapuTHble 0ObEeKTbl, MHTEpPMpe-
TUPYS FeEOMEeTpMYECKNe n TexXHonorndyeckmne opmeol. B Tex pabotax
XYOOXKHUK NOOYEepPKUBAET Ba>KHOCTb KOHKPETHOroO MecTa U npo-
CTPAHCTBEHHOINO KOHTEKCTa B BOCMPUATAN MpPou3BeaeHust. ITOT
UMK copmMmupoBan HOBOE BUAEHME UCKYCCTBa B OOLLECTBEHHOM
npocTtpaHcTee. Korga xygoxecTBeHHasa cueHa JluTebl cTana pac-
LWNPATBbCS, HOBATOPCKMA noaxon HaBakaca noBnusin Ha passuTtue
KOHLENTYyanbHOW CKYbNTYPbl B CTPaHE B LENIOM.

B 70-x n 80-x doTorpadbl HOBOro MNOKOMEHUS, 4YbW pPabOoThl
Bonsiowann B cebe NOBOPOTHbIN MOMEHT ONs 3TOro BuAA UCKYyC-
CTBa, B CBOMX MpakTMKax BCce Oonblue TArotenn K MNOCTMOLEP-
HM3Mmy. Jlngepamn aToro OBmxeHust 6enn Butac Jlyukyc, nuoHep
KOHuenTyaneHon ¢oTtorpacun B JlutBe, Anbrupgac Llewkyc
n AnbcoHcac bygsutuc. 3t oTorpacdbl paboTtanu Ha nepudepun
aBTOPUTETHOM W MNPU3HAHHOW «JINTOBCKOW hoTorpadunyeckomn
WKOSMbl», NpeacTaBUTENS MU KOTOPOW OblIN Takme KriacCuku
MoOepHu3Ma, Kak, Hanpumep, AHTaHac CyTkyc, AnekcaHpgpac
Mauunsiyckac n Pomyanpac Pakayckac.

oBOpst O MeXAayHapooHOM KOHTEKCTE COBPEMEHHOIO MCKYCCTBA,
Ba>XHO YNOMSsIHYTb 1 06 OAHOM 13 OTLLOB aMepUKaHCKOro aBaHrapaa
B KMHO VoHace Mekace, Bbixogue 13 JINTBbI,NO3OHee nepeexasLuem
B Hbro—l7lopK. B 70-x n 80-x rogax oH HeEOQHOKpAaTHO nocewlan posa-
Hyto JINTBY, UTO KaXXabI pa3 HEMPEMEHHO MMESO BbICOKYIO NOANTU-
YECKYI0 N XyO0>KECTBEHHYIO 3HAYMMOCTb. Ero cTmxm n akcnepmmeH-
TanbHble KNHOKAPTUHbI CAY>XWUN BOOXHOBEHWEM [LOJ/151 JIMTOBCKOIMO
BuaoeoapTa KoHua 80-X 1 XyA0>XKHUKOB KMHO OyayLLMX MOKONEHWN.

C BoccTaHoBneHnem HesasucumocTn JIntebl B 1990 rogy XypoxX-
HUKW NONYyYUnIM NPSAMON 1 CBOBOAHbLIN JOCTYN K rnobansHOMy Mupy
nckycctsa. lNpakTnkn Monogoro NOKOMEHUS XyAOXHNKOB, OKaH4Yn-
BaloLWMx Torga obyveHne >XMBOMUCK N CKYNbNType, npeTepnesanu
yHOamMeHTanbHble n3MeHeHus. Movtn Bce OHM Bblnn CTyaeHTamm
BunbHoCcCKOM XyooXXecTBEHHOW akagemuun, rge Ha pybexxe 80-x
1 90-X CufbHblE MO3NLNN COXPAaHANUCL 3a JIOKalbHbIMU akagemu-
YyeCKUMK TpaguumsMn, a Uagen COBPEMEHHOro UcKyccTea bbian 3a
PeOKMM UCKIIIOYEHNEM HEN3BECTHbI. Monoable XyAOXHUKN «OTKPbI-
Banu» 3TN e camu, n3ydas OocTyrnHble Marepuansl No 3anagHo-
MY UCKYCCTBY 1 HabnpasiCb HOBOIO OrMbITa BO BPEMSI KOPOTKUX N He
OYeHb 3arpaHN4HbIX NMOe3fOK B CBA3W C BbiCTaBkaMu U obMeHamu.
VimeHHO Takme ycnosusi chopmMmpoBany JIMTOBCKUX MEPBONPOXOA-
LeB COBPEMEHHOIo UCKYCCTBA, YTO cAaenasno ux paboTbl He NPOCTO
WHHOBALMOHHbLIMW, HO U OT/INYUTENBHO CaMOObITHbIMM B YacTu Xy-
[0>XKECTBEHHOIO A3blKa 1 TeMaTn4eCcKoro HarnosIHEHNS.

B 90-e npousowen nepexoq OT Meama-OpUEHTUPOBAHHbLIX K OUC-
KypC-OpPUEHTMPOBaHHbIM NpakTukam. HoBble dopmaTbl, a MMEHHO
06BbEeKTbl, UHCTaNIAUUK, apT-akumm, nepdopMaHCbl, COBPEMEHHas
doTorpacusa, konnabopaunm n MEQUNHOE NCKYCCTBO, a TakXe
cpencTtea NOABUXKHOIO M306paxeHus n Buaeo, Habupaswwume
nonynapHoctb B 90-X, BbICBEYMBAOT HEPa3pbIBHYIO CBSA3b
COBPEMEHHOI0 UNCKyccTBa C couuanbHbIMU, MNOANTUHECKNUMN
N KyNbTYPHbIMU SBAEHUSMU. XyOOXXHWKMA WUCCNepoBanu  Takue
TEMbl, KaK YesI0BE4YECKOEe TeNno, PYTUHHbIA BbIT, NPOTUBOPEYNBbIE
CBAA3N MeXAy WCKYCCTBOM W >XM3HbIO, WUCCeQoBanu BOMNPOCHI
WHCTUTYLUMOHANBHON KPUTUKN N B OCOBEHHOCTM npobnemaTuky
NMOCTCOBETCKON (XYAOXXECTBEHHOMN) UOEHTUYHOCTUN U (KyNbTypHOW/
KONNEKTUBHON) NaMSATI.

OcHoBHbIM, 0cOb6eHHO B KoHLEe 90-x, MOTMBOM TBOp4YecTBa [enmaHtaca
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Hapksasuuytoca B hopmMe KOHUEeNnTyanbHblIX O06bLEKTOB, (BUOEO-)
WHCTaNNALMA U KMHO MOXHO HasBaTb MOOEPHUCTCKYIO YTOMMIOZ.
XyOoO>XXHMK MNOOXOOUT K HeW C ABYX YIMOB: WHOMBUAYasbHble
YCTHble pacckasbl U UCTOPUS Kak YTBep>XAeHHbIn guckypc. OH
nepepabartbiBaeT UM WHTEpNpeTupyeT (4epe3 npu3my nepcoHa-
nM3auuy) HangeHHble  BUOEO3anucu: AOKYMEHTallbHble NEHTbI,
chopmumpoBaBlWIME Ty Camyl KOJUIEKTUBHYKO NaMATb, WAN
urposble UNbMbl N NUTEPATYpPHblE CHOXKETbI, YKOPEHMUBLUNECS
B MOCTCOBETCKOM CO3HaHWW, unn paboTbl OpYrux XyAO>XXHUKOB.
TBopueckasa npaktnka Homenpl n NegnmmnHaca YpboHaca, KoTopas
4aCcTO TakXe OMNMPaeTCs Ha apXMBHble MCTOYHWUKK, OCHOBaHa Ha
konnabopatnBHoM yyactun. KIX MHOroKOMMOHEHTHble pPaboThl
obpalleHbl K rOpoACKON cpene, HOBOM 3aCTPOMKE, KyNbTypHOMY
N TEXHONMOrMYECKOMY Hacneguto, XyAO>XKHMKW 3a[aroTcsi BOMpPO-
camm O coobuiecTBax, rpaxaaHcTBe, 3KOHOMUYECKOM W 3KOJO-
MMYeCKOM CaMOCO3HaHuUW. [ONCKYpC WUHCTUTYLUOHANbHON KPUTUKU
N HauMOHaNbHOM WOEHTUYHOCTN 3aHMMaeT UeHTpasibHOe MEeCTO
B pabote Aptypaca Panmnbl, KOTOpbIN TECHO COTPyOHMYaAET
C pasnn4yHbIMK coumanbHbIMU rpynnamn n cybkynstypamu. Npepgo-
cTaBnss UX npegcrtaBuTensm cBobopy coBepllatb MPUBbIYHbBIE
OENCTBUS,, HO B KOHTEKCTE MCKYCCTBa, XYOOXHUK NogvYepkusaeT
pOnb TBOpPYECTBa B MOBCEOHEBHOCTU N UCCedyeT paspbiB MexXay
WHCTUTYTOM WCKYCCTBa U XXN3HbtO. ViccnegoBaHne um nepeoueHka
MECTHOIrO KOHTEKCTa, UCTOPUM W HaLMOHaNbHOW WOEHTUYHOCTU
ABNSAOTCA NOCTOSIHHbIMY TeMaMn (OUIbMOB 1 MHCTansauunm Aygproca
Hoeuukaca v N'mHTapaca Makapesuytoca.

B cepegnHe 90-x Ha obwem ¢oHe BbligensioTcs paboTbl JOrne
PakayckanTte, koTopasi CTpemMuiacb BHOBb UCCNeAoBaTb BOMPOCHI
>)KEHCKOWN MAOEHTUYHOCTU. XyOOXXHMUa MCNonb3oBana HeobblYHble
onsa JIntBbl TOro nepuopga maTepuanbl: YenoBeYecKue BOJSIOCHI,
NenecTKun XXacMuHa, Meg, cano 1 wokonag. YyBCTBEHHOCTb U NHTU-
MHOCTb TECHO BMJIETEHbI B €€ TeNeCHble 06bekTbl, NepdopMaHchl
n nHcTannauun. B 6onee nosgHux pabotax Pakayckante pns
OETalbHOrO PaCcCMOTPEHUSI JINYHOCTU MOJIb3YeTCs OOBEKTUBOM

Kamepbl, KOTopas CTAHOBUTCS WHCTPYMEHTOM OTpaXeHus
coumasnbHbIX SBAEHUA KN obuieyenosedeckoro 6biTusS. Bonpocsol
NOOCKOM Npupodbl, packpbiBaeMble 4Yepes3 runepTpodurpyemble
KOHCTPYKTbl CMEPTU 1 3poca Ha KpynHodopMaTHbIX hoTorpadmsx,
rpacguyecknx paboTtax, B CKyabATypax U BUOEO, CTaiM OCHOBHOW
TBOpyeckon numHnen CeanmoHe un [laymoca CraHukac. HOpra
Bapunante paccmarpmBaeT KOHCTPYKT XXEHCTBEHHOCTU, MPUMEHSIS
pasfnnyHble CpPeacTBa BbIPaXKeHUS O1s1 NPOTUBOCTOSIHUST MY>XCKOW
nepcnekTnee, JOMUHNPYIOLLEN B COLMOKYNbTYPHOU cpepe. VIHcTan-
naumn, BuOeo n nepdopmaHcbl dBangaca $Hcaca uccnenytoT
pagunkKanbHble FPaHU couvanbHOM peanibHOCTU WU HU3KME HpaBbl
yepes UCKYCCTBO. XyOO>XKHMKA NHTEPECYIOT coumnasnbHble COCTOSIHUS,
KOTOpble «HOpManbHOe» O6LLLECTBO HAMEPEHHO BbIBOAUT N3 CBOErO
Nonsi 3PEHUs: LWaTKNe >XU3HEHHbIE MONOXEHUS fogen n bpewu
B coumanbHonm cucteme. XXunoBuHac KemnunHac, nepebpasLlumniics
B kKoHue 90-x B Hbro—l7lopK, NCNoNb3yeT B CBOUX WMHCTaNNAUUsX
CBEeT, NMOTOKM BO34yXa M MarHUTHYIO JIEHTY, Ha KOTOPYK HaHeceHa
3akogupoBaHHasa nHpopmMauus. Tak XyOoXKHUK uccnenyeT aCTeTUKy
OBVKEHNS N BU3YaibHO-ONTUYECKOro BOCNPUATUSA NPOCTPaHCTBA.

MHoOrve wun3 3TUX XyOOXHMKOB, 4YbM paboTbl co3gaBavCb Ha
3ape COBPEMEHHOro Uckycctsa B JIMTBe, B MOMHYIO CUY BbILWIN
Ha MeXAOyHapoaHyto apT-cueHy Ha pybexe XX Beka. BmecTte
C reorpauyeckmMm pacluMpeHneM MNOCTKONIOHMANIbHOIO OucKypca
MeXOyHapoaHOe XyOOXXeCTBEHHOEe COOOLLeCTBO 3anHTepecoBa-
nocb nckKyccTtBoM BoctouyHow EBponbl, KOTOpOe Havano BbiCTa-
BNATLCS N UCCNefoBaTbCH B CBETe 3anagHon Tpaguunn. B 1999 rogy
JlntBa Bnepsble Nokasana CoOBCTBEHHbIN NaBUNbLOH Ha BeHeuyaHcKon
6ueHHane. B 2002 ropmy LleHTp coOBpemMeHHOro WucKyccTBa
B BunbHioce o6HOBUN KOHUenuuio Bantumnckonm TpueHHane, 3anyctus
Konnabopaumio ¢ npurnaweHHbIMU MHOCTPaHHbIMK KypaTtopamu, 4To
BbIBE/IO OAHHYIO MJIOWAAKy C PerMoHasibHOro Ha MeXXayHapoOHbIN
ypOBeHb. JIMTOBCKME XYAOXHUKWN CTann ydyacTBoBaTb B OueHHane
coBpeMeHHoro wuckyccrtesa B bepnuHe, Ctambyne wn CaH-llaono,
a Takxe B bueHHane MaHugecTta n HECKONBKO NO3XE, B HyfEBblE,
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B Hemeukumx BbicTaBkax documenta, Skulptur Projekte Mdunster,
TpueHHane N'yaH4yxoy u T.4.

Monogble XyOoO>XXHVWKWU HOBOrO MOKOJSIEHUS, MOMOSHMBLUNE TBOPYe-
ckue psigbl B KoHue 90-X, NPOAO/IXUAN pa3BMBaTh OCHOBHbIE TeMa-
TUYecKMe HanpasneHns n GopMbl BbIPaKEHNS, COXPaHssi Npu 3TOM
NccnepoBaTeNbCKUM YKIIOH JIMTOBCKUX MPakTUK 1 aenasi ocobbin
aKkLeHT Ha nepvof, bnykTyaumi/aktyansHocTu. lNpegmMeTomM mx aHa-
nn3a CTas MbICNIUTENbHbIA MPOLECC, COMPSXXEHHbIN C MOMbITKOW
afanTMpoBaTbCs K KanuTaiMCcTU4ECKOMY OOBLLLECTBEHHOMY CTPOO
N C BO3HUKHOBEHNEM HOBbIX MEXKYbTYPHbIX CBA3EN — AUCKYPCOM
BCcTpeun ¢ [pyrum. B Buaeo n nHctannaumsax KpuctuHel Vinytopante
>KEHCKUIN B3rNsg n MMPOBO33PEHME CTOST B LLIEHTPE aHaNNTUYECKON
paboTbl N CRy>XaT B Ka4yecTBe MHCTPYMEHTA (OE)KOHCTPYyMpOBaHUS
peanbHOCTX, yTONMU U BbiMbICNa. TBOpYeckasi npakTuka Jlaypsbl
MapbwTneHe, paboTarowen C MNOrpy>XEeHNEM B KOHTEKCTbl MyJb-
TUKYNbTypanuama, onpegensieTca ee MnoHMMaHneMm coOCTBEHHOM
NOEHTUYHOCTUN KaK XYAOXKHUKA-XXEHLUMHbl M NMOHUMaHUS >KEHLM-
Hbl-Cebs Yepes UyXXyo KynbTypy, S3blK U ponb. Vicxoas u3 cBoero
NHTEpeca K S3blKY, MOEHTUYHOCTU U CTEPEOTUNOB NMOCTCOBETCKON
MaccoBOWN KynbTypbl, XygoxXHukn Jlaypa Crtactonute n [MaynmHa
orne lNyknTe n3yyaloT KPaTKOBPEMEHHbIE CUTyaLMM U COCTOSIHUS
N3MEHSIIOLLLEroCs1 CMMBOJSIMYECKOrO cTaTyca, agantauum M nosHa-
Hua Opyroro. OanHioc JIMWKSABMYIOC UCNONBb3YET MyNbTUMEONNHbIE
cpencrea AN pacCMOTPEHUS COLMOKYNbTYPHbIX SBAEHUA C NO3U-
U1 npoHnn 1 abeyppaa. XygoXKHUK HE YypaeTcsl U CaMOMPOHUN UK
LWYTOK B apec KynbTypHbIX Knuwe. B nocnegHmne rogbl oH pabotaet
Hag, MHOMOKOMMOHEHTHbIMU NHCTaNNSAUUSAMM HA OCHOBE apXMBHbIX
MaTtepuanos, 3KCNEPUMEHTUPYSA C MOTEHUMANIOM CO30aHUsS 3KCMo-
31uMK, OOHOBPEMEHHO MpenCcTaBNsoLEN HEeCKONIbKO napasnnenb-
HbIX CIOXKETOB.

Ha pybexxe BekoB nposiBuna cebsi TeHAeHUMst pa3MbIlWISaTb O XU-
BOMMCK Kak XaHpe. Ha ¢poHe BceobLLe NpoBO3rnaleHHON «CMepPTH
>KMBOMNCK» 3TO CPEACTBO BbIPaXEHN BOCCTAHOBUSIO CBOK 3HA4u-
MOCTb MOC/e pagnkanbHOro nepecmoTpa ero cyTd. [Ins nepenayn
KOHLIENTYanbHOro BbICKa3biBaHNSA B >XKUBOMUCHOM MNPON3BEOEHNN
cTann NPUMEHNATLCS COBEPLUEHHO HOBbIE MaTepuasnbl U Bblpa3uTesb-
Hble Npuembl. 1o TakoMy NMyTWM NOWAM U Monoable, 1 6onee onbIT-
Hble XyAoXXHUKK: Monac Mactonac, Orne PuaunkanTe, Matpuums
Opkwaiitute, ArHe VoHkyTe, Puuappac Hemelikwuc u gp. OguH n3
Hanbonee BNNATENbHbIX B 3TOM OTHOLLUEHWM JINTOBCKUX XYO0>KHNKOB,
Monac MactoHac, ncrnonb3yeT B CBOE XXMBOMUCK 1 rpacuke AbiM OT
ropsiLen cseyun, gocTuras onpeaesneHHoro KnHemartorpagpuyecko-
ro acdpcpekTa, conocTasnsisi Takum 06pa3oM peasibHOCTb U BbIMbICE!.
"actoHac paboTaeT ¢ TeMaMu JIMYHOrO N UCTOPUYECKOrO BPEMEHN,
€ro U3MeHeHMs1, a TakXKe C NpoLeccaMn CTUPaHUS 1 BO3BPALLEHMS
namsatn. Orne Pugukainte BMECTO XONCTOB UCMONb3yeT KpynHOdop-
MaTHbl€ NPOMbILLMIEHHbIE MONOTHA, NPU 3TOM «MULLET» adPO30JIbHON
Kpackomn, nog4epKmnBas niockyo npupoay nsobpaxeHus. Matpuums
FOpkwantnte npegnaraeT COBPEMEHHbIN B3MNsi4 Ha Khnaccuyeckmne
N3006pa>keHns: XygodXkKHuua 6epeT KHKHbIE WAACTPaUMN HU3KOro
KayecTBa 1 NEPEHOCUT NX Ha >KMBOMUCHbIE XONCTbI, HO yXXe 6e3 quryp.

Ewe ogoHO nokoneHue XyaoXXHUKOB, KOTOpbIE paccMaTtpuBaroT
>XXMBOMUCb Kak urypatmBHyto ¢opMy BblipaxkeHus, obpallaeTtcs
K camopecdnekcun (AHgptoc 3akapayckac), BonpocamMm KOJSEKTUB-
HOM N NUYHOM NamaTh (Orne YnbumHckanTe n drne KapnasuutoTe),
a TakXe coumalnbHbIM KOHCTpPyKTaMm reHpgepa (AnnHa MenbHunkoBa
n Agomac [JaHyceBun4yioc).

XyOooXXHuKK, paboTtatowme B >XaHpe oTorpadum v BUAEO WK
KNHO, N3yYatoT rpaHvLbl MeXay OOKYMEHTaIMCTUKON N BbIMbICTIOM
N OUNemmy, 3a5I0XKEHHYIO B U3BECTHOE BbICKa3blBaHME «CPEACTBO
KOMMYHMKaLMM ecTb coobuieHune». mHTayTtac Tpumakac, ¢ KoHua
80-x paboTarowmn UCKNIYUTENBHO C MNJIEHOYHOW hoTorpaduen,
npPoJoMKaeT pasBMBaTbh MOe CTaHoBNeHUs doTorpadum B Kaye-
CTBE «HEYTO MHOro», OT/INYHOIrO OT M300paKeHUs, N MOrpy>xaet-
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csa BCe rnybxe B TEXHUYECKME acnekTbl 3Ton opmbl Megma. OH
n3obpen HOBLIM nMogxon K dotorpadum BMECTE C XYyOOXKHMKA-
MU-eanHOMbIWNeHHKaMn Anbeugacom Jlykncom n Pemurnycom
Tpenrncom, KOTOpbIX MHTEPECOBANN MOHATUSA BbITECHEHNS 1 NPO-
3an4yHOCTU BpeMeHn 1 ob6bekToB. [laptoc XKiopa B cBoen oTo-
rpadum 1 OBUXYLLMXCSA M306paxeHnsax HENpepbIBHO 3anuncbiBa-
eT, oTbMpaeT N KOMMNOHYeT BU3yasnbHyto nHhopmauymto. NMogobHo
aHTPOMOIOry, OH co3gaeT NopTpPeThl Noaen, 06bLEeKTOB U MECT,
onepupytost TOHKMMU MaTEPUSAMU U COXPaHAS NpU 3TOM FyMaH-
HbIn nogxopn®. NHppe LLiepnetute ncnonb3dyet oTorpaduto Kak
CPEeACTBO BblpaXKeHUst IMOLUA N BPOXXAEHHOW NaMsaTn, aHanm3u-
pys B CBOMX paboTax UCTOPUIO U TPaBMy.

B 2004 ropa JlutBa Bowna B coctaB EBpocoto3a, 1 HOBOMY MOKO-
NEHNIO XYO0XXHMNKOB OTKPbINNUCEL 6onee Wnpokne obpasoBaTtesibHble
BO3MO>XHOCTW 3a rpaHnLen pogHoOM CTpaHbl. OTO NO3BONUIO UM Obl-
CTPEE VHTErpMpoBaTbCA B COBPEMEHHYIO apT-CLEeHY. HekoTopble 13
HUX — Kak Te, KTO Ha4ymHan B Ha4dane 90-x nocne obpeTteHns Hauu-
OHas/IbHOWN HE3ABMCMMOCTU, TaK U XYOO0XKHUKN MOMOJIOXE — Havanum
BbICTaBNATbCSA B YacTHbIX ranepeax 3anagHown Esponbl (PpaHuus,
Benbrusa, Hupepnangel, Nepmanus n 1.4.) n CLUA. C monogbiMn xy-
OOXXHUKAMX Havyanu paboTaTb MECTHbIE YaCTHbIE ranepen, Hanpu-
mep Vartai, Tulips&Roses n The Rooster Gallery. CerogHs nutosckumne
XYAOXHUKN MOSIHOLEHHO Y4YacTBYIOT B aKTUBHOW MeXAyHapOAHOW
XYOO0XKECTBEHHOWN >XXN3HW: KaK YNeHbl WHCTUTYUMOHANbHbLIX CETEN,
CeTeln KypaTopoB, rafiepucToB 1 XyAO>XKHMKOB — nonyyas ogobpe-
HWe N NPU3HaHNE B CaMblX Pa3HbIX HULWAX COBPEMEHHOIO apT-Mupa.

K KOHUy HyneBbIX OAHO3HA4YHO cchopMMpoBanacb yCTaHOBKa Ha
6onee 4YeTKoe BblpaKeHne yrayonstomXxcsi OTHOLWEHNIA MEXAY XY-
OO>XECTBEHHbIMW CTpaTernsiMn, Hay4YHbIM aHanaM3oM U ero npume-
HEeHMEM B pasHbIX Xy40XXECTBEHHbIX 06nacTax. XoTa B pa3pese pas-
HbIX CTPaH NN A3bIKOB (MCKYCCTBOBEAYECKMX LUKOJ) N KOHKPETHbIX
HanpaBfieHM B UCKYCCTBE nccnegoBaTensaMm 4o cux rnop He 6bino
cchopmMmpoBaHO eguHOro NOHATUNHOIO annapara, Bce-Taku pasnuny-
Hbl€ NPOEKTbl OObEANHSIOT ObLLME XYA0XKECTBEHHbIE METOAObI N 06-
LW 06bEKT NccnenoBaHusl, Npon3eeneHne nckyccrea. [laHHas TeH-
OeHUMs B pasHbix hopmMax Haluna CBOe NpOosiB/IEHNE Ha JIMTOBCKOMN
Xy[o>ecTBeHHON cueHe. Mo cpaBHeHuto ¢ 90-mMu ocHoBHOW Habop
TEM B XY[OXXECTBEHHbIX NPOeKTax Tenepb XxapakTepusyetcs bonee
CNTOXXHbIM aHaNN30M aKTUBHOW NOEHTUYHOCTN COBPEMEHHOIO UOEO-
NOrN4YecKoro, SKOHOMNYECKOro N KyJIbTYPHOrO COCTOSIHUA. AHanm3
OCYLLECTB/SAETCA C NPUMEHEHNEM pPa3HbIX METOOVK, KOTOPble 3anM-
CTBYIOTCS U3 TAKMX HayuYHbIX OUCUUNIVH, KaKk UCTOPUS, COLMOMOrus,
aHTPOMNOSIOrNSt N NCUXOSIONNA, a 3aTeEM KOMOMHUPYIOTCA B MEXANC-
UVNIVHAPHbIE N XYOOXECTBEHHbIE KOMMeKcbl. drne byaosutute
nccnegyet OPMUPOBAHNE NHTENNEKTYaNbHbIX 1 3MOLMOHAbHbIX
OTHOLLEHM NIMYHOCTU K OKpY>KaroLlen cpene, cnocobbl nepexxu-
BaHNA Takon cpegpl. CBouMn unbmMamm 1 xopeorpaduyeckmu,
3BYKOBbIMW 1 PaAVIONHTEPBEHLMSIMU OHA CNNaBnsieT BOEANHO HEYTO
y3HaBaeMoe 1 3HaKOMOEe C YEM-TO BbIMbILEHHbIM. 151 KNHONPOU3-
BeOeHUn 1 Buaeo Idmunun LLIkapHynuTe xapakTepHO KOHCTPYUpO-
BaHMe N OEKOHCTPYUPOBaHME aHTPOMOLEHTPUYECKMX NnaHawadToB
B COYETaHMM C YaCTUYHO NOCTAaHOBOYHbIMKU NepdopmaHcamun. ['epay
MantownTe MHTEPECYIOT Npeaesibl, UBMEHEHNS 1 OTCTaBaHue B penpe-
3eHTauuaX MOAEHTUYHOCTU N TO, KaK OHM ONpenensitoTcs NONNTUKON,
coumasnbHbIM 3anpocoM 1 caMmmm BpeMmeHem. PaboTbl XKunbBuHaca
Jlanps6epraca coyetaloT B cebe apxeTunmyeckme KOMMOHEHTbI
N OTPa>XeHns1 COBPEMEHHOW CoLManbHOW peanibHOCTW, CNIETEHHbIE
BMECTe B 3KCMNEPUMEHTaNbHbIX MPOCTPaHCTBEHHbLIX HappaTuBax.
ApyHac lN'yoanTuc cpaBHMBaET KaXkgOAHEBHbIE COObITUS, CBA3AHHbIE
C NONUTUKOWN, NCTOPUEN N UCKYCCTBOBEOEHMNEM, B NNIOCKOCTN CO3Ha-
HUS N OCTPOYMUSI.
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BaxXHbIM (akTOpOM B COBPEMEHHbIX YCNOBUSAX BbICTYNaeT BU-
SIHWe, KOTOpOe Ha Halle OKPYXEeHWe M Halwe MOoHMMaHMEe CBOEro
OKPY>XEHNS OKa3blBalOT HOBblE TEXHONOMMN. Tak, MHOrMe 1 MHorme
XYOOXHUKN B CBOEM TBOpPYECTBE obpallatoTcs K 3TUM BOMpocam,
9KCMEPUMEHTUPYIOT C BO3MOXHOCTAMU HOBbIX TEXHONOMMYECKNX
OOCTUXKEHUIN, HaXOOsaT UM anbTepHaTUBHbIE U KPUTUYECKN OPUEH-
TUPOBAaHHbIE MPUMEHEHNA B UCKYCCTBe. TBOpYyecTBO AyaTta Pakui
Hardware 3aBA3aHO Ha OTHOLWIEHUSIX MeXAy MaTepunasnibHOCTbLO,
TEXHOMOrMSIMA 1N 9KOHOMUKOWN. XyAO>XHUKOB MHTEPECYET TO ornpe-
aensiollee Bo3AencTBme, KOTOPOE TEXHOOMMU UMEKOT CEeroaHst Ha
3KOHOMUKY 1 OU3NYECKMIA MUP, BKtOYast YesnoBeyeckoe Teno. MHo-
rocnonHele paboTbl PobepTaca Hapkyca npencraBnsatoT cobon aHa-
N3 9HTy3Masma 1 neccumMmsma B CBA3M C pasBuTMeEM 06pas3oBaHus,
TEXHONOMNN N SKOHOMUKUN. XYAOXKHUK NEPEHOCUT KOHLLENLMN UCKYC-
CTBEHHOIO WHTENEKTA U TEXHMYECKUX MHHOBALMIA «O0MNOSIHEHHOW
peanbHOCTU» B XYAOXECTBEHHbIN KOHTEKCT. NrHac KpyHrnssuyioc
nccnegyeT CTPYKTypbl BNacTy, co30aBaeMble HOBbIMU TEXHOOMMS-
MU, U FNYOVHHbIE MEXaHN3Mbl YENOBEYECKOW MNCUXUKN.

MapannensHo ¢ 3TUM HabnogaeTcs HoBas BOJIHA MHCTUTYLMOHASb-
HoWM KpuTuKn. B nHTepBeHumsax Ayryctaca CepannHaca HOBYH XXNU3Hb
0bpeTaloT NCTOpUYECKNE, COLMANBHBIE N «HECYLLNE» dNIEMEHTbI (XY-
LO0>XKECTBEHHbIX) MHCTUTYLUI, KOTOPbIE YL U3 NaMsaTU NN akTUB-
HO N3 nNamatTn ctuparoTcs. CTUMyNoM K CO34aHunio NPon3BeneHNN
HepenKko CRy>XWT guanor ¢ npeactaBUTeNs MU Takux MHCTUTYTOB,
4YTO B CBOK OYepedb paclMnpsieT none LS fanbHenwero amano-
ra. K0osac Jlamsuc 3aHMMaeTCsi NOMCKOM N pa3MbITUEM aBTOPCTBA,
WHCTUTYLMOHANBHOM BNAacTu, 9KOHOMUYECKOW LIEHHOCTM NCKYCCTBa
N rpaHnLpbl MeXay WCKYCCTBOM W >XXU3HbIO. XYyOOXXHUK CTPEMUTCS
NMWNTb NPON3BEeLEHNE UCKYCCTBA NIEMMTUMHOCTM O6bekTa 1 ToBa-
pa, 3aKcrnyaTupyst TOT YPOBEHb pPeasibHOCTU, KOTOPbIA B NMEPBOM
NPUBAM>KEHNN MOXET NOKa3aTbCsl HE3HAYNTENbHBIM Y HEBUOVUMbIM.
PaboTtbl Tomaca [Jaykwun obpalleHbl K 3aKpbITbiIM 1 TMO6pULHbLIM Cr-
ctemaM. [lenas Takon Bbl6Op, XyOOXHMK NPON3BOOUT OEKOHCTPYK-
LMIO HaYYHOW NOMVKN N HEBUOUMbIX MAaHUMNYNSAUNA B KaXKOOAHEBHOM
peanbHOCTN NPUYNHHO-CNEACTBEHHbIX LINKIOB.

BmecTe C¢ aTuMu npakTMKamu COBEPLUEHCTBYIOTCHA CTpaTernu
XYLOOXXECTBEHHbIX WCCNeQoBaHu, UOyLWMX Bpaspe3 C HayYHbIMU
mMeTogamu. lNMpuoputetTamm 34ecCb CTAHOBATCHA UHTYUUMS, ano3un
N 3arafo4yHOCTb — MWCTOYHUKN LIEHHOCTU B XYAOXXECTBEHHOM Mpo-
n3seneHnn®. B gaHHbIN TpeHa XOpoLwo yKnaabiBaeTcsa KypaTopckas
aestenbHocTb PanmmyHpaca Manawayckaca, 3HadvMmas Ha Hauu-
OHallbHOM, JIMTOBCKOM, U MeXAyHapoOHoM ypoBHe. [MokasaTenb-
HbIM NPUMEPOM ero KypaTopCKown OeATENbHOCTU MOXET NOCAY>XXNUTb
MeXxayHapoaHas BbicTaBka «00O», KOTopon Ha BeHeuuwaHckon 6u-
eHHane 2013 roga 6binn npenctasneHsbl Jintea n Knnp. BeicTaBka
He NpocCTo Obina 3asBfeHa Kak oduumanbHoe NnpeacTaBneHne cTpa-
Hbl, HO N NogaBanachb Kak HeTUNMYHOEe Ans BeHeuun NpoCcTpaHCTBO:
He CBAA3aHHOE eAMHON KOHUenuuen, a paboTarowiee no asTomaTnye-
CKOW BbICTaBOYHON MOAENN «CEKBEHMPOBaHWS», 3a CHET 4Yero B OT-
BEAEHHOM BbICTaBOYHOM MPOCTPAHCTBE CO34aBanvCb U Apobunncb
KOHLeNTbl. Taknm o6pa3omM BbiCTaBka (hyHKLUMNOHMPOBana Kak pagu-
KanbHasa OEKOHCTPYKLUMS NpaBui, NPUHATLIX HA bueHHane, npegna-
rasi cobon Hekyto anbTepHaTmBy. K yyacTuio 6b1nv npurnaweHbl am-
TOBCKMNE XYOOXHUKN, KOTOpble paboTaloT N0 TakoMy MeTony: JreHa
HapbytanTte, mHTapac Oupxanetpuc n Jliogenkac byknmc. OHu
npogsuratoT gpyron opmMar OTHOLIEHUA C MUPOM, sikobbl Bonee
OTKPbITbIN 1 HeJoonpeaeneHHbIN, a Takxe 3asBnsalT O POACTBE Be-
LLen, COBbITUIN, HOBOCTEN, MbIC/TUTENbHbBIX MPOLECCOB N NMPOYMX SB-
NEHUN B 3TOM MUpe. A3bIK NX NCKYCCTBa OCHOBaH Ha YyBCTBEHHOCTH
N BHMMATENIbHOCTU K, Kasanocb Obl, HE3HAYNTE IbHbIM BeLam: UM
WHTEPECHbI MUKPOUCTOPUN N MUKPOYYBCTBa, KOTOPbIE POXXAAIOTCS
NPV NOrPY>XEHUN B CBA3W MEXAY MHTENNEKTyaslbHbIM 1 MaTepuasib-
HbIM Hacnegmem, MeTogamm NPOV3BOACTBA, pUTMamMn NOBCEOHEB-
HOCTW N yKNnagamu >XN3HW.

[Hosune Tymnute, Srne KOouesuytote
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B JlntoBckyto CCP npen dnykcyca Bnepsble NPOHUKAM Yepe3d My3biky. Ha npoTs-
XeHun 60-x MysblkoBep, Butaytac JlaHacbepruc Ben nepenncky ¢ opyrom getcrea
>xopoykem MavyHacom (FOpruc MauyHac).
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By Dovilé Tumpyté, Eglé Juocevicidate

The most significant changes in the Lithuanian art scene began
in the late 1980s, together with new developments in politics that led
to the reestablishment of independence in 1990 and the reorganisation
of the art field. At the time (from 1987), musicians and composers
began to put into practice new, Fluxus-inspired' ideas by organising
festivals of both conceptual art and happenings in various cities with
students from the Vilnius State Institute of Art (renamed the Vilnius
Academy of Arts in 1990). Shortly afterwards, the first independent
artists’ groups were established and their members began to bring
new forms of contemporary art into the practice of Lithuanian art.
The Zalias lapas / Green Leaf group (established in 1988 in Vilnius),
consisting of musicians and art students at the Vilnius State Institute
of Art, organised actions of a humanistic character in public spaces
that combined visual, audio and performance elements. The Post Ars
group (established in 1989 in Kaunas) became known for its land art
and actions on industrial sites, as well as controversial installations
that highlighted social and existential issues. The establishment
of the first artists’ groups marked the weakened Soviet institutional
and ideological system which had controlled the arts, as well
as the challenge to it by artists, inexorably changing the traditional
understanding of art.

In fact, some artists from various disciplines were already guided
by the principles of contemporary art. In the early 1980s, Mindaugas
Navakas, a pioneer of conceptual sculpture in Lithuania, who
is still active today, produced large-format objects that interpreted
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geometric and technological forms. In these works, he highlighted
the importance of a specific location and the spatial context
in viewing a work of art. Through this, he formed a new vision of art for
public spaces. His innovative approach influenced the development
of the concept of sculpture in the expanded field in Lithuania.

In the 1970s and 1980s, a new generation of photographers, who
embodied in their work a turning point in art photography, initiated
the appearance of postmodern tendencies in this area. This was due
to the efforts of Vitas Luckus, a pioneer of conceptual photography
in Lithuania, Algirdas Seskus, and Alfonsas Budvytis. At that time,
these photographers were working on the margins of the important
and acclaimed ‘Lithuanian school of photography’, represented
by such classics of modernism as Antanas Sutkus, Aleksandras
Macijauskas, and Romualdas Rakauskas, among others.

An important figure in the context of international contemporary art
is the godfather of American avant-garde film Jonas Mekas, who
is of Lithuanian descent and who lives and works in New York.
His rare visits to Soviet Lithuania in the 1970s and 1980s were
of political and artistic importance. His poetry and experimental films
inspired Lithuanian video art in the late 1980s and influenced those
artists who chose film as their medium.

After Lithuania re-established its independence in 1990, artists began
to participate freely and directly in the global art world. Fundamental
changes took place in the work of the younger generation of artists
who were completing their studies in painting and sculpture. Aimost
all of them were studying at the Vilnius Academy of Arts, the only art

school in Lithuania, where at the turn of the 1980s and 1990s, local
academic traditions were still strong, and the ideas of contemporary
art were almost unknown. Young artists ‘discovered’ them on their own,
studying the information about new Western art that was available
to them and looking around outside of Lithuania when they travelled
abroad for a shorter or longer time to participate in exhibitions and
to work in creative centres. Thus, the work by Lithuanian pioneers
in the field of contemporary art is known not only for its innovativeness,
but also for its individuality, in terms of the subject matter addressed
and the artistic language used.?

The 1990s were marked by the shift from medium-specific
to discourse-specific art practices. New forms of art, such as objects,
installation, art action, performance, contemporary photography,
collaboration and new media-based art practice, as well as the
medium of moving image and film that was popular in the late 1990s,
highlighted the critical relationship of contemporary art with social,
political and cultural phenomena. The artists addressed the body,
daily life, the problematic relationship between art and life, institutional
criticism, and especially questions of post-Soviet (artistic) identity
and (cultural/collective) memory.

The central themes, particularly in the late 1990s, of Deimantas
NarkeviCius’s conceptual objects, (video) installations and films were
and remain the memory of the utopia of modernism.® NarkeviCius
examines it by combining two perspectives: individual oral stories
and history as a validated discourse, by reworking and interpreting
(by personalisation) various found footage: documentary film that
formed a collective memory, feature films and literary narratives that
had becomerooted inthe post-Soviet consciousness, as well as works
by other artists. The art practice of Nomeda and Gediminas Urbonas,
which often begins with archival research, is based on collaborative
participation. Their complex work investigates the urban environment,
architectural developments, and cultural and technological heritage,
raising questions about community, citizenship, and economic and
environmental consciousness. Discourses on institutional critique
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and national identity are inherent in the work of Arturas Raila, who
works closely with various specific social groups and subcultures.
By giving them the freedom to engage in their regular activities
in the field of art, he highlights the role of creativity in an everyday
social setting, and questions the divergence between the institution
of art and life. The exploration and re-evaluation of the local context,
its history and national identity, are characteristic of the films and
installations by Audrius Novickas and Gintaras Makarevicius.

The work of Eglé Rakauskaité in the mid-1990s stood out because
of her attempt to re-examine issues of female identity. She worked
with materials that were unconventional in Lithuania at the time, such
as human hair, jasmine petals, honey, lard, and chocolate. Sensuality
and intimacy became intertwined in her bodily objects, performances
and installations. In her later work, an intimate look at a person
through the lens of a camera became a tool to reflect issues of social
phenomena and universal existence. The question of human nature,
presented in hypertrophied constructs of death and eros in large-
format photographs, drawings, sculptures and films, became for
Svajoné and Paulius Stanikas the focus of their creative work. Jurga
Barilaité explores the construct of femininity and uses various artistic
media to confront the dominance of the male gaze in the social and
cultural environment. In his installations, films and performances,
Evaldas Jansas raises questions about radical and abject aspects
of social reality and morality in art, by exposing social states that
‘normal’ society does not want to see: an ambivalent existence and
cracks in the social system. Zilvinas Kempinas, who moved to New
York to live and work at the end of the 1990s, uses magnetic tape with
coded information on it, light and currents of air to create installations
in which he explores the aesthetics of movement and the optical
experience of space.

Many of these artists, whose work is associated with the emergence
of contemporary art in Lithuania, established themselves on the
international scene at the turn of the 20" and 21st centuries.
Because of the geographically expanded postcolonial discourse,

the international art community became interested in East European
art and began organising exhibitions that explored it in the context
of Western tradition. In 1999, Lithuania for the first time had its
own pavilion at the Venice Biennale. In 2002, the Contemporary
Art Centre in Vilnius renewed the vision of the Baltic Triennial:
it initiated a collaboration with international guest curators, and
it has transformed from aregional to an international platform
for contemporary art. Lithuanian artists took part in contemporary
art biennials in Berlin, Istanbul and Sao Paolo, and in Manifesta, and
then a little later in the first decade of the 215t century in documenta
(Germany), Skulptur Projekte Mdunster, the Guangzhou Triennial,
and elsewhere.

The younger generation of artists who appeared on the art scene
in the late 1990s continued the prevailing themes and modes
of expression while maintaining an investigative strategy and
emphasising the period of fluctuation/actuality. The object of their
analysis was the thought processes involved in attempting to adapt
to a capitalist society, as well as new social and cross-cultural ties—
the discourse of encountering the Other. In the films and installations
of Kristina InCiuraité, the female gaze and worldview become the
central object of analysis, and a tool for the (de)construction of reality,
utopia and fiction. The art practice of Laura Garbstiené, who delves
into multicultural contexts, is marked by her understanding of her
identity as a woman artist and a woman through a foreign culture,
language and role. Through their interest in language, identity
and stereotypes in post-Soviet popular culture, the artists Laura
Stasiulyté and Paulina Eglé Pukyté explore the transitory situations
and states of shifting symbolic status, adaptation and knowledge
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of the Other. Using multi-media, Dainius LiSkeviCius looks at socio-
cultural phenomena through the prism of irony and the absurd, while
not shying away from poking fun at himself and stereotypical beliefs
entrenched in culture; in recent years, he has been developing
complex installations of an archival nature, experimenting with the
possibilities of constructing an exposition creating several parallel
narratives.

Attheturn of the century, there was atendency to question the medium
of painting. After the universally declared ‘death of painting’, it again
gained importance through a radical rethinking of the medium.*
Materials and modes of expression unfamiliar to traditional painting
were used, with the aim of conveying a conceptual message. Both
older and younger artists moved in this direction: Jonas Gasiunas,
Eglé Ridikaite, Patricija JurkSaityte, Agné Jonkuté, RiCardas
NemeiksSis, and others. Jonas Gasiunas, one of the most influential
artists in this regard in Lithuania, uses a technique of painting and
drawing with the smoke of a candle, which creates a cinematographic
effect on the canvas, and a conceptual juxtaposition of fiction and
reality. He explores the themes of personal, historical time and its
changes, as well as the processes of obliterating and reclaiming
memory. The artist Eglé Ridikaité chooses not to paint on canvas but
instead uses large-format industrial textiles, and ‘paints’ with aerosol
paint, emphasising the flatness of the image. Patricija JurkSaityte
paints historical pictures taken from poor quality images in books,
eliminating the figures in the works, thus proposing a contemporary
perspective on classic images.

The emerging generation of painters who view painting as
a representational medium, explore questions of self-reflection
(Andrius Zakarauskas), collective and personal memory (Eglé

v —

(Alina Melnikova and Adomas Danusevicius).

The boundaries between documentary and fiction and the dilemma
of the medium as message are explored by the artists who work

in photography and film or video. Gintautas Trimakas, who from
the late 1980s has worked exclusively with analogue photography
techniques, continues to develop in his work the idea of photography
of becoming ‘something else’ other than an image, going deeper
into the technological specificity of this medium. He formed a new
approach to photography, together with like-minded artists Alvydas
Lukys and Remigijus Treigys, who are interested in concepts of the
displacement and prosaicism of time and objects. Darius Zidra
constantly records, selects and composes visual information in his
photography and moving images; like an anthropologist, he creates
portraits of people, objects and places, touching on sensitive issues
and maintaining a humanistic approach.® Indré Serpytyté uses
photography as a mode of expression of emotion and inherited
memory in her works that analyse history and trauma.

After Lithuania joined the European Union in 2004, many more
opportunities were available to the younger generation of artists
to begin or continue their studies in other countries and in doing
so, to integrate more quickly into the international contemporary
art scene. Some artists, both those had begun their careers in the
early 1990s after the reestablishment of independence, and younger
ones, began to be represented by private galleries in Western
Europe (France, Belgium, the Netherlands, Germany, and elsewhere)
or the USA. Local private art galleries, such as Vartai, Tulips&Roses,
and The Rooster Gallery, began working with promising young
artists. Today, Lithuanian artists actively participate in the dynamic
international art field—in various networks of institutions, curators,
gallerists, and artists, validating their activities in the various spaces
of this field.
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At the end of the first decade of the 215t century, there was a clear
aspiration to articulate the deepening relationship between artistic
strategies and academic analysis and its parallel use in diverse fields
of art. Depending on the country or the language (of the academic
school) and the particular field of art, the terms that define the analysis
of art have not become fixed to this day, although the elements that
unite the projects encompassing this phenomenon are: a methodology
rooted in the practice of art and a work of art as the result of inquiry.
This tendency was also evident in the Lithuanian art scene and
assumed various forms. The central thematic field explored in artistic
projects, compared with the 1990s, is a more complex analysis of the
active identity of the contemporary ideological, economic, and cultural
condition. This analysis is conducted using methods proposed by the
academic fields of history, sociology, anthropology and psychology,
combining them with interdisciplinary and staged artistic notions.
Eglé Budvytyté explores how a person’s intellectual and emotional
relationship with the environment is construed and defined, and
the ways to experience that environment. With partially staged
choreographic, sound, radio transmission interventions in public
spaces and films, she fuses that which is recognizable, familiar with
that which belongs to the sphere of imagination. The films and video
installations of Emilija Skarnulyté are known for their construction
and deconstruction of an anthropocentric landscape, coupled with
partly staged performance. Gerda Paliusyté is interested in the limits,
shifts and delays in representations of identity, and the ways in which
these are determined by politics, social needs and time. Zilvinas
Landzbergas in his work combines archetypal elements and current
social reflections, weaving all of this together in experiential spatial
narratives. Arunas Gudaitis compares everyday occurrences to do
with politics, history and art history, occurrences that encompass
consciousness and wit.

An important aspect of the contemporary condition is the influence
of new technologies on our surroundings and our understanding of our
surroundings. So, there are many more artists examining this issue
in their work: they experiment with capabilities presented by these

new technologies, and offer alternative and critical possibilities
for their use in art. The work of the art duo Pakui Hardware spans
the relationship between materiality, technology, and economy. They
are interested in how technology shapes today’s economy and
the physical realm, including the human body. Robertas Narkus,
in his multi-layered work, analyses enthusiasm and pessimism
that is connected to the development of education, technology
and economics. He applies concepts of artificial intelligence and
technological innovations of an ‘augmented reality’ in an artistic
context. Ignas KrungleviCius explores power structures formed
by new technologies, and the mechanisms of the workings of the
human psyche.

One can also notice arenewed tendency toward criticising institutions.
Augustas Serapinas’s interventions resurrect the historic or social
and institutionally structural aspects of (art) institutions that have
been forgotten or that there is a desire to forget. A dialogue with
individuals working within the institutions is a stimulus for the work,
and this often results in the creation of space for further dialogue.
Juozas Laivys is concerned with the search for and dissolution
of authorship, institutional power, the economic value of art, and the
boundary between art and life. He seeks to delegitimise the art work
as an object and commaodity, exploiting the level of reality that at first
glance is insignificant and imperceptible. In his work, Tomas Dauksa
examines closed and hybrid systems, and in so doing he deconstructs
scientific logic and the imperceptible manipulation in everyday reality
of the cyclical nature of cause and effect.

Alongside these practices, we see a strengthening of artistic research
strategies that work in opposition to scientific and academic
methods. This trend elevates intuition, allusion and mystery
as values in a work of art.® This tendency is tied to the curatorial
practice of Raimundas MalaSauskas that is outstanding in both
the local (Lithuanian) and international contexts. A good example
of his practice is the international exhibition that he curated entitled
00, which represented Lithuania and Cyprus at the 2013 Venice
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Biennale. The exhibition was not considered a national entry, it was
presented in an atypical space in Venice, and it did not identify
a unified concept, but in creating a partially automatic model
of the exhibition, called a ‘sequencer’, it generated and fractured
the concepts in that very space. In this way, the exhibition worked
as a radical deconstruction of the rules of the Venice Biennale, one
that sought to find an alternative. Several Lithuanian artists who work
in this way—Elena Narbutaité, Gintaras Didziapetris, and Liudvikas
Buklys—were invited to participate. These artists propose a different,
ostensibly more open, not completely defined relationship with the
world and an affinity among the things, events, news, ways of thinking
and other phenomena that exist within it. They base the language
of art in sensitivity and an attentiveness to what at first glance might
seem inconsequential: they are concerned with microhistories and
microfeelings that are born when one delves into the connection
between intellectual and material heritage, modes of production,
rhythms of daily life and life styles.

In Soviet Lithuania, Fluxus ideas first appeared in music. In the 1960s the musicologist
Vytautas Landsbergis corresponded with his childhood friend George Maciunas (Jurgis
Macitnas), an artist and the founder of the Fluxus movement. In his letters, Maciunas
wrote about the ideas of this anti-artistic movement and sent recordings of Fluxus
performances and Fluxus instructions. Landsbergis used this material in public
presentations on modern music.

Lolita Jablonskiené, ‘DesSimtmecio fragmentai’ (Fragments of the Decade), in Lietuvos
daileé 1989-1999: desimt mety (Lithuanian Art 1989-1999: Ten Years), exhibition
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subjects as individuals’, in Deimantas NarkeviCius. The Unanimous Life, Ed. by Chus
Martinez, Museo Nacional Centro de Arte Reina Sofia, Madrid, 2008.

Milda Zvirblyté, ‘Keletas pastaby apie naujajg lietuviy tapyba’ (A Few Remarks
on New Lithuanian Painting), in Kultdros barai, No 8/9, 2001, p. 63-66; Milda Zvirblyté,
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HABUIALIUA NO NOBECTBOBAHUAM
BbICTABKHU

Ha BbictaBke «EXTENSION.LT: lMapannenbHbie noBecTBOBaHUS»,
KOTOpYlO opraHu3yeTt ranepes «Tpuymd» (Kypatopbl KpuctuHa
PomaHoBa n 3rne MukanatoHe), NpeacTaBfeHbl Npon3BeaeHNs ose-
HaguaTy NMTOBCKMX XYOOXXHWKOB, CO3[0aHHble 3a rnocrepgHvne nBe-
HaguaTb NeT. OTU XYOOXKHUKN NPUHaanexaT pasHbiM MOKONEHUSIM:
Hanpumep, JenmaHtac HapkaBu4toc — OauvH U3 NepPBbIX JIMTOBCKNX
XYOO>XHNKOB, Ybe UCKYCCTBO OblI0 MHTENPUPOBAHO B CLEHY COBpe-
MEHHOro UCKyccTBa Ha 3anafe, a AHgpen lNMonykopn poanncs Ha py-
6exxe 1980-x 1 1990-x rogos, NPUMEPHO Torga, Korga nokKosieHne
HapksBuutoca HaumHano kapbepy. OKOMO NONOBUHbI XYAOXXHUKOB
BbICTaBKM y4Ynnucb B cTpaHax 3anagHon Esponbl unu CLUA, a He-
KOTOpble XMBYT TaM. Takum obpa3om, Ha BbICTaBKe npencraBieHa
onpegeneHHas «pacluMpeHHasi» CLeHa NIMTOBCKOrO WCKYCCTBa, KO-
TOPYIO Tak>XXe COCTaBASAT U XYOOXKHUKW, y4acTBYOLME B MECTHOMN
XYLOOXXECTBEHHOW CLEHe, Npu 3TOM yexaslume U3 cTpaHbl. PaboThbl
BbICTaBKM (OpMUPYIOT eOuMHOE Lefioe, B KOTOPOM MECTHbIE KOH-
TEKCTbI CBSA3aHbl C MEXAyHapOaHbIMUW, B34 B NPOLWWIOE — C HEOo-
npeneneHHoCTLI0 Nepen NMuoM Byayuwiero, KOHKPETHbIE NCTopuYe-
CcKne cobbITna — ¢ abCTpPaKTHbIMX BUOEHNSAMU, a UHAMBMOYaSbHbIN
ornbIT — C cUcCTeMaMin, Noaaep>XxmsaemMbiMn obLecTsomM. Ha MHoOrmx
BbICTaBkax B EBpone B nocnegHune rogpl NPUCYTCTBYET APKO Bblpa-
>KEHHOE OLLyLLeHe TpeBorn n HectabunbHocTn. OHO Takxxe Habno-
[AaeTcs U Ha OaHHOW BbICTaBKe: MHOrga 3TO YyBCTBO B3pblBaeTCs
pagvikanbHbiMKM hopMamn, a MHorga BCMbIBAET Ha MOBEPXHOCTD,
CJTOBHO J1IErKO OLLYTUMbIA TENTMOTUB, KOTOPbIN BUAEH HA KOHTpAcTe
c 6onee 3n1060gHEBHLIMW NPOU3BELEHUSIMU.
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Ha BbicTaBke npeacTtasnieHbl paboTbl TPEX XyAOXKHUKOB 6onee ctap-
LIero nokoneHna — Tex, KTo poguncsa B 1960-x rogax. OcTtanbHble
XYOOXKHUKN NpuHagnexar MOKONEHUI0, KOTOPOe POAMIOChL B MO-
cnepgHee OECATUNETME COBETCKOro nepuoga. He yanButenoHo, 4to
60MbLWMHCTBO PaboT, yKasbiBalOLWMX HA KOHKPETHbIE MOUTUYECKIME
KOHTEKCTbl UM HAUMOHAsbHYO UAEHTUYHOCTb, CO34aHbl aBTOpPaMU
6onee craplero nokoneHus. >XKuewne mexny ABYMSi CUCTEMaMU
n 6onee rnyboko ocos3HaBasBwMe MPO6GMAEMbl UAEHTUYHOCTU, OHU
aHaNM3NPYIT TEMbI, KOTOPbLIE Y>KEe He SABNSTCA CTOJNIb aKTyaslbHbI-
MU ONS NOKOSIEHNS, BbIPOCLLErO B rNobanbHOM KOHTeKCTe. PaboThl
XYOOXXHVKOB CTapLlero NoKONeHNsa OT KOHKPETHbIX UCTOPUIA 1 onpe-
OENEeHHbIX NOEHTUYHOCTEN BenyT K 6onee obLwmM TemaMm, KOTopbie
CBOeobpa3HO pacKpbiBalOTCA B paboTax XyOOXXHUKOB MOSIOO0ro
NOKONEeHUs1 U npnobpeTtaroT 6onee NUYHbIE UM, HaAobopoT, bonee
rnobanbHble OTTEHKMN.

Henmantac Hapksasuutoc (1964) — camblii ONbITHBIA XYOOXHUK Ha
BbICTaBKE, a TakXe OOWH U3 camblX MPU3HAHHbIX JIMTOBCKUX XY-
OOXHMKOB — ero paboTbl XxpaHaTcs B konnekuuwn Tate, Myses co-
BPEMEHHOro McKyccTBa B Hbto-Mlopke 1 gpyrx mMysees M1pOBOro
3HayeHnsa. OcHoBHas Tema TBopyecTBa HapksiBuytoca — npobnema-
TVKa n nctopms JINTBbl KAk MOCTKOMMYHUCTUYECKOWN BOCTOYHOEBPO-
nenckon ctpaHbl. OgHUM N3 TakMX NPOU3BEOEHUN SBMSIETCA (PUNbM
«QdeKkT HepasopBaBLLEroCs CHapsiAa», BOOXHOBNEHHbI BpeEMeHa-
MU XOSI0OHOW BOWHbI — NEPUOAOM B MeTadhopmnyeckoMm 1 BykBasb-
HOM CMbICNe Tak 1 He pa3opBasLlencs 6oMbbl. KOHCTpyKums punb-
Ma npegctaeBnsieT cobon haHTasnMlo TPaBMUPOBAHHOINO UHAMBMAA,
KOTOPbIA NOCTOSAHHO NEPEOCMbICINBAET «4TO MO0 Gbl NPOMU30NTH,
ecnu 6bl...»: gencTene uibMa NPoUCXoanT Ha TEPPUTOPUK peasb-
HOW 6a3bl TEPMOSIAEPHBIX PaKET, KOTOpas B COBETCKME BpeMeHa pa-
6oTtana B JIntee. [NaBHyO0 1 €OUHCTBEHHYIO POJSib B (husibMe Urpaet
peanbHbIN YENOBEK, PpaHee Cy>XMBLUNA Ha 6a3e, KOTOPbIN B (hunbme
NPOBOAMT B XXN3Hb TO, YTO B UCTOPUM HE NPOMN30LLIO, — 3aryck pa-
KEeTbl COrNacHO UHCTPYKLUUAM. OTO AeNCTBME NPOUCXOANT Ha (DOHe
APXMBHbIX N COBPEMEHHbIX Ka4poB C BUAAMN MECTHOCTU, YEM eLLe

pas nogyepknBaeTCs anokanunTMyeckoe npenyyBCTBUE, Hanpas-
NeHHoe B npowoe, HO HeN3bexxXHO roBOpsiLLEE U O HACTOSILLEM
nepeg nuuom éyayuiero.

[MocTanokannTnyeckoe HacTpOeHME, KOTOPOEe OLLyLaeTcs B Npo-
n3eseneHun Hapksasunytoca, noBTopsieTcs B paboTe «3epKasibHOe Be-
LLeCcTBO», CO30AaHHON OeCATb NIET CMyCTS XYAOXHUKOM CaMoro Mo-
nopgoro nokoneHust dmunmen LkapHynute (1987). Tem He MeHee 3TO
BUOEHNE, POAMBLUEECS Y>KE B COBEPLUEHHO MHOM KOHTEKCTE, B KO-
TOPOM NMponaoLlen CABUr OT JIOKa/IbHOro KOHTEKCTa K rnobanbHom
(nnn, BO3MOXHO, AaXXe KOCMUYECKON?) NepcnekTBe, a MayncTcKas
6opbba 3a BNaCTb N TEXHONOMMYECKME OOCTUXEHNS pacTBOPUINCH
B Cpefe TeNeCHOCTM 1 MUEONOrM4eckoro mMeiwneHns. B aton pabo-
Te NnoKasaHbl Buabl U BU3yannsaunm Hanbonee BaXHbIX COBPEMEH-
HbIX Hay4HbIX 623 — HENTPUHHbIX naboparopuin B AnoHun, nabopa-
Topun LIEPH B LLiIBenuapwumn n 6biBluen BOeHHO-Mopckon 6a3bl HATO
B Hopseruu. B otnunume ot punema JenmaHTtaca Hapkssudioca, B KO-
TOPOM BHUMaHME COCPEAOTOYEHO Ha LieNsX Co34aBaeMblX MHCTUTY-
UMSMU TEXHONOMMW N NX NOTEHUMAaNbHbIX NOCNeACcTBUSX, B huibMe
Omunun LLikapHynnTe BnevaTnsiowme KOHCTPYKLUUM XXNBYT Kak Obl
Mo Ty CTOPOHY HaBA3aHHbIX UM NIIOABMU PYHKLNIA 1 TakM 06pa3om
ynogobnsotca nossnsiowmMMca B punbme ancbepram. Hecnydam-
HO Ha 3TN KOHCTPYKLUN CMOTPUT UK, TOYHEE, HbIPSIET CKBO3b HUX
CBOMM TEeIOM UMEHHO pycanka — CYLWeCTBYOLWNA 3a npegenamm
HayKn N OUKTYEMOIrO HayKon NOHUMaHUS Npupoapl, CNeKyNAaTUBHbIN
N OOHOBPEMEHHO TENEeCHbIN CyOBbEKT, UCCNEAYoWM 3TN CTPYKTY-
pbl CKBO3b MNPM3My, KOTOpasi Ham, obuTaTensiM COBPEMEHHOrO MMpa,
efBa AOCTYMNHa U O KOTOPOM Y HAac MMEETCS TONIbKO CMYTHOE npea-
cTaBneHue.

CBs3un peanuin COBpEMEHHOIO MMpa ¢ apxamyHblM CUMBOJINYECKNM
MbILWEHNEM TakXe CTaHOBATCH aKTMBHbIMU U B TBOpPYECTBE eLle
OOHOro XyfdoXXHuKa cTapluero nokonenusi, XKnneeBnHaca KemnuHaca.
XKuneBuHac KemnuHac (1969) — BCEMUPHO NPU3HAHHLIN NIUTOB-
CKNA XYOOXHUK, B TedyeHne nocnegHux AsaguaTtn neT >XUBYLLNNA
B Hblo-Vlopke. Xy[oOXHWK, W3BECTHbI CBOMMW abCTPaKTHbIMU
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WHCTaNNAUMsaMMU N3 MarHUTHbIX JIEHT, ONsS BbicTaBku B Mockse
cospan paboty «MaTpelwka BOWHbI», KOTOPYIO MOCBSATW CBOEMY
YUNTENO N UCTOYHUKY BOOXHOBEHUS, aMEPUKAHCKOMY XYOOXKHUKY
Pobepty Moppucy (1931-2018). «MaTpelwika BOWHbI» OTCblNaeT
K npounsBeneHnio Pobepta Moppuca «Awmnk gna ctosHua» (1961),
KOTOpoOe npeacTaBnseT cobon BEPTUKaNbHYIO OTKPLITYIO rpobomno-
[Oo6HY0 KOpObKy pocToMm c 4enoseka. Pobept Moppuc, paboTtas-
LWNA B rogbl XONO4HOM BOWHBbI, cripawmsan cam cebs: «Bo3mMoXKHO,
MOS 03ab04YEHHOCTL BOMHOW npeyBenuyeHa. 3ademM Tak 6ecnoko-
nTbcA? B KOHUE KOHUOB YyOUNCTBO — TO, YTO HaweMy BuAy, Kak
KaxkeTcsl, yaaeTcsa nydwe Bcero». [epemectnB ngeto Moppuca Ha
OPYryt0 CTOPOHY ObIBLUEN FpaHuLbl XONOAHOW BOWMHbI, KemnuHac
BOMJIOLLAET €€ B CTPYKTYpe TPAANLMOHHOW PYCCKON MaTpeLLKu, Nog-
yepkuBasi NPy 3TOM HaBSA3YMBOCTb MbIC/N, HEM3OEXXHOE N NMOCTOSIH-
HOE CTOJIKHOBEHME C OOHUM N TEM XK€ UCTOYHMKOM BecrnokoncTea —
MbICJIbIO O BOVHE.

MOCTOSAHHO NOBTOPSAOLLNACS N YCKOPSIOLLMICS OMNbIT HAXOAUT CBOE
cBoeobpasHoe BorouweHne B npouseeneHun Euthanasia Coaster
XyOOXHMKa monogoro nokoneHust KOnuoHaca Yp6oHaca (1981).
Cpenmn y4acTHMKOB BbICTaBkM YpOoHaC BblOENSeTCs CBOUM UCXOM-
HbiM OobpasoBaHMEM — OH OKOHYMN y4eby no cneunanbHOCTM On-
3anHa, 1 BO MHOIx ero paboTtax Ba>kHO B3aMOOTHOLLEHNE 06beKTa
C Tenom (XoTsl 3TO B3aMOOTHOLLEHNE YAacTO OCTaeTCs Ha TEOPETU-
4eCcKoM ypoBHe). PaboTa, npeactaBneHHas Ha BbICTaBKE, SABSIETCS
pPaHHUM Npon3BeaeHnemM, NpuHecWwWnM emy n3sectHocTb. OHa cTana
TEMOW O HECKONBbKMX EBPOMNENCKNX TEMELOY. ITO TeopeTnyeckas
MOAEeNb aTTpakuMoHa, KoTopasi, Mo pacyeTam XyOo>XKHUKa, OoSKHa
npenocTaBnTb YeI0BEKY MPUSTHLIN NyTb K cMepTn. CNOBHO NOBTO-
pstowme hopmbl Apyr gpyra MaTpewKkn, Kaxaas netns arrpakumo-
Ha BBOAMWT YesloBeKka B NMOCTOSAHHO YBENNYMBAOLNINCA TPaHC, noka
B KOHEYHOM cyeTe He OyOeT OOCTUrHYT HeobpaTuMbIN, CMepTeSb-
HbI 9KCTa3. XOTH OTCbISIKU K NOKaNbHOMY KOHTEKCTY B 3TO paboTte
MeHee o4eBMHbI, YeM B paboTe KemnunHaca, nx Bce >e MOXHO 06-
HapPY>XUTb: NO KONNYeCcTBy camoybuincTs JIntea 3aHMMaeT BeayLimne

no3vumn. KonnoHac Yp6boHac BbITECHAET 3TO SABIEHNE U3 30HbI ab-
COMIOTHOrO Tparmama 1 NpuaoaeT emy OTTEHOK XYNUraHCKOro toMo-
pa. OgHako 3TO XyNUraHCTBO HOCUT MHTENNEKTYanbHbIA XapakTep.
YpboHac npepnaraet anbTepHATUBY COBPEMEHHOW MNpakTuke CTe-
PWUNbHOIro, MEeL/IEHHOro yracaHus B 6onbHuue. Ecnn obbiuHO Tex-
Honormst Heob6xoamma, 4YTobbl OTCPOYNTL CMEPTb, NPU 3TOM 4acTo
BbIFPAHHOE BPeEMS — 3TO nevanbHoe npebbiBaHne B 60NbHULE, TO
TexHonornyeckas mopgenb YpboHaca NO3BONSET 4YesOBeKYy BCTpe-
TUTb CMEPTb C OTKPbITbIM JINLOM, NINXO U B BNa>KeHCcTBe.

Bonblasa yacTb NIMTOBCKUX XYOOXHUKOB, YbW MEPBblE BbICTABKU
coctosinimcb B 1990-e roabl, 0OTKa3anncb OT KNAacCUYeCKNX >aHpoB
NCKycCTBa — >XMBOMUCK, CKYNbNTYPbl, rpadukn — B NOSb3Y HOBbIX
Ha TOT MOMEHT Meaua: MHCTannsauun, nepdopmaHca, BugeoapTa
n Tak panee. Orne Puagunkante (1966) sBnsetcs ogHOW U3 HEMHO-
MX 3HAMEHUTBIX XYAOXHUL, 3TOro MOKOJSIEHNS, KoTopas paboTaeT
¢ xuneonucbto. OgHaKo ee XMBOMUCb KakK MO CBOEN 3CTeTMKe, Tak
N MO TEXHMKE (OHa UCMOb3YET TpadapeTbl N adPO30JIbHYIO KPackKy)
OCHOBAaTENbHO OTNIMYAETCS OT COBETCKOW JIMTOBCKOWN LUKOJbI XXMBO-
nucun. B ceoen pabote Pugmkante 4acto obpallaeTcsa K MECTHOMY
KoHTeKkcTy. OgHako, B oTnnymne oT HapksiBnytoca, ee MHTEPECYIOT He
CTONbKO CTPYKTYPbl MOCTKOMMYHUCTUYECKOro obLiecTBa, CKOJb-
KO OeTannm noBCeOgHEBHOW >XXN3HM (Hanpumep, HECKONbKO nocneq-
HUX LMKIOB ee paboT BOOXHOB/MEHbI 6a0YLWKMHBIMW NaTkammi Unm
3CTETUKOWN MOJSIOB UCTOPUYECKUX BUNBHIOCCKUX 3aaHuii). [IBe kap-
TUHbI Ha BbicTaBke — «lll. CTynHW 1M HEBO3MOXXHOCTb PELLUNTLCS»
n «PoxxpgeHne Kypatopa» — SBASKOTCS YacTbio 60MbLION cepun 13
yeTblpex KOMMO3MUMA. [NaBHbIN repon 3TON CEpUN — 4YepHOo-ne-
CcTpas cobaka, nHorga rnsgsuiasi Ha Hac ¢ KapTuHbl, a uHorga npu-
rnawaroLlas B3rnsHyTb Ha MUpP e€ rnasamu. B nepBon KapTUHE 3TON
cepun, «HeXXgaHHbIN rocTb», cobaka BCTpeYyaeT Hac Nno Ty CTOPOHY
3abopa; BO BTOpOM KapTuHe, «PoxgeHne KypaTtopa», y>XXe Mbl camu
BMECTE C HEN CMOTPUM 4epel 3abop B 3a/UTYHO COJSIHLEM Laflb.
3abop, 06bl4HO CBSAA3aHHbLIA C HEBOJIEN, HA ITUX KapTUHAX BbIris-
OonT 6€306MOHO — COJIHEYHBIN CBET, MOXOXE, PaBHOMEPHO OCBeLLa-
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eT MUpP Kak Mo 3Ty, TaK 1 MO Ty CTOPOHYy 3abopa, B TO BPEMS Kak
caMm 3abop NrpaeT posib CKOpee OpHaAMEHTaIbHO-TPaHCLEHAEHTHON
rpaHnubl. Ha TpeTbem pucyHke «HeBO3MOXKHOCTb peLunTbCS» BUAEH
NNBEHb, CNeBa CBUCAET HACKBO3b MPOMOKLWWA dnar JInToBckom
Pecnybnukun (Kkctatin, B TMTOBCKOM $i3blKe CNOBO «J1nTBa» Hanpsimyro
CBSI3aHO CO C/IOBOM «[0XAb»), @ B NPOTMBOMONOXHOM Yrofke Kap-
TWHbI Mbl BUOWM MECTPbIE cneapbl cobaykn (MM cBOW COOBCTBEHHbIE).
Ha nocnepgHein, 4eTBepTON, KapTMHE CEpOoBaTYlO LWMPMY [AOXAS
NOBTOPSIET y30p4aTbll OPHAMEHT TPOTyapa, U3 KOTOPOro, CMIOBHO
LBETOK, POXXOAETCHA CBETAMINCA KpacHbIM Knyboyek. MegutaTtus-
HOe BOCMNPUSTME OKpPY>KaroLLen cpenpl, NPOaNKTOBaHHOE B3ris4oM
cobakun, KaxeTcsl, No3BOMSIET HaM 3abbiTb T€ CMbIC/bl, KOTOPbIE
aBTOMaTUYECKN MPUMMCLIBAIOTCS BeLam, N C paBHbIM NHTEPECOM
nccnenoBaTb CBEYEHME B CEPOM MPOCTPaHCTBE Kak dnara, Tak
N PE3VNHOBOW UTPYLLKNA.

TpaguUMOHHbIE NTUTOBCKME CUMMBOJSIbI TakKXXe MOSABNASIOTCS B TBOpYe-
ctBe xygoxHuka Vngpe Lepnutute (1983). B nHctannaumm From.
Between.To xygoXXHUK MCNONb3YeT OpUrnHasnbHble JIMTOBCKNE TKa-
Hble nosica 1 NeHTbl. B cerogHsawHen JIntTBe TEKCTUMbHOE UCKYCCTBO
OKasanocb B [O0BOSIbHO MHTEPECHOM KOHTEKCTE: OHO 4acTo BOC-
NPUHUMAETCHa Kak cpefa ansi HoBoro (eMWHUCTCKOro UCKYCCTBa,
N MMEHHO TEKCTU/MbHasA breHHane gana >Xu3Hb HbIHELHe KayHacckom
6ueHHane. Co3pgartenu aTon GueHHane obpallatoT Halle BHMMaHue
Ha TOT (paKT, YTO BOSHUKLLAS B OOUCTOPUYECKNE BPEMEHA TEXHUKA
TKayecTBa OENCTBYET aHaNIOrM4yHO OCHOBAHHOMY Ha OBOWMYHOW CU-
cTeMe NporpamMMmnMpoOBaHNIO, KOTOPOE MNOAOEP>XMBAeT BCE COBpe-
MEHHOE KOMMbIOTEPHOE NPOrpaMmMHoe obecredeHne. TpaanunoHHble
nosica 1 neHTbl B TBop4YecTBe Lllepnutute ykasbiBaloT HA OpHAMEHT
Kak Ha abCTpakTHbIN CMMBOJT KOMMYHMKaLMK, CoYeTalowmn B cebe
MNOoNornyeckoe N TEXHONOMMYECKOE MbILIEHNE, HO BMECTE C TeEM
OHM TaK>XXe CBUOETENIBLCTBYIOT O CBOEM HOBOM COCTOSIHUM B KQ4eCTBE
obbekTa — O TpaHcdopmaumnm 13 ogeXkabl, CUMBOSINYECKN 3HAYUN-
MOro npegMeTa B OEKOPATUBHLIM CYBEHUP WM NPOU3BEOEHNE UC-
KyCCTBa, CyLLECTBYHOLLLEE B CTEPUIIBHOM NMPOCTPaHCTBE 6enoro Kyba.

"eomeTpuyecKkne CTPyKTypbl, OOHAKO y>Xe B OpYroM Buae, BCMIbl-
BalOT M B XXMBOMUCK JINTOBCKOIO XyAO>XHMKA MOMOLAOr0 NOKOJSIEHNS
Jlnnaca KOcunoHnca (1986). NIHTepecHo, 4TO XyOO>XHUKK BbICTaBKW,
npuHagnexawye camoMmy MonogoMy MoKOSIeHNO (TO eCTb poauB-
wuecsa B 1984-1990 rogax), pogoMm mn3 BunbHioca. [lo-Bngumomy,
Hecny4anHo >wmBonucb HKOcuMoHMca, poamBLUErOCS N BbIPOCLUErO
B BunbHioce, cBoMMU MUHMMaNMCTUYeCKMMN opmMamMm COOTBET-
CTBYET 3CTETMKE COBPEMEHHOIO BETOHHOIO ropoaa, HepenKo nyyile
3HAaKOMOIo «OeTsIM» COBETCKUX MUKPOPaNOHOB CTOMWLbI, YEM XY-
OO0>XKHMKaM 13 Apyrux ropogos, npuesxkarowmm B BunbHoc yuntees
n >XXnTb. Hepegko npuesxxatowme Bbibnpatot CTapbiin ropog nnm gpy-
rme LeHTpasbHble panoHbl AN NPOXMBaHUS. BETOHHYIO pOMaHTUKY,
owyTmyto B paboTtax KOcroHuca, ewle 6onee nogyepkmBatoT Ha3Ba-
HUSA KapTuH. HassaHne paboTbl «LleMeHTHbIN cag |» camo no cebe
OKCIOMOPOH — OHO nepepaeT MYHKUNIO rapaHTUPYHOLLIEN NMOKON 3e-
NEHWN «XONOAHbIMY 1 MEPTBOMY» 6eTOHY. OiHaKo Ha3BaHMe KapTUHbI
«QNbAopano» CKPbIBAET B cebe eLlle HECKONBbKO 3HAYEHUN: XXUTENIO
BunbHioca 37O CNOBO HANOMUHAET He TONbKO NereHAapHyro 30/10-
Tyto cTpaHy B KOXXHOM AMepuke, HO U «3Inbaopago» BUTbHIOCCKOMN
MEeUYTbl — OANH N3 NEePBbIX HOYHbIX KNy60oB, KoTopbin B 1990-x rogax
OpraHN30BbIBaN PeVBbI B COBETCKUX BETOHHbIX 30aHUSAX U Obli oye-
BUOLEM rpsiayLLero past 3anagHon csobopbl. M Bce xxe, HeCMOTps Ha
3aMETHYIO MPOHUIO N COEP>XXaHHbIN MUHUMANN3M, B NPOU3BEAEHNSIX
JlnHaca KOcnoHunca Bbigep>XuBaeTcs onpeaeneHHoe CrNoKOoWCTBue
N YyBCTBO FAPMOHUN, HE CTOJb MyratoLiee, CKOIbKO NpUHMatoLLmne
C pacnpocTepTbiMN OOBATUAMUN ICTETUKY BETOHHOIO pas.

Butaytac Bup>xbuukac (1987) — eLue oamH Xyao>KHWK, paboTatoLmim
C 3CTETUKON NOBCEAHEBHOCTM COBPEMEHHOIrO Mupa. B cBoem TBOp-
4yeCTBE OH COYeTaeT KOHUENTyasbHbI NOAXOA C NpPeKpacHO OCBO-
€HHbIM MacTepCTBOM MCNoNHeHus1. B cBonx paboTtax Bup>xbuukac
co4yeTaeT Knaccuveckne OepeBsiHHbIE UM METaIMYecKne matepu-
anbl C CUIMKOHOM W NAACTUKOM, a CKYJIbMTYpPbl CBOEro CO6CTBEHHO-
ro UCNOJSIHEHUSI — C «pean-mengamMmm», Takum obpasomMm TOYHO pe30-
HUPYS C COBPEMEHHOM MNOBCEOHEBHOCTBLIO «NOBANbHbIX O)KYHI1Een>.
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lMpencraBneHHble HA BbICTAaBKE OMPOMHbIE PBaHbIE LUVHbI FPY30BbIX
aBTOMOOMNEN, HaOEHHbIE CaMUM XYOOXXHUKOM Ha Joporax, CTaHo-
BATCS crnegaMn Heygad uam gaxke HecvacTun, pacckasblBaloLmMm
HamMm O pacTasBWWUX B MPOLSIOM COBbITUAX, KOTOPble HaMm 6osbLue
He pocTynHbl (Problets). Bo BTopon npencrasneHHOM Ha BbICTaB-
Ke paboTe «YCNoKoOW CBOWN CEpPAEYHbIN LEHTP» aBTOP U3SLLHO NPO-
HMU3NPYET Hag COBPEMEHHbIMWU CTpaTErnaMn NeYeHns «CepneyHon
6onun». Cepgue, BCTPOEHHOE B MNfacTMacCcoBble NINCTbI, U Hakugka
13 TyanetHon 6ymaru, 6e3ycnoBHO, CBUOETENbCTBYIOT O AELUEBU3HE,
HO obWas KoMNo3numsa npmuaaeT o0beKTY N3bICKaHHYH XPYMKOCTb.
CnoBHo XygoXHUKN-peanncTbl XIX Beka, y3peBLUne KpacoTy B paHee
HeLOoOLEHEHHO NOBCEQHEBHOM XIN3HW, Bup>kbuukac oTkasbiBaeTcs
npesunpartb 6aHanbHOCTb Y CMOTPUT Ha HEE C OPYrOoN TOUYKUN 3PpEHUS.

"nob6anbHble CTPYKTYPbl NMOBCEOHEBHOM XXN3HN B CBOEM TBOPYECTBE
Takxe aHannaupyeT Angpen MNonykopg (1990) — cambin Mmonogon
XyOO>XXHUK BbicTaBku. Bo Bpems yuebbl B BeHe Anpgpen Nonykopa
ocHoBan Galerie Uberall — mobunbHyto ranepeto, kotopas npeg-
cTtaensna paboTtbl Ha BEHCKON Xy[0XXeCTBEHHOW sspMapke 1 Ha nnas-
>xe B Bpasnnun. BonnoTtuswuck B ponb gupektopa Galerie Uberall,
AHppen lNMonykopa OYeHb HanoOMWHAET repoeB MOCTKOMMYHUCTU-
yeckmnx ctpaH 1990-x rogoB — HOBbIN Knacc npeanpuHUMaTeneu,
KOTOpble FOTOBbI HA BCe, HO B TO XXe& BPEMS N 3aTepsi/iuCb B HOBOW,
He3HaKoMoW, HecTabunbHOW peanbHOCTU. B ranepee «Tpuymd» npes-
cTaBneHa HoBenwasi mogenb ocduca Galerie Uberall — L-Cabinet.
Csoen hopmon 6ykBbl L OH HAMOMUHAET Y3KMe KOMHaTbI, KOTOPbIMM
NCNOMb3YIOTCS NOcCneaHne NPOCTPaHCTBEHHbIE BO3MOXHOCTN LOMA,
a BUCSLLME B HEM YepHble 3aHaBECKWN CKPbIBAKOT TaHble NPOLECCHI
B MUPE UCKYCCTBaA.

Tema urypbl npeanpuHUMaTens no-cBoemMy BO3BpaLLaeTCs B XXU-
BONUCHOM TpunTtuxe Apomaca [aHycssuutoca (1984) «J1to60BHbIN
TpeyrosibHMK». Ha nepBbii B3rnsg OOBOSIbHO MPOCTON CHOXET —
TOPCbl TPeX OOEeTbIX B KOCTIOMbl MY>X4YMH — MaCKMpyeT 4yBCTBU-
TeNbHYIO TeEMaTuKy npoudsedeHnsa. B nocTKoMMyHUCTUYECKON
JlnTBe romocekcyanbHOCTb HAaXOAUTCS B CEPOM 30HE — MpaKTuka

NEeXUT B paMKax NpaBoBOro nons 1 nogaep>xvesaeTca EBponenckmum
COIO30M, OJHAKO BCe elle 4acTo NOoJlydaeT OCYXOEHME LUMPOKOW
0OLEeCTBEHHOCTU N MECTHbIX MONUTUKOB, KOTOPblE OTKa3bIBaKOTCS
npu3HaBaTb FOMOCEKCYyasibHble OTHOLLEHUSI PaBHbIMU FrETEPOCEKCY-
anbHbIM N NPOSIBASIOT CTPax U HeJoBepue NO OTHOLLEHMIO K YleHaMm
JIFBT-coobuwectBa. COBPEMEHHBIN NIMTOBCKUN XYOOXHUK >XUBET
B KOHTEKCTEe MeXOyHapOOHOM 3anafHoun KybTypbl, KOTOpas umeeT
y>Ke O0BOJSIbHO JONryo nctoputo nutepnpetauum JIFbT-ngeHTnyHo-
CcTu B uckycctee. OgHako aTa Tpaguumsi HensbeXkHo TpebyeT ne-
pPeOoCMbICNEHNSA B KOHTEKCTe JInTBbI, rae no-npexXHeMy He KaxkObiy
4YenoBeK rOMOCEKCYaslbHOW OpUEeHTauMn OCMENNBAETCSH PacKpbiTb
CBOI JINYHOCTb. He cnyyanHO Ha KapTuHax y4acTHUKU ynbTpaguc-
KPETHO BbIPaXXEHHOI0 MY>XCKOro Sto60BHOMO TPeYyronbHMKa OAeThl
B YepHble KOCTIOMbl — OAeXay, SABASAIOLLYIOCS CMMBOJSIOM BbICLUErO
YPOBHSI O(hnLNaNbLHOCTU NN EPaPXNYECKOro Npu3HaHus, CBs3aH-
HOro C NOAUTUKON N 6nsHecom — cdepamu, B KOTOPbIX MNO0XKe-
HNWe roMoCeKCyanbHOro YyenoBeka HaMHOro CnoXxHee, Yem B 6ornee
cBOB6OOHOM MUpPE UCKYyCCTBE U 6oremsil.

Ecnn HanpsixxeHHOCTW, BO3HMKawLWMe B rnpousBegeHun Agomaca
[aHycaBuytoca, CKpbIBaAlOTCA MNOL CKPOMHOW MOBEPXHOCTHIO,
To B paboTte WNrHaca KpyHrnssuudtoca (1979) «[NpusHaHnsa» npobne-
Ma OTBEPXXEHUS MHAMBMAA OOLLECTBOM M €ro pellarolmx nocnes-
CTBUIM NMOAHUMAETCS C MaKCMMasilbHOM OCTPOTON, NopaxkaroLlen op-
raHbl 4yBCTB 3putens. «l[pusHaHus» — BuaeopaboTa N3 HayaTou
B 2009 rogy cepuu nponsBeneHun, B KOTOPbIX OOKYMEHTaslbHble
TEKCTbl, YaCTO CBUOETENbCTBYIOLLME O TPaBMaTUYHOM OrbiTe, 03BY-
YyeHbl B abCTpaKTHbIX TOHaX 3/1IEKTPOHHOro 3ByKa. [1nsa csoen pabo-
Tbl «[1pU3HaHNA» XyOOXKHUK, NONy4YMBLUNA 06pa3oBaHe KOMMO3UTO-
pa, NCMonb30Bas NPU3HaHWUS OCY>XAEHHbIX NPECTYNHUKOB, yOenss
ocoboe BHMMaHME He CTOJMIbKO (hakTaM, CKOJSIbKO YyBCTBEHHOMY CO-
CTOSIHMIO COBEpPLUMBLUNX NpecTynieHne niogen. MNpecTynHnkn 3gech
pacKpbIBaOTCS Kak OTBEP>XKEHHbIE OBLLIECTBOM UM K HEMY HE NPUCHO-
CcobneHHble, B YeM OBOHapy>XmBaeTcst 6IM30PYKOCTb CUCTEMbI, OPUEH-
TPOBaHHOW Ha HakasaHune 1 nsonauunto. lNepenneteHne ponen nanaya
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N XXepTBbl B OOHOM 1 TOM XK€ 4YesIOBEKE CO34AET HepaspeLlMYo
HaNPS>XeHHOCTb, KOTOpPas «BbiNJeBbIBAETCA» B (DOPME NPOH3NTENb-
HbIX, MLLIALLMX 3BYKOB. DNEKTPOHHbIE 3BYKM PEXYT YXO C XOI0OHON
6€3>XanoCTHOCTbIO, CNOBHO cO3aaBasi napansiesib C PaBHOLYLLHOMN
CUCTEMOW, HaKa3blBalOLLEN NPECTYNHUKOB, KOTOPbLIX OHa cama >Xe
n nopoguna.

TeMy >XeCTOKMX OO6LLECTBEHHbIX MPOLECCOB B CBOEM TBOpPYECTBE
wnpoko passun n MuHpayrac Jlykowantuc (1980), poBeECHUK
NrHaca KpyHrnssudioca. MuHgayrac JlykowanTtuc npocnaBunics
BbICTaBfIEHHbIM Ha 26-1 6ueHHane B CaH-lNayny UMKIoOM CBOUX pu-
CYHKOB, MOCBSILLEHHbIX UCTOPUAM MOCIEBOEHHbIX JIMTOBCKMX Map-
TM3aH. XyOoXXHUK TakXXe co3gan ceputo paboT, BOOXHOBEHHYO
cobbiTnamn Xonokocta. OgHako npeacTaBfeHHble Ha BbiCTaBKe pu-
CYHKN B KOHLLE KOHLOB TEPSIOT CBOWN MCTOPUYECKIME OTChINIKN 1 CTa-
HOBATCA cBUOeTeNnbCcTBamMn 6e3BpPEMEHHON, abCTpPaKTHOW LpaMbl.
Ha nepBbin B3rnsg KaXkeTcs, YTO Mbl BUAMM U300paXkeHus paspy-
LWEHHbIX BOWHOW ropodoB, HO Hakannuearowmecs B Hebe OXXecTo-
YyeHHble obnaka CnoBHO Obl CBMAOETENLCTBYIOT O HENCTOBCTBE 60ros,
PeLUNBLUVX MPEKPATUTb C/IULKOM YXX 3aTAHYBLUMECS UTPbl IF0AEeN Ha
3emne. lNogobHo pycanke dmunun LLikapHynuTe, ¢ ntobonbITCTBOM
nnasaroLen cpenu OCTaHKOB CYLLEeCTBOBaHWUS YenoBeYyecTBa, Ka-
paHpawHasa nuHus JlykowanTtuca 6eraeT no passannHam, Harnomm-
Has O NPOKNATUM KaXKA0ro Xyao>KHMKa: UCKaTb CMbIC/T AaXKe B 30He
Hensoe>xxHon rmbenu.

3rne MukanatoHe

By Egle Mikalajune

EXTENSIONL.LT. Parallel Narratives, curated by Kristina Romanova and
Eglé Mikalajuné and produced by Triumph gallery, features artwork
by twelve Lithuanian artists created in the last twelve years. The artists
represent several generations of creators, beginning with Deimantas
NarkeviCius—one of the first Lithuanian artists to become part of the
modern Western art scene, and closing with Andrej Polukord who was
born at the turn of the 1980s and 1990s, at approximately the time
when NarkeviCius’s generation began their careers. About half of the
featured artists have completed their education in Western European
countries or the U.S., some still live there today. The exhibition is, thus,
an expanded representation of the Lithuanian art scene, covering
both those who take part in the local art scene and those who left the
country some time ago but are still active within Lithuanian cultural
landscape. The pieces in the exhibition form a complete whole,
where through meaningful strands the local context is woven into
international fabric, a glance at the past—with uncertainty, facing the
presence of the future, certain historical events —with abstract visions,
and individual experiences —with systems maintained by the society.
In many of the most recent European exhibitions, there is a vivid
presence of anxiety and uncertainty. It is inherent in this exhibition
as well: sometimes it explodes in radical forms, while sometimes
it emerges like the leitmotif, revealing itself when juxtaposed with
sharper works nearby. On display are pieces from three artists
of an earlier generation (born in the 1960s). The remaining artists
were born in the last decade of the Soviet Union. It is no wonder
that many pieces that specify concrete political contexts or ethnic
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identities are created by the senior artists. Having lived between two
different systems and more strongly aware of questions of identity,
they analyse themes, that are not so relevant for a generation that
grew up in a global context. The works by older artists lead from
defined history and designated identity into the more general themes,
which open up in their own way, in the younger generation’s works,
acquiring more personal, or conversely, more global shades.

Deimantas NarkeviCius (1964), the eldest artist in the exhibition,
is also one of the best recognised Lithuanian artists —his works can
be found in Tate, MoMA and other museum collections ofoTcbin-
knglobal significance. The main theme of NarkeviCius’s works
is that of Lithuania, the post-communist, East European country’s
issues and history. One of such pieces in this exhibition, is the film
The Dud Effect (2008), inspired by the Cold War—in metaphorical and
literal sense—the time period of the bomb that never exploded. The
film is constructed as a simulation of the experience by an individual
who endured a trauma and has been perpetually rethinking a “what
would have been if” fantasy: action is filmed in a real thermonuclear
rocket base that was operational in Lithuania during the Soviet era.
The main and only role is played by a real person who worked at the
base, carrying out in the film that which had never took place in real
life—the launch procedure. This act is accompanied by archival and
contemporary images of the region, once more, bringing to light
the apocalyptic presentiment, aimed at the past, but also inevitably
speaking about the present in the face of the future.

The post-apocalyptic mood, which is present in NarkeviCius’s piece,
repeats itself in a piece created a decade later, Mirror Matter (2018),
by an artist of the younger generation, Emilija Skarnulyté (1987). Yet,
it is a vision born in a very different context. A perspective that shifted
from the local into the global context (or maybe even a cosmic one?),
melting the macho power games and technological achievements
into corporeal and mythological thought medium. This piece shows
visualisations and images of the most important contemporary
scientific bases—neutrino observatory in Japan, CERN laboratory

in Switzerland, and a former NATO navy base in Norway. However,
by contrast with Deimantas Narkevicius’s film, in which the focus
is on the aims of the technologies created by the institutions and
their consequences, in Emilija Skarnulyté’s film, the impressive
constructions are present as if living beyond functions that were
imposed on them by humans, becoming comparable to icebergs
seen in the film. Deliberately, these structures are being gazed
upon, even dived trough by a mermaid—a being that exists beyond
science and its well-defined understanding of nature. A subject both
speculative and corporeal, she explores these formations from
a far flung perspective that can only be hazily understood by us—
the residents of the contemporary world.

The connections of the modern world with archaic symbolic thought
are activated also by the older-generation artist Zilvinas Kempinas.
Zilvinas Kempinas (1969) is another globally recognized Lithuanian
artist, who has for the past 20 years lived in New York. Famous for his
abstract installations from magnetic film, for the exhibition in Moscow
he has created Matryoshka of War (2019), which he dedicated to his
teacher and source of inspiration, American artist Robert Morris
(1931-2018). Matryoshka of War refers to Robert Morris’s piece Box
for Standing (1961), a vertical, open box the size of a man, reminiscent
of a coffin. Robert Morris, who worked during the Cold War, questioned
himself: “Perhaps my preoccupation with the subject matter of war
is exaggerated. Why get so worked up? After all, killing is what our
species seems to do best.” Having transported Morris to the other
side of the Iron Curtain, Kempinas realizes the piece styled as the
Russian traditional nesting doll, at once underlining the persistence
of the thought, the unavoidable and constant collision with the same
source of anxiety—the thought of war.

The recurring and accelerating experience in its own way transforms
itself in the artwork by the younger-generation artist Julijonas
Urbonas’s (1981), specifically his Euthanasia Coaster (2010).
Urbonas stands out among the other artists in the exhibition with his
background—he has completed design studies and in many of his

49



50

works there is a significant relationship between the object and body
(even though this relationship often remains only on theoretical level).
The piece exhibited is an early work that earned Urbonas his fame,
having become the subject of many European TV broadcasts.
It is a theoretical model of an amusement ride that, according to the
calculations, should provide human riders with a pleasant path
to death. Like the repeating Matryoshka dolls, each loop of the ride,
puts the individual into a deeper trance, until, finally, the irreversible
ecstasy of death is achieved. Even though national identity
associations in this piece are less apparent than in Kempinas’s work,
they can be found: Lithuania has one of the highest suicide rates.
Julijonas Urbonas is capable of elevating this issue from the zone
of absolute tragedy and providing it with shades of hooligan humor.
And yet it is intellectual hooliganism. Urbonas offers an alternative,
to the contemporary practice of sterile, slow demise in the hospital
setting. Technology is usually employed to postpone death, often
only gaining some dull existence in the hospital, whereas Urbonas’s
technological model offers the individual an opportunity to meet
death facing it openly, recklessly and in bliss.

A significant portion of Lithuanian artists, who began participating
in exhibitions in the 1990s, rejected the classical media—painting,
sculpture, graphic art—and began working with media still new
to Lithuania: installation, performance, video-art, etc. Eglé Ridikaité
(1966) is one of the few famous artists of her generation who paints.
And yet, Ridikaité’s painting, in its aesthetic, technique (the artist uses
stencils and aerosol paints), is very removed from the Soviet Lithuanian
school of painting. In her works Ridikaité often refers to local context.
Yet, different to NarkeviCius, who is interested in the post-communist
society structures, Ridikaité is interested in the particulars of quotidian
environment (for example, the most recent series is inspired by
grandmother’s kerchiefs or floor aesthetics of historical buildings in
Vilnius). Two paintings displayed at the exhibition, Inability to Decide
(2017) and The Birth of Curator (2016), are part of a greater, four-
piece series. The main protagonist of the series is a black mottled
dog who sometimes looks at us from the painting and sometimes

is inviting us to look at the world with his eyes. In the first painting
of the series Unexpected Guest the dog greets us on the other side
of a fence; in the second piece The Birth of Curator, we ourselves
gaze with him through the fence across the sun-lit distance. Most
usually associated with confinement, the fence, in these paintings
is neutralized with sunlight, which appears to evenly destabilize the
world, simultaneously on both sides of the fence, with the fence
fulfilling the role of an ornamental-transcendental line. In the third
painting Inability to Decide, we see a downpour of rain, with a soaked
Lithuanian flag hanging on the edge (by the way the word “Lithuania”
(lith. Lietuva) is directly linked to the word “rain” (lith. lietus), on the
opposite corner of the painting we see the feet of the mottled dog
(or maybe our own?). In the last, fourth, painting, the grey veil of rain
is echoed by the patterned pavement ornament, giving birth to a red
glistening ball resembling a flower. The meditative understanding
of the environment dictated by the dog’s gaze, it seems, allows us
to forget the meanings automatically associated with things and
to explore with similar curiosity the shine of the flag or of the rubber
toy in the grey space.

Traditional Lithuanian symbols make an appearance in the artwork
by Indré Serpetyté’s (1983) too. In her installation From.Between.To
(2016), the artist uses original Lithuanian sashes (lith. “juosta”).
In contemporary Lithuania, the art of textile exists in a very interesting
context: it is often understood as a medium for the new feminist art,
and indeed the Kaunas Biennial evolved from the Biennial of Textile Art.
The creators of this biennial draw attentionto the fact that the technique
of weaving, which evolved in pre-historic times, works the same as
binary programming that is the basis of all the modern software
technologies. The traditional sashes in Serpytyté’s work specify the
ornament as an abstract symbol for communication, connecting
the mythological and technological thinking, yet they simultaneously
witness their new existence as an object—transformation from
the worn, symbolically meaningful thing into a decorative souvenir,
or a work of art extant in the sterile white cube environment.
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Geometrical structures, appear in yet another form in the paintings
by younger-generation Lithuanian painter Linas Jusionis’s (1986).
Upon reviewing the biographies of the participants of the exhibition,
attention is drawn to the fact that only the youngest-generation
artists (born in 1984-1990) come from Vilnius, the capital of Lithuania.
It is probably no accident that Jusionis, who was born in Vilnius,
produced paintings with minimalist forms that recall the aesthetics
of the modern concrete city, often more familiar to Soviet Vilnius’s
children that grew up in the micro-districts, than to the newly arriving,
to live or to study, artists, who often choose the old town or other
more central parts of the city. In Jusionis’s works, the ever-present
concrete romance is more intense due to the names of the paintings.
The title Cement Garden | (2016) is an oxymoron in itself—the
peaceful function of the greenery it lends to the “cold and dead”
concrete. Yet, the title of the painting Eldorado (2015) hides many
meanings in itself—to a Vilnius dweller this word reminds of not only
the legendary city of gold in South America but also the Vilnius’s
dream Eldorado —one of the first night clubs in the 1990s, that staged
rave parties in Soviet concrete buildings and witnessed the nearing
paradise of western freedom. And yet, despite the noticeable irony
and restrained minimalism, Linas Jusionis’s works retain a certain
feeling of peace and harmony, not so much threatening, as embracing
the aesthetic of the concrete paradise.

Vytautas Virzbickas (1987)—another artist that works with the daily
aesthetic of the contemporary world—connects his conceptual
approach with wonderfully mastered craftsmanship. Virzbickas
connects the classical materials of wood or metal with silicon or plastic,
connects his own sculptures with ready-made materials, this way
aptly responding to the mundane contemporary “global jungle.”
Large ripped truck tires, presented in the exhibition, found by the
artist himself on the road, become the traces of bad luck, or maybe
even afflictions, telling of events that have already melted away in the
past, and are inaccessible to us (Problets, 2018). The second piece
on displays, Relax Your Cardio Centre (2016), gracefully ironizes the
contemporary strategies of curing “heart ache.” A heart living within

plastic sheets and a piece of toilet tissue, is a testimony to cheapness,
yet the whole composition provides the subject with subtle fragility
as if it is a 19-century realist painting as artist just began to notice the
beauty the previously underappreciated mundane, Virzbickas seeks
to disdain the banality and looks from another perspective.

Global daily structures are also analyzed by the youngest artist
of the exhibition, Andrej Polukord (1990). While studying in Vienna,
Andrej Polukord founded Galerie Uberall—a mobile gallery, capable
of presenting art at the Vienna Art Fair or on a beach in Brazil. Settled
into the role of the director of Galerie Uberall, Andrej Polukord
is reminiscent of a post-communist country character—a new
businessman, ready for anything, but also confused in the new,
unfamiliar, unstable reality. Currently, the Triumph gallery is exhibiting
the latest Galerie Uberall bureau model, L-Cabinet. In its “L” shape
it reminds of the narrow rooms, appropriating the finite space
of a house, while the secret processes of the world of art behind
a black curtain hides.

The subject of the businessman as a figure returns in Adomas
DanuseviCius’s (1984) triptych Love Triangle (2014). A very simple
narrative at first glance—three torsos of men wearing suits—masks
the sensitive issues of the work. In post-communist Lithuania
homosexuality hangs in a somewhat hazy zone—legal and
supported by the European Union, yet it is still often condemned
by the wider society, local politicians, who refuse to recognize
homosexual relationships as equal to heterosexual relationships,
as well as displaying fear and distrust towards members of the LGBT
community. Contemporary Lithuanian artist exists in the international
context of Western culture, which has an extended and well-
developed history of interpretation of LGBT identity in art. However,
this tradition, evidently, needs to be rethought in the Lithuanian
context, where not yet all homosexual individuals dare to reveal their
identity. It is by no accident that in these paintings the particularly
discretely expressed love triangle, the three men are dressed in black
suits—the outfit that represents highest hierarchical recognition,
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formality, associated with politics or business, classes within which
the situation of the homosexual individual is far more complex than
in the more liberal art or bohemian worlds.

If in Adomas DanuseviCius’s work the evolving stresses are hidden
under their modest surface, in Ignas KrungleviCius’s (1979) piece
Confessions (2011) the rejection of society and the problem of the
consequences it entails, rise to the ultimate sharpness and hurts
the senses of the audience. Confessions is a video work from the series
begun in 2009, where documentary texts, often referencing traumatic
experiences, are recorded with abstract electronic sound tones.
In Confessions, the artist, originally trained to be a music composer,
has used actual confessions of convicted criminals, focusing not
so much on the facts, but on the emotional state of the criminal.
The criminals here reveal themselves as the rejects of the society,
or misfits, thus highlighting the short-sightedness of the system focused
on punishment and isolation. The entwine of the executioner and the
victim roles in one individual creates emphasis on the quandary, which
is spat out with sharp, squeaky sounds. Electronic sounds hurt the
ear with cold mercilessness, as if creating a parallel for the indifferent
system that punishes the criminals which it has given birth to.

Ignas KrungleviCius’s peer, Mindaugas LukoSaitis (1980), has also
expanded on the society’s brutal processes in his works. Mindaugas
Lukosaitis became famous in the 26" Sad Paulo Biennial with his series
of drawings dedicated to the stories of Lithuanian post-WWII partisans.
The artist has also created a series inspired by the Holocaust events.
In this exhibition, however, his works are sprinkled historical references
and become witnesses of a timeless, abstract drama. At first sight
it seems that we see cities destroyed by war, but the gathering
indignant clouds in the sky almost witness the rage of the gods, who
have decided to end the games of men that have dragged out on this
Earth for far too long. As with Emilja Skarnulyté’s mermaid, curiously
diving through the remains of humanity’s existence, Lukosaitis’s pencil
line runs through ruins, reminding of the curse of every artist: to seek
meaning even in the zone of unavoidable destruction.
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Nenimantac Hapkasuuioc

O peKkT Hepa3sopBaBLIerocs cHapsga
2008

YepHo-6€enblIli 1 LIBETHOW 3BYKOBOW huibM,
3anMcaHHbIin Ha nieHke 16 MM 1 nepese-
neHHbIn B HD

15" 40”

Deimantas Narkevicius

The Dud Effect

2008

16 mm film transferred onto HD video, B&W
and colour, sound

15 40"

JEENMAHTAC HAPKABNYIOC

HapksiBnytoc yumncsa Ha ckynbntopa, ogHako ()OKyCOM ero Xypo-
>KECTBEHHOWN NPaKTUKX CTas BUAEOCTOPUTENAVHI. XYOOXHUK pac-
cMaTpuBaeT UCTOPUYECKNE COOLITUA C COBPEMEHHBIX U CyObek-
TMBHbIX No3uumn. Cama nctopusi ctana ero TBOPYECKNM METOO0M
N OCHOBHbIM UCXOAHbIM Martepuanom. MccneposaHne ee oTaeNb-
HbIX MOMEHTOB MO3BOINIO XYOOXKHUKY Jlyylle NOHATb (hrnsnyeckmne
N rncmxoniorndyeckue siBNEHUs, N B peldynbTaTe 3TOro npouecca
OH nMepeocMbICNInA cBOoe MecTo B Mupe. B rnazax [enmaHTtaca
HapksaBuytoca nctopusi NpeacTaBnisieTCs XUBbIM MaTepuanom oJis
TBOpYecTBa. [lo ero cnosam, npou3sefeHne NUCKyccTBa Bcerga
MOXET BOCMPUMHUMATBLCHA KakK pacCMOTPeHue OpYyrux cyObekTos,
1 paboTbl aBTOpa CYLLECTBYIOT Ha NepecevYeHnn 3aTUxX Noaxoa0B.

0 dmnbme «3hhekT Hepa3opBaBLLErocs cHapsaa»
(2008)

®unbm NoBecTByeT O 3abpOLUEHHbIX COBETCKUX obbekTax 6asun-
poBaHUs N Nycka anepHbix pakeT. lNogobHas 6a3a pacnonoXkeHa
n B Jintee. OHa 6bina 3akpbita B 1977 roay, HO ee NoA3eMHble
KaTtakombObl JO CUX MOP BNe4yaTnisiioT CBOMM pas3MaxoM M MacluTta-
6oMm. MHe ypanocb HalTu HEeCKONbKO JIIOAEN, KOTOpble Tam Chy-
XU 1 MO pacckasaTtb O TEXHMYECKUX U OnepauyioHHbIX OCO-
6eHHoCTsaxX obbekTa. OcCHOBHOWM moeen npoekta 6bLIO co3gaHue
hrnbma, B KOTOPOM CIOXKET pa3BopavnmBacTCst BOKPYr Nycka pakeThbl
C nuToBckon 6a3bl. K cyacTbto, BO BpeMsi XONOAHOW BOWHbI 3TOrO
He MPon30LWI0, OOHAKO Ha )OHE HOBOro BUTKA B MPOTUBOCTOSIHUM
3anaga n BocTtoka (Bkovas Poccuio) TOT y>Kac — KOTOpbIW, Kasa-
NOCb, OCTasICA B NMPOLUIIOM — BO3MOXXHOMO BOEHHOIO CTOSIKHOBEHMS
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C NMPUMEHEHNEM CTpaTernyeckmnx SIAEPHbIX BOOPYXXEHUN OXXUBAET
BHOBb. [pyruM TemaTtuyecKnM UCTOYHUKOM BOOXHOBEHUS Obl Bbl-
parowmncs dnnbm «BoeHHasa nrpa» pexkmnccepa lNutepa YoTkuHca.
He BoaBasicb B feTanbHoe 06Cy>XaeHne caMmon KNHOKAPTUHbI, OTMe-
4y, 4YTO nosiBfieHMe Takoro unbma B 1965 rogy packpbiBaeT UHON-
BUOyanbHble N KONNEKTUBHbIE CTPaxu, CBSA3aHHbIE C YIPO30WN FMOHKU
SAOEPHbIX BOOPYXXEHW, aosnewwme Hag obuiectsom Bennkobputa-
Hum B 60-x. K coxxaneHuto, Ha BOCTOK EBponbl nofo6bHble onaceHus
Tak U He pacnpoCcTpaHUINCb. Botocb, 3aeCb HET TAKOro CTPEMIIEHNS
K OCO3HaHWIO paspymnTeNbHON CUIbl OPY>XXMUSi MacCOBOrO rnopaxe-
HUS, cyllecTBytowero n cerogHs. OCHoOBHasi CIOXKETHas IMHUS MOEro
dunbma — (Boc)cosnaHve 3anycka pakeTtbl P-14 ¢ Ton 6a3bl B JInTse.
[nsi BU3yanbHOro BOMJIOLWEHNS 3TOFO AENCTBUS S PELUN HE NONb30-
BaTbCA HM KOMMbIOTEPHOW aHumaumen, Hu 3D-texHonormamn. Yto-
Obl BbIpPa3nTb NCUXONOrMYeckoe BoCcnpusaTne 6ecnokonHoro ouene-
HEeHUs1 OT MOTEHUMANbLHOro NMycka M ero nocnencTsun, 9 3aoCTPStO
BHMMaHME Ha Kagpbl AOBOSIbHO GOMLLUON NPUPOAHON TeppUTOpPUn
(8aHMMaemon octaTtkamy BOEHHOM 6a3bl) M Ha CbeMKU KaTakomo.
B pmononHeHne K aToMy B (bnibMe UCMOMAb3YHTCS HaNOEHHbIE KMHO-
MaTtepuanbl, oTCHATbIE B 70-X B JInTBe (3TOT panoH Ha camMoMm fene
O4YeHb Kpacus — OAWH N3 HEMHOMMX B CTPaHe HauMoHasbHbIX nap-
KoB ¢ 6oraton dayHor). MHoM Takxxe Obinn HangeHbl YHUKaNbHbIe
YepHo-6enble hoTorpadum NyckoBoro komnnekca P-14 B coCToSiHUM
60eBOM rOTOBHOCTU, COeNaHHbIE BO BPEMS YYEHWI HA APYron Takom
>Xe 6ase. B Bocco3gaHum «nycka» a9 NPUMEHWUA CKPOMHYIO TEXHUKY
BuOeoKonnaxa (ckopee B popme Hameka Ha nyck) ¢ YepHo-6enbiMu
doTorpadumamMmm Ha (oHe 3BYKOBOW OOPOXKW U3 KOMaHA, oTAaBae-
MbIX Ha pycckoM. MHe goBenocb MO3HAKOMUTLCS C POCCUMNCKUM
BOEHHbIM, KOTOPbIV A0 CUX MOP NOMHUT BCHO NpoLeaypy HansyCTb.

[HevimaHTac Hapksiudroc

Originally trained as a sculptor, NarkeviCius has mainly been
working on storytelling using film and video. His central focus is an
exploration of history with a current and subjective point of view.
History itself has become his methodology and his primary material.
Choosing moments in history has helped him understand physical
and psychological phenomenon, and that process has made him
reconsider his own place in the world. Deimantas NarkeviCius thinks
of history as material for art that is alive. According to him, a work
of art can always be thought of as an examination of other subjects.
This is the crossroad where he positions his work.

(2008)

Abandoned Soviet nuclear rocket launch bases form the subject
of this film. There is a base like this here in Lithuania. It was closed
down back in 1977, but the underground catacomb structure is still
impressive by its scale and scope. | have found a few people who
did serve in such a base and who provided me with all technical
and particular information on the way it was functioning. My basic
idea is to create a film in which the scenario would be a shot of such
a rocket from the site in Lithuania. Fortunately, such a thing never
happened during the period of Cold War, but within new political
turn of confrontation between West and East (including Russia),
the horror—which we thought was gone—of possible nuclear
strategical weapon confrontation is rising from the past. The other
source of inspiration for this theme is the outstanding film by Peter
Watkins The War Game. | do not want to go on commenting this
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film, but the fact that such a film appeared in 1965 shows individual
and collective concern of the danger of nuclear weapon competition
back in the 1960’s in the UK. Unfortunately, such a concern has
never sprung out in the former East. | am afraid there is much less
will to understand the deadly potential of the weapons of mass
destruction, which are still available. My basic scenario for this work
is to (re)create a shot of R-14 type rocket from the site. | am not
using an animation or 3D technologies to illustrate such an act. It is
still more about filming this quite large territory of nature (with the
remains of the base) as well as the structure of the catacombs with
the intention to convey a psychological perception of consternation
of such a possible act and its outcome. In addition | am using some
extra found footage from the 1970’s, filmed around in Lithuania
(actually the area is very beautiful, it is one of a few national parks
of the country with a rich fauna). There are also some unique B&W
photo material of the R-14 complex ready to attack, taken during
practical training at some identical site, used for the film. To recreate
“launching,” | used very modest means of film collage (more like a
suggestion) including the B&W photo shots and a soundtrack of
commands in Russian. | actually met a Russian officer who still
remember them by heart.

By Deimantas Narkevicius

Nenimantac Hapkasuuioc Deimantas Narkevicius

O ekt Hepa3opBaBLerocsi cHapsiga The Dud Effect

2008 2008

YepHo-6enbiin 1 uBeTHOM 3ByKoBOM chunibM, 16 mm film transferred onto HD video, B&W
3anucaHHbI Ha NneHke 16 MM 1 nepese- and colour, sound

neHHbin B HD
15" 40" 15’ 40"
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Pa6oTtbl Smunun LLIkapHynuTe cyLlecTBytoT B 061aCTy NnepeceyeHmns
NPUPOLHbBIX U TEXHOrEHHbIX CTPYKTYP — (puandeckmx, dpunocod-
CKUMX, nonnTndecknx. B cBomx macwtabHbiX MHCTANNaUMSX n gpunb-
Max ¢ ahPeKTOM NPUCYTCTBUS XyOOXKHMLA 0bpallaeTcs K YyBCTBY
6ecnoKoncTBa CO3epLAoLLEro, KOTOPOE Mbl OObIYHO UCMbITbIBAEM
Npw CTONIKHOBEHUWN C YeM-TO, YTO BosbLue Hac, 60NblUe CaMOWn XXN3-
HW, KaK TO: rpsgyLias KnuMmaTtundeckas katactpoda, NpupoaHble siB-
NeHVs, NOeonornyeckne KOHCTPYKTbl, MACCUBHbIE apXUTEKTYPHble
UNn Hay4yHble 06bekTbl. NMogobHO caMon XyAOXKHULE, NOrpy>Xascb
B BOOHbIE MYy4YnHbl, NPOCTPAHCTBA 34aHUA WU Nen3axken, 3puTesb
BOBJieKaeTcs B ee paboTbl, O4apPOBaHHbIA MMMHOTU3MOM €e 3CTe-
TVKW, OKa3blBaeTCcs B none apxeosnorun bygyuiero, Kotopas pac-
cmaTpuBaeT AHTPOMOLEH B KOMMJIEKCE C €ro 9KO- N TEXHO-MOMU-
Tnyeckumn guckypcamu. MNMpu Tom yto paboTbl LLkapHynuTe 4acTto
npencTaBnslOTCa B Ananore ¢ COBPEMEHHOM HAyKOW, B HUX BCKPbI-
BalOTCS HacCyLHble BONPOChI BbICTPOro passuTnus — WU, BO3MOX-
HO, BbICTPOro ynagka — nnaHeTbl, MOCTyMpyeMble, 0OHaKO, He Kak
TEOpPETMYECKME M3bICKAHWS, HO KakK MaTtepuasbHble, HEN36EeXHbIE,
BCceobbemnoLme 06CTOATENLCTBA, B KOTOPbIX HE OCTaeTca MecTa
CaMOYCMOKOEHWNIO.

XyOoXXHuUa MNoNb3yeTCcs BbIBEPEHHLIMU N BbICOKOTEXHUYHbIMU Me-
TogamMu, HO BMECTe C TeM He MbITAeTCA UCKaTb KOHCTPYKTMBHbIE
peLleHnst U OKOH4YaTeslbHble OTBETbl. HanpoTmB, oHa NpuUMeHseT
mMaclTab, onTuKy, 3BYK U nU3obpaxeHue ans ukcauum nmumounye-
CKOro COCTOSIHMS!, IOe >XeNaHWe 4YTO-TO «PelUnTb» BbICTaBNSAETCS
6e3HafeXXHbIM — rae, O4HaKo, CamMn HOBble BO3MOXHOCTWN Habnto-
OEHUNS, NepeXnBaHa 1 B3aUMOOENCTBUSA C CUNTaMN OKpPY>KatoLLel
N NOSNINTUYECKOWN Cpedbl BOKPYr HAaC CTAHOBATCSA NapafgoKcasbHbIM
obpas3om npoaykTuBHbl. PopmaThl BUOEHWUS 1 BOCNIPUATUS, onpeae-

NsieMble HACbILLEHHOCTbLIO OKPY>KEHWS, 3a4at0T PEXVM CYLLLECTBOBA-
HWS1, KOTOPbIN YCNOXHSAET IMHENHOCTL OTHOLLEHUI MEXAY 3KPaHOM
N 3pUTENEM.

YnomsHyTble perynvpylowme pamky, BOMIOLLEHNEM KOTOPbIX
Cny>KaT MacCUBHblE apXUTEKTYPHble DOPMbl U TEXHONOrMYecKmne
KOHCTPYKUNKN, B KOHTEKCTE KUHEMaTorpaduyeckmx m npocTpaH-
CTBEHHbIX peweHnn LLIkapHynuTe oT4yacTu yTpaymBaloT CBOKO pe-
anbHocTb. OHKN CKnagplBalOTCS B CUMBOJIMYECKUIA NNACT, rae rpa-
HULUblI peanbHOCTU pPasMbiTbl U Aaxe 6e3yCrioBHO MaTepuasnbHoe
nposiBNsieTcss Kak nnog BoobpaxeHusa. B paboTte «3epkanbHoe
BELLEeCTBO» MOKa3aHO CTpeMfieHne K hyHOamMeHTanbHbIM perynam-
PYHOLLNUM MexaHu3mMaM peanbHOCTU — WHTepbepbl nabopaTtopuin
ONsa nccnegoBaHnsa HENTPUHO M 60NbLION afpOHHbBIN Konnangep
B LULEPHe — HO nepexwmBaHusi 3putenss Ha camMomMm fene CPOAHU
CO3epLaHnio BHE3EMHbIX CUEH UNU ra’iloUMHOMEHHbIX KapTUHOK
Kanengockona. 9KCrno3nuus 3actaBnsieT 3agyMmaTtbCs O 3HA4YEHUU
CaMoro CyLLEeCTBOBaHMNA 3TUX OOBEKTOB U TOro, Kak B3anmopen-
CTBUSI C HEAOCTMXXNMbIM (M B CAMOM HEAOCTUXMMOM) €CTb, MOXKET
OblTb, €ANHCTBEHHbIAN CNOCOO BLINTWN 3a rPaHuLbl Y€10BEYECKOro
no3HaHud. TeopyecTBo LLIKapHynuTe npegnaraeT HaMm pexXmm BoC-
npunaTUS, NOAo06HbIN BOCNPUATUIO KMbopra — OCHOBaHHbIN, C O4-
HOW CTOPOHLI, HA UCKYCCTBEHHOW NNH3€E, a ¢ gpyroun, Ha nsnono-
rMYeCKOWN CBSA3K rnasa c MO3rom yesioseka. B 4emM-To XXyTKoBaTbIN
Ha nepBbI B3rNs4, Takon MeTod NO3BOMISIET PacLUMPUTb FrpaHuLb
BOCMPUATUS — 1 BOOOPaXKEHUST — MEXaHM3MOB U CUJT, C KOTOPbI-
MW Mbl CTankKnBaemMmcs 1 nNpPoOAoSI>KUM KOHTaKTUpPOBaTb.

MoHuka KanvHayckavite
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3epkasnbHoe BeLjecTBo
2017
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Emilija Skarnulyte

Mirror Matter

2017

Video still, video installation
11’ 30"




3munus Wkapuynute

3epkanbHoe BelecTso
2017
Kagp 13 Buaeo, BuOeonHcTannaums

11" 30"

Emilija Skarnulyte

Mirror Matter

2017

Video still, video installation
117 30"

3Munns Wikapuynute

3epkanbHoe BewecTBo

Bup vHcTtannsaumm B Hyperobjects, Marfa
Ballroom

2017

BuaeonHcTannauus

11’ 30"

© Anekc Mapkc, 2018 (choTorpadums)

_ Emilija Skarnulyté

- Mirror Matter

Installation view at Hyperobjects, Marfa
Ballroom

2017

Video installation

11’ 30"

© Alex Marks, 2018, photo
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By Monika Kalinauskaite

Emilija Skarnulyté’s work emerges at the intersection of the natural
and man-made structures—physical, philosophical or political.
In her immersive films and large-scale installations the artist evokes
a feeling of contemplative anxiety provoked by the encounter with
all that is larger than us, and larger than life—a looming climate
catastrophe, natural phenomena, ideological constructions and
massive architectural or scientific structures. Just as the artist dives
into waters, buildings or terrains she explores, the viewer is drawn
into her works through their hypnotic aesthetics, finding herself
embedded in the future archeology of the Anthropocene with all of its
eco- and techno-political discourses. Although Skarnulyté’s work
is often presented in dialogue with the topical research, it dissects the
urgencies of a rapidly developing—or, possibly, unraveling—planet
as something beyond the theoretical debate: a physical, unavoidable,
all-encompassing situation, which no longer offers a comfortable
point of view.

Although Skarnulyté employs carefully calculated and highly technical
tools of research, she does not aim at offering constructive solutions
or definite answers. Instead, she uses scale, optics, sound and image
to document a limbic state in which the very ambition to “solve”
is exposed as futile—but the newfound possibilities to observe,
experience and interact with the environmental and political forces
that surround us become paradoxically productive. Modes of seeing
and perceiving that emerge from the saturation of our surroundings
constitute a way of being which complicates the linear codependence
of the screen and the spectator.

The aforementioned governing frameworks, which manifest
themselves in massive architectural forms and technological

structures, are rendered somewhat unreal through Skarnulyté’s use
of cinematics and exhibition spaces. They construct a symbolic
stratum in which the boundaries of the reality are blurred and even
the unquestionably physical emerges as a figure of imagination.
Although Mirror Matter depicts a journey to what governs the very
fabric of the reality—the insides of a neutrino laboratory and the
CERN Hadron Collider—the actual experience is that of agaze
wandering through an alien scenography or a hallucinogenic
kaleidoscope. It fuels a reflection on what the very existence of these
structures means and how an interaction with—and within—the
unapproachable might be the only way to step beyond the human
boundaries of cognition. Skarnulyté’s work exposes us to a cyborg-
like mode of seeing: one that relies on the artificial lens while
exploiting the human connection of the eye to the brain. Although
initially uncanny, this method ultimately leads to an expanded mode
of perceiving—and imagining—the mechanisms and forces we face
and will continue to come in contact with.

Imunug WkapHynure Emilija Skarnulyte

3epkanbHoe BewjecTBo Mirror Matter

Buao nHctannsaumn B Kunstlerhaus Bethanien Installation view at Kunstlerhaus Bethanien
2017 2017

BupeounHcTannauus Video installation

117 30" 117 30"

© Oassng bpaHaT, 2017 (doTorpadus)

© David Brandt, 2017, photo
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NHcTannauumn KemnmuHaca ycTpoeHbl NOA06HO NPMPOLHbLIM SIBIEHUSIM,
Hanpumep cBeTy wunn OBuXKeHuto Bo3gyxa. OOgHako CKBO3HbIM
CBA3YIOLLUMM 3JIEMEHTOB B HUX SBASIETCA OBWXKEHUEe. XyOo>XKHUK
n3beraeTt «npegckasyemMocTn» B paboTax M NbITaeTcsl CMOAENUPO-
BaTb OLLYLLIEHNE OT CNyYanHbIX coBnageHuin. Noatomy 60bLWNHCTBO
ero pabot 6anaHCcupyloT Ha rpaHn nageHus 1 paspylleHus. Tak
aBTOP MNOAYEPKUBAET BPEMEHHYIO MNpUpoady ABWMXKEHUS U OOCTU-
raet Xpynkoro 6anaHca 9/IEMEHTOB 3KCMO3MLMK, K KOTOPbIM
OTHOCATCA W 3puUTENnu, nepeaBuralomecs Mo BbICTABOYHbIM
npocTpaHcTBaM. [logxon XygooXXHWKa K paboTe ¢ maTtepuanamu
MOXXHO CPaBHUTb C OUPWKMPOBaHNEM OOMbLINM OpKecTpoMm. Emy
yOaeTcs BUPTYO3HO WCMOAb30BaTb MPOCTPAHCTBO M OTTEHATb
camble NHTEPECHblE OCOBEHHOCTI UMPaKOLLUX MHCTPYMEHTOB, YTOObI
n3gaBaemMble VMU 3BYKU CKNaabiBaniChb B 6e3ynpeyHyo rapMOoHUIO
CPEeXNCCUPOBaHHOIo U cBOGOOHOIO ABUXKEHMS.

Bonbluas yactb 06bLEKTOB UM MHCTaNnAuMin KemnmHaca oTHocsaTcs
K KWHETUYEeCKOMY MCKYCCTBY, HO AaXe ero ctaTuyeckue nponsse-
AEeHUs AMHaMUYHbI. B HUX, Kak npaBuio, 3anedyat/ieHbl y>XXe coBep-
LUEHHbIE OBWXXEHUS!, 1 PaboTbl NPOBOLMPYIOT OBMXXEHNE 3pUTENEN,
KOTOpble NOAXOONAT K NPon3BeneHnsIM 6mxKe, YTobbl UX Nydlle pac-
CMOTPETb 1 pa3obpaTtbCsl, Kak YCTPOEHbl CO3aaHHble XYAOXKHUKOM
NNAO3UN.

The installations, created by Kempinas, operate as if they were natural
phenomena such as light and the flow of air. The most significant
element that links them together is motion. The artist avoids

“predictable” moves and aims for the impression of coincidence.

Therefore, most of his work balances on the verge of falling and
collapsing. In this way the author emphasizes the temporariness
of movement and creates the fragile balance of the elements in the
show, to which the viewers themselves contribute as they move
through the gallery spaces. The artist works with the materials
as if he were an orchestra conductor. He masterfully manages
to exploit the space and emphasize the most interesting features
of the instruments he uses, so that they emit sound in the flawless
harmony of planned and free motion.

The majority of Kempinas’ objects and installations are kinetic, but
even the static works do not lack dynamism. Most often they fix
motions that have already occurred and provoke the movement
of the viewers themselves in the space wishing to take a closer look
at an artwork and find out how the illusions created by the artist work.
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XunbBnHac Kemnunac

Martpeluka BOVHbI

Ockuns

2019

Mapkep-kncTb, akpun, bymara
23 x30cm

Zilvinas Kempinas

Matryoshka of War

A Sketch

2019

Brush-marker and acrylic on paper
23 x30cm
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Xunbsunac Kemnunac

Tiaki n3 cepumn ES

2018

Kayuyk, akpun, ctanbe, bymara, namnbl
086 x 3,8 cm

Zilvinas Kempinas

Tiaki from the ES series

2018

Resin, acrylic, steel, paper, lights
@86 x 3.8cm
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PaboTas B cthepax KpUTUYECKOro amaanHa, NpoeKkTUpoBaHusa nap-
KOB pasBrieyeHnin, nepdopmMaTBHON apXUTEKTYpPbI, Xopeorpaduu,
KNHETMYECKOro NCKYCCTBa U Hay4YHOWN (DaHTaCTUKN Ha NPOTS>KEHUN
noyTn JECATU NeT, 9 hopMnpoBan COBCTBEHHbIN NHCTPYMEHTAPUN
0N KPUTMYECKOro pacCMOTPeHust heHOMeHa CUibl MPUTSXKEHUS,
OT aTTpakumoHa Ons 39BTaHasuu OO0 WCKYCCTBEHHOro actepoupa
13 Yenoseyecknx Ten. B paboTe Hapg 3TUMM nNpoekTamu S BBOXKY
NOHATUE «FPaBUTALMOHHON 3CTETUKW», TBOPYECKOro noaxona,
NCNOMb3YHOLLEro CUIy NPUTSDKEHUS ONS CO34aHNS CUTyauuin, B KO-
TOPbIX BO3MOXXHOCTU Tena 1 BOOOGpaXKeHs1 LOCTUraOT HOBbIX 3KC-
TpemasibHbIX COCTOSIHUIA.

Onupasicb Ha MNOCT(EHOMEHONOMMNID, KOCMUYECKYIO MEOMLMHY,
pn3nKy anemeHTapHbIX 4acTul, KOCMMUYECKYH aHTPOMoJSormto
N 3KCTPaAMCLUUMIIMHAPHOCTb B CBOUX TEKCTax, UCCMEAoBaHMsSX U pa-
6oTax, s NpuLWen K YHUKanbHbIM TBOPYECKMM METOLO0NOMMSAM, KO-
TOpble Ha3Basl «TPaAHCMOPTHasA NO3TUKa» U «an3anH-xopeorpadus».
B nocnencteum oHM 06CyXXOanvcb 1 AEMOHCTPUPOBASIUCH B CaMbIX
pasHbIX KOHTEKCTax, BKJo4as NCKYCCTBO, AN3aliH, apXUTEKTYpPHbIEe
6ueHHane, Hay4Hble U Npoyne nyénnkaumm, TeneBmaeHe n paamo.

Bo Bpems kaTaHus Ha TakMx aMepuKaHCKMX ropkax 4enoBeK Mof-
BEpraeTcsi CEpUMN MHTEHCUBHBLIX HArpPy30K M NOMy4YaeT YHUKaNbHbIN
onbIT. OH NepexuBaeT pasfinyHble OLLYLLEeHNSs, OT andopun Ao no-
TPSICEHUSsI, OT TOHHENBHOI O 3PEHNS [0 NOTEPU CO3HAHWS, U, HAKOHEL,
nornb6aet. MNPOEKT OCHOBaH Ha MEePEeAOBbIX MEXANCUUMIMHAPHBLIX
nccnegoBaHusax B 061acTi a3pOHaBTUKN/KOCMUYECKON MEeANLMHBI,

MaLUMHOCTPOEHNS, MaTepuanoBedeHns N, eCTeCTBEHHO, rpaBuTa-
unmn, Tak 4tobbl netanbHas noesgka bbina NpUATHOW, 3neraHTHOW
N OCMbICNEHHON. [aHHasa «KUHeTuveckas CKynbnTypa», NoacBeun-
BaloLWas rpaHuLbl BO3MOXXHOCTEN YEeN0BEYECKOro Tena, no CcyTu
aBnsieTca abCoNOTHBIM BOMJIOLLEHNEM aMEPUKAHCKMX rOPOK. [I>KOH
AnneH, ObIBLLUMA NPE3NAEHT 3HAMEHUTOro NPOU3BOANTENSA TaKMX aT-
TpakunoHoB Philadelphia Toboggan Company, Kak-To ckasasn, 4To
«abCOMOTHBIM BOMJIOLWEHNEM aMEPUKAHCKNX FOPOK OyaeT aTTpak-
LUVOH, rae Bbl OTNpaBnsieTe Ha TpeK OBaduaTb YEThbipe 4YesoBeKa,
1 BCe OHM BO3BpaLlaloTcss MepTBbiMU. BoobLye-To 3TO BMNONHE pe-
annu3yemo».

AtTtpakumoH Euthanasia Coaster goBonbHO NPOCT: 0guH HUCXOAS-
LN TPeK, 3aKPY4YEHHbIN NO TaKOW TPAEKTOPUU, YTO HUKTO He OcCTa-
€TCs paBHOLYLUHbLIM, HM NaccaXXupsbl, HXU Habnogatenn. Kyoa seget
3Ta HUCXOAALAa TPaeKTopUs — pelaTb 3pUTento. ITO N PEKBUINUT
HecyLeCTBYOLEero punbma y>kacos, 1 peanbHast QUKL N YEPHbIN
IOMOP OT cueHorpadun, n coumanbHbI can-dan gu3anH, U cambii
9KCTpeMasibHbI B MMpE aTTpakuMOH, 1 CKyfbnTypa ckopbu, n na-
MSTHUK BEHLY 3BONIOUMN Kapycenewn, 1 rpaBuTauMioOHHOE OpyXXue,
N NOCNEQHSAS B XXU3HWN gopora...

MNMocne nepsoro nybnMyHOro nokasa NpPOoeKT NycTun 6ecnpeueneHT-
Hbl€ BOJIHbI B MHOPMALMOHHOM NPOCTPAHCTBE, NPUBEK OFPOMHOE
BHUMaHWe obuecTseHHOCTN 1 MnpoBbix CMIU. Copep>kaHne n gop-
MaTbl OOCY>XAEHMI BKOYaNM BCe, OT UesblX Tenenepenay, nocss-
LLIEHNIN B NECHe, CLieHapusi, Cepumn BUPTyanbHbIX PENINK 0O HAYYHOrO
NPOEeKTa Ha LWKOMbHOM KOHKYpCe U faxke TaTynpoBKU, OT XovBapa
B KOMMEHTapusX 0O NPeaMETHbIX 9KCNEPTHbIX 06CY>XOEHWI.
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OnuoHac YpGonac

Euthanasia Coaster (mopenb)

2010

'paBrpoBaHHas Mefb, MaToBbIN akpwJ,
YrneBosIOKHO, haHepa, YEePHbIA NEeCOK
115 x 145 x 35 cm

MpepocTaBneHo ranepeen Vartai

Julijonas Urhonas

Euthanasia Coaster (scale model)
2010

Etched brass, black matt acrylic paint,
carbon fibre, plywood, black sand
115 x 145 x 35 cm

Courtesy of Vartai gallery
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For almost a decade, working between critical design, amusement
park engineering, performative architecture, choreography, kinetic art
and sci-fi, | have been developing various critical tools of negotiating
gravity: from a Kkiller roller coaster to an artificial asteroid made
up entirely of human bodies. In these projects | coin the term of
gravitational aesthetics, an artistic approach exploiting the means of
manipulating gravity to create experiences that push the body and
imagination to its extremes.

Informed by postphenomenology, space medicine, particle
physics, outer space anthropology, extra-disciplinarity, | have also
established—by writing, researching and making—unique creative
methodologies under such names as vehicular poetics and design
choreography. Such an establishment has been shown and discussed
in a wide diversity of venues: art, design, architecture biennials,
academic and non-academic publications, TV and radio shows.

Riding the coaster’s track, the rider is subjected to a series of intensive
motion elements that induce various unique experiences: from
euphoria to thrill, and from tunnel vision to loss of consciousness,
and, eventually, death. Thanks to the marriage of the advanced cross-
disciplinary research in aeronautics/space medicine, mechanical
engineering, material technologies and, of course, gravity, the fatal
journey is made pleasing, elegant and meaningful. Celebrating the
limits of the human body, this ‘kinetic sculpture’ is in fact the ultimate
roller coaster: John Allen, former president of the famed Philadelphia
Toboggan Company, once said that “the ultimate roller coaster is built

when you send out twenty-four people and they all come back dead.
This could be done, you know.”

Euthanasia Coaster is nothing but a falling trajectory, curved and
tangled in such a way that would leave nobody apathetic, neither the
passenger, nor the spectator. Where it lands to it is up to the public
to decide. It is a prop for non-existent horror movie, a real fiction,
a black humour scenography, social sci-fi design, the world’s most
extreme ride, a mourning sculpture, a monument for the end of the
carousel evolution, a gravitational weapon, the very last trip...

Since its presentation to the public, the project has become a unique
media phenomenon. It has drawn enormous attention from the public
and received extremely extensive coverage from international media.
The content and form of the feedback ranged from special TV shows,
dedicated songs, a film script, a series of virtual replications, a project
for school science fair, and a tattoo to knee-jerk online comments
and thorough expert discussions.
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KoHuenTyanbHas xygoxkHuua drne Pngmnkante — HacTosLWMN NeTo-
nucew, KPoOnoT/IMBO 1 TOYHO «3anucbiBaroLLmn» ngen Ha xoncte. Ee
YHUKaNbHas XWBOMNUCHasi MaHepa — OrpOMHble XONCTbI U Tpadape-
Tbl C a9P0O30/IbHbIMM KPAacOTKaMn — MHOMOC/IOMHA He TOMbKO B CUSTY
HaHECEeHNs1 MHOXEeCTBa CJI0EB KpacKu Ha NOBEPXHOCTb, HO U Gna-
rogaps 0CoboMy UCMNOSIb30BAHNIO MEPCMNEKTMBbI U KYNbTYPHbIX OT-
CbIJIOK (C YNOPOM Ha 3CTETMKY Y/IMYHOro UCcKyccTea). B ee paboTax
OTpa)KaeTCsi MHOrOCNOMHOCTb KYNbTYPHbIX MCCNefoBaHNi 1 NPOCTO
NoBCEAHEBHOCTb. PyankanTte nogonry BbiHaAWMBAET naen 6yayLimx
paboT, npucTynas K WCMOAHEHMIO TONMbKO KOrga CcyllecTBoBaHue
C HAMW HaeauHe CTaHOBUTCS Gosiee HEBbIHOCKMMO. 3aBepLuvB Npo-
eKT, NOCBSILLEHHbIN Hacneguo ceoen 6abywkn Heritage. Grandma’s
Kerchiefs, Orne pabortana Hap BOCCO34aHMEM WCTOPUU CTapbIX
nHTepbepoB BunbHioca. Cultured Floor npencrasnaetr cobon umkn
N306pa>KeHn HaMosIbHbIX MOKPbLITUNA, BKAOYaloWwmin B cebsa 6onee
20 y30poB, BOOXHOBJIEHHbIX peasibHbiM/ NonaMn B KBapTupax, Ko-
puaoopax, opUCHbIX NMOMeLLeHnsX 1 6aHKoB B LeHTpe ropopa. lon,
NepeHeCEeHHbIN Ha CTeHy, CTaHOBUTCHA >XMBOMMUCHbIM NPON3BeneHn-
eM. NopTpeTom nona.

The conceptual artist Eglée Ridikaité is a true chronicler of life,
patiently and precisely ‘recording’ ideas on canvas. Her unique
painting technique, involving spraying aerosol paints onto huge
canvases using stencils, is multi-layering not only in that it uses
multiple layers of paint, but also in the ways it uses perspective and
cultural quotation (with dominant street art aesthetics). Her works
represent a multi-layered cultural research, or simply a reflection
of everyday life. The artist incubates the ideas of her future works
for a long time, bringing them to life only when she can’t live alone
with them any longer. After a tribute to her grandmother’s heritage
(Heritage. Grandma’s Kerchiefs), Eglé has now realised a project
in which she reproduces a history of Vilnius’s old interiors. Cultured
Floor is a cycle of floor images, which consist of more than 20 motifs
based on authentic floor tiles from flats, corridors, offices and
banks in downtown Vilnius. A floor transferred to the wall becomes
a painting. A portrait of the floor.
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3drne Pupnkaiite

I/}

2016.06.13 PoxxgeHue Kyparopa
2017

XoncT, aspo3osibHas Kpacka, CUIMKOH
264 x 289 cm

Eglé Ridikaiteé

]

2016.06.13 The Birth of Curator
2017

Canvas, aerosol spray, silicone
264 x 289 cm
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XoncT, aspo3osibHas Kpacka, CUIMKOH
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} ‘ | | | l | ﬁ' Eglé Ridikaité
i | 4 I l £l m
¢ Feet or Inability to Decide
2018
+ Canvas, aerosol spray, silicone
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WHOPE LWEPMUTUTE

B cepun From.Between.To xygoxHuua uccnenyeTr pemMecsieHHoe
NnPou3BOACTBO, OOMEH U pUTyasbHOEe nNpefHasHayveHne TpaauumoH-
HbIX TKaHbIX U MNETEHbIX NOSACOB CTpaH bantun B pa3pese nx B3a-
NMOBJIMSIHUST HA N3MEHEHUS B KYJIbType U MONUTMKE, OCMbICNINBAs
npv 3TOM KJIHOYEBYHO POJSIb HAPOLHOWN Tpaauumm B hOPMUPOBAHNN
MECTHOIO U rocygapCTBEHHOrO camoco3HaHus. Ee paboTbl ctaBar
BOMPOCHLI O TOM, Kakme CMbIC/bl 3aK/1aablBalOTCs B OEKOPaTMBHbIE
y30pbl Ha Nosicax MU Kak B HUX NMPOSBNAETCS TBOpYecKasi CyObeKT-
HOCTb PasfiNYHbIX NoOen N OBWMH. XygoXKHULA TakXXe MHTEpecy-
€TCS PYTUHHOW TEeXHONOrnmen co3gaHns Takux y30pOoB, KOTopble
OHa paccMaTpuBaeT Kak MHCTPYMEHT (hopMMpOBaHUS A3blka OJ1s
nepepgay” CMbICNIOB U B3auMMOMNOHMMaHus. B pamkax cepuun Takme
puTyanbHble Nosica NPeAcTaBASTCA KakK OCTPOBKU NamMsaTu U op-
MUPOBaHUS NOEHTUYHOCTU, a TaKXKe Kak NPOSIBIEHNS MEHSIHOLLINXCS
cTpaTerun nNosib3oBaHMAa 1 NoTpebneHus.
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Huape Wepnuturte

Terra n3 npoekTta From.Between.To
2018

XoncT, XJ1IonoK

22 x 22 c™m
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Indré Serpytyte

Terra from From.Between.To
2018

Cotton on linen canvas

22 x 22 cm



Wupape Wepnuture

Node n3 npoekta From.Between.To
2018

XoncT, XNonok

32 x 26 c™m

Indré Serpytyte

Node from From.Between.To
2018

Cotton on linen canvas

32 x 26 cm

INDRE SERPYTYTE

From.Between.To investigates how the making, exchange and ritual
use of traditional woven sashes found across the Baltic States both
inform and are informed by shifting cultural and political dynamics,
examining how folk traditions are central to the formation of local and
State identities. The work asks what the repetitive ornamental patterns
on the sashes mean and do as part of an activity of creative agency
for various individuals and communities. As well as investigating
the ways in which the repetitive act of making these patterns form
a language of meaning and a community of understanding. From.
Between.To considers these ritual sashes as sites of memory and
identity formation, as well as indices of changing modes of use
and consumption.
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Wnppe Wepnuture Indré Serpytyte Wuppe Wepnuturte Indrée Serpytyte

Orb n3 npoekta From.Between.To Orb from From.Between.To Pertinent n3 npoekta From.Between.To Pertinent from From.Between.To
2018 2018 2018 2018
XoncT, XJIonoK Cotton on linen canvas XOoncT, XJI0NoK Cotton on linen canvas

56 x 35 cm 56 x 35 cm 35 x 46 cm 35 x 46 cm



Wnppe Wepnuturte Indré Serpytyte Wnppe Wepnuture Indré Serpytyte

Perdurable n3 npoekta From.Between. To Perdurable from From.Between.To Benediction n3 npoekta From.Between.To  Benediction from From.Between.To
2018 2018 2018 2018
XoncT, X1onokK Cotton on linen canvas XoncT, XJIonoK Cotton on linen canvas

45 x 31 cm 45 x 31 cm 35 x 40 cm 35 x40 cm



WHape Wepnutute Indré Serpytyté

Armor n3 npoekta From.Between. To Armor from From.Between.To
2018 2018
XOncT, XNonok Cotton on linen canvas

95 x 81.5¢cm 95 x 81.5 cm
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JNunac KOcuonmne

LlemeHTHbIVI cag 1

2016

XoncT, akpun

120 x 210 cm

MpepocTaBneHo ranepeen Vartai

Linas Jusionis

Cement Garden 1

2016

Acrylic on canvas

120 x 210 cm

Courtesy of Vartai gallery

JIMHAC FOCUOHUG

Mbl cTpeMMMCS K MOHUMaHUIO OOGBLEKTOB 1 NPOoeLMpyemM Ha nsobpa-
XeHnsa ceon mgen. OOQHOBPEMEHHOE COMPOTMBIIEHNE U NPUHATUE
n3o06pa>keHnin MeHs1 3aBopaxkmeaeT. MHe MHTepecHa KOHLUenTyasnb-
Has CTOpOHa co3paHnsa n3obpasuTtenbHoro obpasa. OCHOBHOM BO-
NPOC B MOEN TBOPYECKOMN MPAKTMKE: MOXET NN N306pa>kKeHne Bbl-
CTynaTb B KQ4eCTBe OTCbIIKM K YeMY-NNOO ayTEHTUYHOMY UMK XKe MO
npupoae CBOen sBnsieTca camopedepaTuBHbIM 1, C onNpeaeeHHON
TOYKWN 3peHUsi, HeMbIM. XKBonnucb NpeacTaBnsieTcss MHE CUCTEMOWN,
KOTOPOW OBUXKET >XXenaHne cosgaBaTb CMbIC/bl U3 Habopa obbloeH-
HbIX HAGNIOOEHUN N HaBA34YMBLIX 06Pa30B, KOTOPbIE MOIYT ObITb HE-
3HauYUTENbHLIMW, Pa3apPObAeHHbIMU UNN Aaxe CNY>XUTb XXECTKUM
orpaHuyeHnemMm. B 4yem-TO 3TO CpOAHM paccKasblBaHUIO MCTOPUN,
KOTOPYIO CaM eLLe 0O KOHLA He 3Haellb.

A NpUHAN peleHne OYUCTUTb BOCMPUSATME U COXPaHATb 0b6pasbl
X B N3Ha4asbHOW MeHTanbHon opme. BmecTe ¢ MCNonb3oBaHU-
eM (hparMeHTUPOBaHHbLIX N306pa>keHNIn Takon nNogxon Aoenaet Mou
CIOXXETbI KpanHe aemepHbIMN 1 camopedepeHTHbIMN. Moun nonoT-
Ha Oosblle paccKkasbiBalOT O TOM, Kak OHW CO34aBasiMCb, HEXENu
OTCbINAOT K YeMy-TO 3a cBoumun npegenamu. CoveTaHne XXnBonuc-
HbIX 9/IEMEHTOB CO3aeT Kpyr accoumaLmi, ocTaBasiCb Npu 3TOM ca-
MopedepeHTHbIM. [peanoyTeHne He oTAAEeTCH HN OOHOMY N3 3TUX
cnocobos BocnpuaTus. pon3seneHe paboTaeT Kak aBTOHOMHas
cuctema M3 3NIEMEHTOB, OTKPbITbIX K CBOBGOOHOMN WMHTepnpeTaumun,
N HE COAEPXXUT NepBOHAYaNIbHO 3a/10>KEHHbLIX CMbIC/IOB.

$1 ncnonb3yo NPOCTPaHCTBO — CKOpee Hekuin naHpwadpTt — ans
npoeKunn cobCTBEHHOro onbiTa. PaboTbl NOCTOAHHO GanaHCcupyloT
MeXay M3BEeCTHbIMU NnaHawadpTHbIMKM MeTogamn (MM NpocTpaH-
CTBEHHOW penpe3eHTaumen B LesioM) 1 CTPEMIEHNEM K abCTpakLmn.
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NanpgwadTbl, nnn nensaxkun, Ba>kHbl A1 MEHS Kak NpUBS3Ka K Tpagn-
LUMsM XXunsonucu. 3aecb 9 6bl OTMETUT MUCTUYECKNIA, YTOMNYECKUN
N B YEM-TO FMreAOHNUCTUYECKMIN KOMMNOHEHT. ELLle ogHa HenpemMeHHas
coCTaBnsaoLWas Moux KapTuH — 6a3oBas CBA3b C KaKMM-bo cio-
>XeToM. BMecTo BegeHus Kakom-TO mccnepoBaTenbCkon paboThl,
MHE Ba)KHO [Oep>XaTbCsl CHOXXETOB, KOTOpblE BO BPEMsS CO30aHUS
paboT HaMONHAKT MOe COo3HaHMe. Tak nonyyaeTcs eCTeCTBEHHee,
a KapTuHa 3anevyaTneBaeT cam npouecc MbiwneHus. Korga genato
3apucoBKW, s Knagy Ha bymary HaBsi3uMBble MOTUBbI, 3aCTPSIBLUME
Ha TOT MOMeHT B rosiose. OTcnexxmBaro NOBTOPSAIOLLMECS SNTEMEHTDI
N 3aTeM MbITalOCb NOHATb, MOYEMY OHM MOSIBMSAIOTCSA BHOBb 1 BHOBb,
4yTO 06OLero mMexay MoTuBamu, KOTOpble Ha NepBbld B3rnsg npu-
HagneXaT COBEPLUEHHO pPasHbIM KOHTEKCTaM. OTO OOHOBPEMEHHO
N NPOLLECC NU3YYEHUS1 U OOKYMEHTMPOBAHMS MOErO MbILWEHNS, N NO-
NbITKa NOCMOTPETb Ha BOCMPUMMYMBOCTb XMBOMUCU K ngeam. Ons
MEHS1 Ba)XKHO HanpsiKeHne Mexay nensakem v abcrpakumen, Hap-
PaTVUBHOCTLIO N caMmopedepeHTHOCTbIO, ApaMaTUYECKUM HakKasioMm
n 6e30encTBneM.

We strive to understand objects and project ideas onto images.

| am fascinated how they resist as much as accommodate them.
| am interested in a concept of creating an image. The issue that
dominates my art practice is a question whether image can function
as referring to something authentic or is it in principle auto referential
and in a way mute. Painting appears to me as a system that is driven
by desire to construct a meaning out of various casual perceptions
and haunting images that might be very contrasting, insignificant
or fragmented. In a way it is a bit similar to telling a story that you
don’t yet know.

Due to a decision to purify the perceptions, keeping them as it appears
in my mind, and a usage of fragmented images the narrative
becomes very ephemeral and auto referential. The painting tells
more about how it is constructed than refers to something beyond it.
The elements of painting combined generate a circle of associations,
but at the same time remains auto referential. None of these ways
of seeing is privileged. The artwork functions as autonomous system
of elements open to free interpretation and it has no prearranged
meaning beyond it.

| use space, a sort of landscape to be exact, as a projection
of personal experiences. My works are always balancing between
specific treatment of landscape, or space in general, and a growing
likeness to abstraction. Landscape is important to me as a link to the
tradition of painting. | would outline mythical, utopian and in a way
hedonistic aspect of it. The other aspect that usually features
in my paintings is a rudimental link to a narrative. It is important for
me not to make a special research, but to stick to narratives that
circulate in my mind during a creative process. It is more natural and
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painting documents the process of thinking. While sketching | stick
to motifs that haunts my mind at that particular moment. | look for
the repetition of some elements and then | try to understand why
it reappear and what is common between motifs, that at first sight
might seem to come from utterly different contexts. It is both an
exploration and documentation of my thinking process and a look
at paintings ability to accommodate ideas. The tensions between
landscape and abstraction, narrative and self-referential, drama
and idleness are things that matter to me.

Junac Kcuonmne

Onbgopago

2015

XoncT, akpun

190 x 250 cm

MpenocTaBneHo ranepeen Vartai

Linas Jusionis

Eldorado

2015

Acrylic on canvas

190 x 250 cm

Courtesy of Vartai gallery
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PaboTtbl Bupxxbuukaca gencTeytoT Kak KOHUeNTyanbHas pediekcus
O MexaHu3max, Ha KOTOpbIX MOCTPOEHa COBPEMEHHas counasnbHas
MOAeNbMMpa, BKtouatoLas B cebs cnny nHgopmawmm, COBPEMEHHYHO
KYNbTYpY, BOEHHYIO r€0ononMTrKY, 06LLECTBO NOTpebneHnsa n oanHo-
4eCTBO NIMYHOCTU. XYAOXHUK MblTaeTCs 3apKCcUpoBaTb CTPYKTYpPY
3TMX MexXaHM3MOoB, 4YTOObl B (OpME KOHKPETHbIX CUMBOJIOB
1 CMbICJTOB NMPOBECTN X 0606LeHne n abetpakumo. «Mnd» B TBOp-
4YecTBe XyAO>XKHUKa NpencTaBnsieT cobon ambmBaneHTHOE MOHATUE.
BonbwurHCTBO ero paboT TpebylT OT 3puUTenss OCMbICNIEHUS
XYOO>XECTBEHHbIX, WCTOPUYECKUX W COUMNaNbHbIX KOHTEKCTOB.
Mpn 2TOM MOLWb 3CTETUYECKOrO BO3OENCTBMS B TBOPYECTBE
Bupxbuukaca, kak npasBuio, MNpouUCXoauT W3 OCO3HAHHOro
oTKasa Xygo>XXHuKa OT Tpaguuun uam KaHOHOB M onpepensieTcs
€ro HenpeksIoHHbIM CTpeMneHneM pabotaTtb N 3KCNEPUMEHTU-
poBaTb MMEHHO C COBPEMEHHON CKYNbMTYPOM B pamMKax LUMPOKOro
coumnanbHoro guckypca XXI seka.

Butaytac Bupxomukac Vytautas Virzbickas
Problets Problets

2018 2018

PeauvHa oT WwuH Trucks tires
Paamepbl BapbupytoTcs Dimensions variable

MpepocTaBneHo ranepeen Vartai Courtesy of Vartai gallery
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Virzbickas’s works function as a conceptual reflection upon
mechanisms that make up our contemporary social world-model
which intertwines all of the following: power of information,
modern culture, military geopolitics, consumption society as well
as individual loneliness. Virzbickas attempts to grasp the structures
of these mechanisms, to synthesize and abstract them up to the
specific symbols or meanings. In Virzbickas’s artistic practice
“myth” is an ambivalent concept. The great majority of the artist’s
works require viewer’s perception of artistic, historic and social
contexts. However, the aesthetic force of Virzbickas’s artworks
more often than not is being generated by him purposefully
rejecting tradition and canon and is inherent to the artist’s zealous
urge to introduce and experiment with contemporary sculpture
in a broad social discourse of the 215t century.
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Butaytac Bupxomukac

Ycnokovi cBovi cepaeYHbl LEHTP
2016

OnokcugHas cmona, TyaneTHas bymara,
NCKYCCTBEHHbIE NNCTbSI

120 x 52 x 16 c™m

MpepocTaBneHo ranepeen Vartai

Vytautas Virzbickas

Relax Your Cardio Centre
2016

Epoxy resin, toilet paper,
artificial leaves

120 x 52 x 16 cm

Courtesy Vartai gallery
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<<,D,J'IFI MeHs1 0cobo MHTEepeCHa BO3MO>XHOCTb BbI3BaTb Y 3PUTENA HyB-
CTBO yOMBIIEHNS U HENPEeOCKa3yeMOCTN, — FOBOPUT XYOOXHUK. —
Tak>ke BaXKHbl MnPOTUBOPEYNA N ,D,BOIZCTBeHHOCTb CMbICJI0B, KOTOpPbIE
3aHMMaloT UeHTpaJibHOE MeCTO B MOUX I'IepCbOpMaTVIBHbIX pa60Tax.
Yepes abcypa Mbl MOXKEM 0CBOGOONTHLCS OT CEPLE3HOCTN, KOTOpas
BO BCe rnpo4yne MoMeHTbl 3adaeT TOH HaLLen XXN3HN. I'IepcpopmaHCbl
OOJIKHbI ObITb TECHO CBSA3aHHbI C XKN3HbKO; TOJIbKO TaK MO>XHO cae-
natb X NOHATHbLIMU N BbI3BATb SMOLNIO».

AHgpewi lNonykops

XypoxxHuk AHppen lNonykopa ocHoBan OOHY M3 MNepBbIX B Mupe
Mo6uUnbHbIX ranepeit Galerie Uberall (ranepesi «<Besne»), B KOTOpON
paboTaeT coBmMecTHO ¢ napTtHepom Mapwuo LUtpkom ¢ 2015 ropga.
Bonbluyto NyTaHWLy BbI3BaNO U3MeHeHne HemeLkoi 6yksbl U Ha 06-
wemmposyto U. Nanepuctsbl B 2015 rogy pewmnn nepeMMeHoBarb ra-
nepeto n3 Galerie Uberall Ha Galerie Uberall Tak, 4To oHa cTana «Mex-
ayHapogHon». 3a nocnegHve YyeTblpe roga ranepes npegcrasuna
paboTbl COBPEMEHHBIX XYAOXHWKOB Ha PasfiNyHbIX MeXOyHapon-
HbIX MeponpusaTUsX U cobbITusAX, B TOM yucne Viennacontemporary
(Bena, 2015), OokymeHTal4 (AdwuHbl, 2017), My3enHbln ayKUNOH
MUMOK, 3an «XodpdcTanyHr» (BeHa, 2017), Startup Fair B Jlnutee
(BunbHtoc, 2018). 3a nepunopf BbICTaBKU XYAOXHWUK U ranepuct
AHgpen Nonykoppg, OTKpoeT BTopor MobunbHbIn oduc Galerie Uberall
L-Cabinet B ranepee «Tpuymd» ¢ COOTBETCTBYIOLLM ranepenHbiM
«0bopynoBaHNeEM» U KOMHaTon oTabixa. Bo Bpemsi OTKpbITUS Bbi-
ctaBku Galerie Uberall gpupektop AHgpen Monykopa 1 ero noMoLL-
HUKIN BXXMBYIO NpefcTaBaT ouc ranepucTta n ero npuHagieXxXHoCcTu.
B gpyroe Bpemsi Mbl npurnawaemM BaC CaMOCTOSATENIbHO MO3HaKo-
MUTbCS C 9KCMoHaTamMu U MHCTPYMEeHTaMn ranepucTa.
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Andrej Polukord Andrej Polukord

3ckun3 nHcrannaymmn L-Cabinet L-Cabinet. Installation sketch
2019 2019

CmellaHHas TexHUKa Mixed media

Paamepbl BapbupytoTcs Dimensions variable
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ANDREJ POLUKORD

Andrej Polukord: “What especially interests me is creating a feeling
of surprise and unpredictability. Equally important to me are double
meanings and ambiguities, which above all play a crucial role in my
performances. The absurd liberates us from the seriousness that
otherwise always sets the tone in our life. And performance should
have a close relationship to life; that’s the only way to make it very
emotional and understandable.”

Artist and founder of one of the world’s first mobile galleries Galerie
Uberall, where he has been working with companion Mario Strk since
2015. There was major confusion in gallery name — Galerie Uberall,
because of that — the German U was replaced with a universal U.
In 2015, the gallerists decided to rename the project Galerie Uberall
to make it “international.” Over the last four years, the gallery has
displayed works by contemporary artists at different international
events and platforms, including Viennacontemporary (Vienna, 2015),
documenta 14 (Athens, 2017), MUMOK Auction, Hofstallung hall
(Vienna, 2017), Startup Fair in Lithuania (Vilnius, 2018). During this
exhibition, at Triumph gallery, Andrej will open L-Cabinet, the second
mobile office of Galerie Uberall, fitted with the requisite exhibition
equipment and a lounge area. On the opening night of the exhibition
by Galerie Uberall, he will make a live presentation of the office and
the gallerist’s toolkit. The exhibits and the toolkit will remain open
to the audience on other days.
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O6BLEKTOM XYAOXKECTBEHHOrO MUCCMeaoBaHNSa B paMkax apT-npoekTa
«KamynsikHass MacKynMHHOCTb U OCNENMSOWNIA KOMM» SBNSETCA
KynbTypa rOMOCEKCYaNIlbHOCTM B KOHTEKCTE reTepOHOPMAaTUBHOCTU.
B nccnepoBaTensCckom 4acTu NpoekTa paccMaTpuBatoTCs UCTopuye-
CKVe N MOeosIorm4yeckmne UCTOKM BBOOVMbIX MPOTUBOMOCTAaBEHHbIX
NOHATUI «KaMypAsSH>KHON MaCKYIMHHOCTU» U «OCENSIOLErO KaMMa».
[MoHATMS BbiBEOEHBI HA OCHOBE aHanm3a npoduien Ha canTe rem-3Ha-
komcTB PlanetRomeo.com n HeKOTOpbIX MPON3BEOEHMI UCKYCCTBA.
Mopo6HbIM aHanNM3 anbTepHaTUBHbLIX BUAOB MAacKYSIMHHOCTU MO3BO-
nseT panee OEeKOHCTPyMpoBaTb reTepoHOpMaTuMBHOCTb. B npoekTte
pPacKpbIBaOTCS U3bSHbI KaMyIS>KHON MaCKyIMHHOCTM U OCNENNsto-
LLero Kamna, npegnaratoTcsi BO3MOXXHbIE anbTepHaTyBbl. B yacTHoCTH,
nytem aHanusa TBop4yectBa Poppecta becca n aHanusa vuccnegosa-
HU OyXOBHbIX NPaKTUK NPEeAnpPUHUMAETCS MONbITKa HAUTU CepenmH-
HOe pelueHne mexay ABYX 3asBfieHHbIX KpanHocTen. OCHOBHas Lenb
NpoeKTa 3aK/I4YaeTCs B CO34aHNMN XyOOXKECTBEHHbIX NPOM3BEeOeHUN,
CBSA3AHHbIX C MOHATUAMN KaMys>KHON MackysIMHHOCTM U Ocnenns-
IOLLEro KamMna, a TakXKe aHanm3 MX B3aMMOCBS3N B KOHTEKCTE pasBu-
TV 06pa30B roMoceKcyanoB. [na peanMsauumn NnocTaBfeHHbIX 3aaaq
Tak>Ke NPUMEHSIETCS aHaNIN3 OTAENbHbIX KMHOKAPTUH, FOe NPOCnexXm-
BaeTcs pa3BuTME 00Pa30B rOMOCEKCYaIoB U UX BAUSIHNE Ha paboTy
aBTopa.

MpPoeKT HanpsMyto CBA3aH C NPoun3BeaeHNs MU, CO30aHHbIMM BO Bpe-
Msl ero peanusaumun. MexxamcuuninHapHble NPou3BedeHVs BbiNos-
HeHbl Ha OCHOBE TEOpPEeTUYECKUX BbIBOAOB MCCNeOoBaHMs MO METO-
avike nogxona autoartresearch. CosgaHHble TakM 06pa3oM paboThl
He TONbKO NMPEACTaBNSAIT TEOPETUYECKNE MONTOXKEHNS, HO U reHepu-
pYtOT HOBble 3hheKTbI 11 CMbICSIbI 3@ CHET UCMOb30BaHWS Pa3/INYHbIX
TEXHNYECKMX NPUEMOB.

The subject of the artistic research part of the art project Camouflage
Masculinity and Campish Dazzle is the culture of homosexual
individuals within the context of heteronormativity. The research
part establishes historic and ideological beginning of the concepts
of camouflage masculinity and campish dazzle and their opposition
to each other. These two concepts are developed based on the
analysis of profiles on online gay dating website PlanetRomeo.com
and individual works of art. The analysis of alternative masculinity
types contributes to deconstructing heteronormativity. The art
project reveals the flaws of camouflage masculinity and campish
dazzle and looks for an alternative attitude. Attempts are made to
find a “middle ground” between the existing extremities through

the analysis of artworks of Forest Bess and spirituality research.

The key aim of the art project is creating artworks associated
with the concepts of camouflage masculinity and campish dazzle
and the analysis of their interrelationship in the context of the
developments of images of homosexual individuals. The analysis
of individual motion pictures, which reveals the development of
images of homosexual individuals and its impact on the works by
the author, adds to implementing this aim too.

The art project is directly related to artworks created during it. The
interdisciplinary works of art are based on theoretical insights by
using an autoartresearch-based approach. The works created by
the author do not only represent the theory but also, by employing
different creation techniques, create new effects and meanings.
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Apnomac [lanyceBuuioc

J1t060BHbIN TPEYroIbHUK (TPUMNTUX) N3
cepumn KamyhnsikHas MackKysMHHOCTb U
ocnennsroWmi Kamn

2014

XoncT, macno

150 x 138 c™m

150 x 138 c™m

145 x 138 c™m

Adomas Danusevicius

Love Triangle (Triptych) from the
Camouflage Masculinity and Campish
Dazzle project

2014

Oil on canvas

150 x 138 cm

150 x 138 cm

145 x 138 cm
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Nrhac KpyHrnsiBnyyc cospaeT 3BYKOBblE M BU3YyasibHble WUHCTaNNs-
L1, BUOEO N 06bEKTbI, B KOTOPbIX UCCNenyeT CTPYKTYpbI BacTu, 06-
YCNOBJIEHHbIE NOSIBNEHNEM HOBbIX TEXHONOMMN 1 YCTPONCTBOM Yeso-
BEYECKOW MNCUXMKU. TBOPYECKNM MaTepmanioMm U OTNPaBHOMN TOYKOW
B CO30aHuUN paboT XyAOXKHMKA 4acTO Cny>aT BCTpeyn TepaneBTuye-
CKMX rpynn, ouumanbHble 3annucu NoaMLeNnCcKxX AonpocoB U pyKo-
BOLCTBA MO NcuxmaTpn4yeckomMy OCBUAETENbCTBOBAHMIO, KOTOPbIE OH
nocpeacTsoM KOMOMHauUM 3ByKa, LUBETa N TEKCTa UCMNONb3YET, YTO-
Obl BbI3BaTb B 3pUTENE COMeEpeXmnBaHne n onpeneneHHoe ncuxono-
rMYecKoe CoCTosiHME. TakxKe NHTepecyeTcss MeTogamMm N cuctemMamm
0OLLECTBEHHOIO KOHTPOMS Hag, IMYHOCTBIO Y MPOUCXOASALLM.

Konnekums n3 BOCbM1 NPU3HAHNN OCY>KOEHHbIX, 3adMKCUPOBAHHbIX
B PYKOMMCHOW (hbOpMe 1 B BUAE CTeHOrpamm cyaebHbiX 3acepaHnin.
3 BbIBpaHHbLIX TEKCTOB M3bIMAETCHA BCE KPOMe MpensioxXeHun, roe
NPECTYMHUKN ONUCHIBAOT CBOM 3MOLMN. Tak NMYHOE nepexxmnsaHmne
BUHbI packpbiBaeTca 6e3 onucaHusi camoro NpPecTynHOro OesHus.
B cambIx KpanHuUX NposiBNEHNAX HACUNNSA COOEPXKUTCHA HEYTO, YTO
KaXKabl MOXET HanUTn N B rnybuHe cebs: NCMXONornyeckmne Mogenu
MbILLSIEHUS N paunoHann3aumm, packasiHbs 1 (M) ero oTCyTCTBUS.

Ignas KrungleviCius creates sound and image installations, videos,
and objects that explore the structures of power formed by new
technologies, and the mechanisms of the human psyche. His work
is often based on group therapy sessions, documentary material
from police interrogations, and psychiatric interview manuals, which
he uses as a springboard and, by invoking a combination of sound,
colour, and meaningful texts, creates situations to elicit empathy
with the desired psychological state. He is also interested in the
methods and systems that are used in society to control individuals
and situations.

A collection of eight confessions —hand written and court transcripts —
of convicted criminals. It is then reduced to only those sentences
where the criminal is talking about his or her own emotions.
The perpetrators’ personal landscape of guilt is revealed with
no descriptions about the actual criminal act. The most extreme act
of violence contains something that we can all recognize in ourselves:
the inner psychological patterns of reasoning and justification,
remorse and/or the lack of it.
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Wruac Kpyurnssuyioc
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MWHAAYTAC NYKOLLANTUC

PucyHok cknagplBaeTcsa M3 IMHWIA N TOHOB Ha 6enon Gymare. Yem
OTUET/IMBEE BUOHbI NUHMWN, TeM 6onee «peanbHbiM» CTAaHOBUTCS
PUCYHOK, a €C/N 1 UCMOMb3Y CANWKOM MHOIO TOHOB N LBETOB,
TO PUCKYIO 3aiTN Ha TEPPUTOPUIO Fpaukn UNn aaxe >XKUBOMUCHW.
Kak npaBuno, s npuaep>XnBaroCb KaCCUYECKON aKageMmn4eCcKowm
TEXHUKN PUCOBaHWs, UCNONb3ys KapaHgaw ANns WTPUXoBKN N OTpU-
COBKW KOHTYpPOB. AKaleMUYHOCTb Noaxoaa B MOEM Crlydae OTHOCU-
TeNnbHa, TaK KakK s PUCYIO «CBOW peannam» 6e3 mogenen nnu goTo-
rpacgpuin. PUCyHOK — 3TO, NO CyTW, HABOp O4YepTaHU N CUMBOJIOB,
KOTOpble 06peTaoT CBOIO cuy 6narogaps XX1UBbIM 1 €CTECTBEHHbIM
AMHUAM. [pn 3TOM, Yem Gonblle S BUXKY U3OLLPEHHBIX TEXHNYECKN
PUCYHKOB, TeM 60sbLUe NPEMMYLLECTB 3aMevard B NPOCTOTE CBOMUX
paboT: TOYHOCTb, CKOPOCTb 1 MOBUNBLHOCTb.

Cepusa «Komno3uuum»

Cepus «Komnosauumm» Bknoyaet 20 rpaduyeckmnx paboT, BbINon-
HEHHbIX TYLWbI, Ha KOTOPbIX U300pa)keHbl GeCKOHe4YHble apxu-
TeKTypHble apabeckm WnCHE3HOBEHMS. XyOOXHWUK uccnenyet oT-
BEPCTUS, paspbiBbl, BNagMHbl N TEMHOTbI KaXXOO0ro paspyLeHHOro
A0oMa, packonaHHoOW ynuubl 1 MepTBoro ropoga. [ns 6onee yetkom
NPOPUCOBKWN rpaHen n nepegayvm paamepos 0610mMKoB JlykowanTmnc
ncnonbayeT rpadut. PrcoBaHne CTaHOBUTCA ANS1 HEMO NPOLLECCOM,
BOMJIOLLAOLWNM HENpepbiBHOE BOAPCTBOBaHWE, yTpaTy YenoBeyYHO-
CTW, NPUroBop. JTO TakXke n opma MNCUXMYECKON Auccoumaummn,
HabnogeHns 1 pasMblilwneHns o 3ne. M aTo B3rnsg us-3a rpaHu, us
npencTosiero dyayLiero, y>Xe nexatyero B pynHax.
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MINDAUGAS LUKOSAITIS

A drawing consists of lines and tones on white paper. Usually,
the more evident the lines, the more “real” the drawing becomes,
but when | use too many tones or colours | risk trespassing into the
territory of graphics or even painting. | tend to rely on the classical,
academic drawing technique, where a pencil is used for shading and
outlining. The academic approach here is relative, because | draw
“my own realism” without using models or pictures. In essence,
a drawing is a collection of outlines and symbols which gains power
from live, authentic lines. However, the more | encounter advance
graphics technique, the more advantages | see in the simplicity
of my drawings: | am accurate, fast and mobile.

The Compositions series

The Compositions series comprises 20 ink works which portray
endless architectonic arabesques of disappearance and with his
pencil the artist explores the holes, gaps, cavities and blacknesses
of every ruined house, dug-up street, and dead city. The artist
employs graphite to sharpen the edges of the debris and measure
its size. Drawing becomes for him a constant state of wakefulness,
a testimony to loss of humanity, and an indictment. Furthermore,
a form of dissociation, observation, and a meditation on evil.
It is a look from the beyond, from a future already itself in ruins.
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(1964)

BbinyCKHUK BUNbHIOCCKOW XyO0>XXECTBEHHOW akagemMuim no Hanpas-
neHno ckynbntypa. MNpoxnsan B JloHooHe B 1992-1993 rr., nocne
yero BepHynca B BunbHioc n paboTtan Hapg site-specific o6bekTamu.
B T0 e Bpems Bce 60/sblle NepeoprneHTUPOBANICS Ha CIOXKETHOE UC-
KYCCTBO W 3anucCbiBan UHTEPbLBbBIO C XyAOXXHMKamu. HappaTtuBHblie
CTPYKTYpPbl MNOCTEMNEHHO CTasin OCHOBHbIM WUHTEPECOM XYOOXKHMKA.
Mpenctasnan Jintey Ha 49-n BeHeumaHckon 6ueHHane B 2001 roay,
ABa roga cnycTts BbICTaBnsancs B pamkax npoekrta Utopia Station
(kypatopbl Monnn Hecbut n XaHc Ynepux O6pucT). B 2018 roagy Bu-
AeopaboTbl XyAoXKHMKa nokasbisanmch B LieHTpe Momnuagy B Mapuxke.
Cpean nepcoHanbHbix BbicTaBok 20 July. 2015 (2018, Piktogram,
Bapwasa), Stains and Scratches (2017, HaunoHanbHas xypoxxe-
CTBeHHasa ranepes BunbHtoca), Salt and Disappearence (2017, gb
agency, NMapnx), Medialization of Monuments; Monumentalization of
Media (2016, LleHTp coBpemeHHOro nckyccrtsea, KénbH), Archeology
of Memories (2015, Corner House, Pura), Cupboard and a Song
(2014, HaumoHanbHbI My3en COBPEMEHHOIO NCKyccTBa, byxapecT).
YyacTHUK psiga rpynnoBbIX BbICTaBOK MO BCEMY MUPY, B TOM 4umC-
ne Archaeology of the Screen (2018, Xyno>xecTBeHHbIN My3ein Kymy,
TannuH), Motherland in Art (2018, My3eln coBpeMEHHOro NCKYCCTBa,
KpakoB), The Future is Certain; It’s the Past Which is Unpredictable
(2017, Calvert 22 Foundation, JlongoH), Collecting for Tomorrow
(2015, Museion, bonbuaHo), All that Falls (2014, Palais de Tokyo,
Mapwnx). XKneet n pabotaeT B BunbHioce.

(1964)

Deimantas NarkeviCius graduated from the Art Academy in Vilnius
and became a sculptor. After a stay in London during 1992-1993
he returned back to Lithuania and produced site-specific objects.
At the same time he moved towards more narrative-based art and
recorderd interviews with artists and gradually various narrative
structures became his main interest. He represented Lithunia
at the 49" Venice Biennale in 2001 and showed his works two
years later in the project Utopia Station curated by Molly Nesbit
and Hans Ulrich Obrist. In 2018 Narkevicius had a screening event
at the Centre Pompidou (Paris). His recent solo shows include:
20 July. 2015 (2018, Piktogram, Warsaw), Stains and Scratches
(2017, National Gallery, Vilnius), Salt and Disappearence (2017, gb
agency, Paris), Medialization of Monuments; Monumentalization
of Media (2016, Centre for Contemporary Art, Cologne), Archeology
of Memories (2015, Corner House, Riga), Cupboard and a Song
(2014, National Museum of Contemporary Art, Bucharest). He also
took part in numerous group shows around the world including
Archaeology of the Screen (2018, Kumu Art Museum, Tallinn),
Motherland in Art (2018, Museum of Contemporary Art, Krakow),
The Future is Certain; It’s the Past Which is Unpredictable (2017,
Calvert 22 Foundation, London), Collecting for Tomorrow (2015,
Museion, Bolzano), All that Falls (2014, Palais de Tokyo, Paris).
He currently lives and works in Vilnius.
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(1987)

Monyuynna marucTepckyro cTeneHb Mo CKynbnType B Akagemuu
n3sWHbIX nckyccte bpepa (MunaH) n marnctepckyto cTeneHb
B AKafeMmn CoBpeMeHHOro uckyccrea Tpomcé. Cpegu nocnegHux
nepcoHanbHbiXx BbicTaBok Mirror Matter (KlUnstlerhaus Bethanien,
BepnuH, 2017), Manifold (ranepes Podium, Ocno, 2017), Extended
Phenotypes (Viafarini, Munan, 2016), QSO Lens (LeHTp coBpemeHHOro
nckyccrtea B BunbHioce, 2015), Hollow Earth (coBmecTHO ¢ TaHen
Bycce, dpectnBanbs Festspillene i NordNorge, Xapctag, 2013). YyacT-
HUUa psiga rpynnoBsbiX BbicTaBok: Ex-ante (Artspace, OkneHa, HoBas
3enaHgums, 2017), Poekhali (Point Cloud Therapy, Bergen Kunsthall,
2017), The Future is Certain (Calvert 22 Foundation, JlTongoH, 2017),
Bantunckun naBunboH (BeHeumaHckaa 6GueHHane —15-a Mex-
AyHapogHasi BbicTaBka apxutekTypbl 2016). Yupeountens nabopa-
Topun Polar Film Lab B Tpomcé, Hopserus. ®unbMbl XyLOXKHULbI
nokasblBanncb Ha gecatuneTHuin robunen ranepen Whitechapel AFI,
nasunboH LLoTtnanamn (BeHeuwns, 2017), MexgyHapoaHOM poTTep-
AamckoM KnHodgectusane (Hugepnangpl, 2015), 31-n bueHHane nc-
KyccTtBa B CaH-llayny ¢ Como Clube (Bpasunnus, 2014), B ranepee
Whitechapel (BenukobputaHnus, 2015), Ballroom Marfa (CLUA, 2015),
Project 88 (MHawns, 2015), Ha becTuBane Hors Pistes (LleHTp >Kop>ka
Momnuay, ®paHums, 2014), KnHogectneane KOpPOTKOMETPaKHOIO
KnHo B Obepxay3seHe (lepmanus, 2013) n gpyrux. YooctoeHa Harpag,
Kino der Kunst Project Award (MioHxeH, 2017), National Lithuanian
Art Prize B HomHaummn «Monogon xygo>xHuk» (2016), Anne og Jakob
Weidemanns Award, Hgstutstillingen (2015). >XuseT u pabotaet
B Tpomcé n bepnunHe.

(1987)

Skarnulyté studied at the Brera Academy of Fine Arts (BA in Sculpture)
in Milan and graduated at Tromsg Academy of Contemporary Art
(MA). Her latest solo shows are Mirror Matter (Kiinstlerhaus Bethanien,
Berlin, 2017), Manifold (Podium, Oslo, 2017), Extended Phenotypes
(Viafarini, Milan, 2016), QSO Lens (CAC Contemporary Art Centre,
Vilnius, 2015), Hollow Earth (with Tanya Busse, Festspillene
i NordNorge, Harstad, 2013). Her works were also featured at many
group exhibitions: Ex- ante (Artspace, Auckland, New Zealand, 2017),
Poekhali (Point Cloud Therapy, Bergen Kunsthall, 2017), The Future
is Certain (Calvert 22 Foundation, London, 2017), Baltic Pavilion
(La Biennale di Venezia—15™ International Architecture Exhibition
2016). She is a founder of Polar Film Lab in Tromsg, Norway. Her
flms have been screened at Whitechapel AFI 10th Anniversary,
Scottish Pavilion (Venice, 2017), International Rotterdam Film Festival
(The Netherlands, 2015), 31st Sao Paulo Biennial with Como Clube,
(Brazil, 2014), Artists’ Film International Season 7, Whitechapel
Gallery (2015, UK), Ballroom Marfa, (2015, USA) and Project 88
(2015, India), Pompidou Film Festival Hors Pistes (France, 2014),
and International Short Film Festival Oberhausen (Germany, 2013)
among others. She has received Kino der Kunst Project Award
(Munich, 2017), National Lithuanian Art Prize for Young Artist (2016)
Anne og Jakob Weidemanns award, Hostutstillingen (2015). Lives
and works in Tromsg and Berlin.
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(1969)

Yuuncs xusonucu B BunbHiocckonm akagemunn xypoxkecTts, B 2002
rogy 3akoH4mMn XaHTepckuin konnepyk opoackoro yHusepcuteTa
Hito-Mopka co cTeneHbio MarvcTpa cmeluaHHbix meama (Combined
Media). Jlaypeat psga Harpag v npemun, Bkntoyasa Calder Prize
(2007), HaumoHanbHyto npemuio JIntebl B cdepe KynbTypbl U UC-
KycctB (2012) n pp. lNepcoHanbHble BbICTaBKM XyOOXHMKA MpPO-
xogunn kak B Jlntee, Tak n 3a rpaHuuen: B CLUA, Bennkobputa-
Hun, AscTpuu, LLBenuapuun, Npeuun, bpasunum n gpyrux ctpaHax.
B 2009 rogy npenctasnan Jintey Ha 53-1n BeHeumaHckon bueHHane.
PaboTbl XyQoXKHMKA XPAHATCS B UHCTUTYLMOHAbHbLIX KONNEKLUMSAX
no scemy mupy, Bkntoyas LleHTp MNMomnngy, Mysen coBpeMeHHOro
nckyccTsa (ABHLOH), cobpaHme JPMogran Chase (Hbto-Mopk), My-
3e1 cTaporo 1 HOBOro uckyccrea (ABcTtpanus) u T.4. XKuseT 1 pabo-
TaeT B Hbto-Mopke.

(1969)

Studied painting at the Vilnius Art Academy, in 2002 graduated
from the Hunter College, City University of New Work with MFA
in Combined Media. He has been a recipient of many awards and
prizes, including Calder Prize (2007), Lithuanian National Prize
for Culture and Arts (2012) and others. He had numerous solo
exhibitions in Lithuania and abroad: USA, United Kingdom, Austria,
Switzerland, Greece, Brazil and other countries. In 2009 he took
part in the 53 Venice Biennale representing Lithuania. His works
are in collections of art institution from all over the world including
Centre Georges Pompidou, Museum of Contemporary Art (Avignon),
JPMogran Chase Art Collection (New York), Museum of Old and New
Art (Australia) and others. He currently lives and works in New York.
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(1981)

Monyynn B BunbHIOCCKON XyOo>XXeCTBEHHOW akagemMun bGakanasp-
CKUM OUNAoM C oTnnymem no rpadpuyeckomy gusanHy (2003-2005).
Hauan acnupaHTckyto paboty (PhD) no gmsanHy/xypo>XXecTBeHHbIM
nccnenosaHmsam, Ho B 2007 rogy CMeHWU HanpasfieHne Ha Ou3anH
B3anmogenctaun (Design Interactions) n noctynun B Koponesckum
Konneox wuckyccts JloHgoHa. B 2014 romy nonyynn rpadThl
oT VlccnepoBatenbckoro coseta U MuHuctepcTea KynbeTypbl JIUTBbI.
B 2012 rogy 6bin ygoctoeH npemun Public Prize 6enbrmnckoro ¢ox-
na Lieds-Meesen. Nocne nepsown BbicTaBky B 2005 rogy yyactsoBan
B NepcoHasnbHbIX U rPynnoBbIX BbiCTaBkax B JInTeBe n 3a rpaHunuen.
Cpean nepcoHanbHbiX BbicTaBok Airtime (2016, MNaBunboH JnTesbl,
MwnaHckas TpmueHHane), Cumpsin (2016, ranepes VARTAI, BunbHtoc),
Standing, Falling, Levitating (2014, ranepesa VARTAI, BunbHtoc). Pa-
60Tbl YpboHaca yaoCcToeHbl MHOXECTBa Harpapg, Bkntoyasa Harpagy
3a BblgatoLmecs AOCTMXKEHNS B UHTEPaKTUBHOM UCKYyccTBe, Prix Ars
Electronica (2010). HaxogaTcsa B 4aCTHbIX N My3eNHbIX KOMIeKUUsIX,
HanpuMmep B NOCTOSIHHOM cobpaHun LieHTpa uckyccTts n meguarex-
Honorun Kapncpya (ZKM). >)KunseT n paboTtaeT B BunbHtoce.

(1981)

Graduated with BA in Visual Design from the Vilnius Academy of Arts.
In 2003-2005 he studied design and in 2005 he was awarded
MA in Design with Distinction from the Vilnius Academy of Arts.
He began his PhD studies in Desgin/Art Research in Vilnius but later
in 2007 he shifted to PhD in Design Interactions and was enrolled
at the Royal College of Art in London. In 2014 he was awarded grants
from the Research Council and the Ministry of Culture of the Republic
of Lithuania. In 2012 he received a Public Prize from Lieds-Meesen
Foundation (Belgium). He had his first exhibition in 2005 and since
then showed his works in solo and group exhibitions in Lithuania
and abroad. His recent solo shows include Airtime (2016, Lithuanian
Pavilion, Triennale di Milano), Cumpsin (2016, Gallery VARTAI,
Vilnius), Standing, Falling, Levitating (2014, Gallery VARTAI, Vilnius).
His work received many awards, including the Award of Distinction in
Interactive Art, Prix Ars Electronica (2010). His projects can be found
in private and museum collections such as the permanent collection
of the Centre for Art and Media Karlsruhe (ZKM). He lives and works
in Vilnius.
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(1966)

OkoHumna BwunbHIOCCKYO XyOo>XeCTBEHHYO akagemumio c¢ baka-
naspckon (1995) n maructepckon (1997) cteneHbo MO >XXUBOMUCK.
Monyunna pspg Harpag 1 rpaHToB, cpean KOTopbiXx HaunoHanbHas
npemus Jlntebl B cdhepe KynbTypbl 1 nckyccts (2018), Npemus mapa
BunbHtoca 3a xypoxxecTBeHHble 3acnyrn (2017), Jly4qwmin Xygo>KHNK
Jlvtebl: ArtVilnius’14 (2014). BbicTaBnaetcs Ha nepCoOHanbHbIX
n rpynnosebiX BbicTaBkax ¢ 1993 ropga. B umcne BbicTaBok You
Came, You Saw, You Left: Cultural Floor (2018, BbiCTaBoO4YHbIN
3an KKKC, Knannega), M/A\G/M\A Body and Words in Italian and
Lithuanian Women’s Art from 1965 to the Present (HaunoHanbHas
XyOoXecTBeHHasa ranepesi, BunbHioc), Lithuanian Art: Thinking
through Landscape (2017, HaumoHanbHbLIN XyLOOXXECTBEHHbIN
My3en Kutaa B [lekmHe), «Heritage: Grandma’s Scarfs» (2017,
OTHorpaduyeckuin mysen, Kynuwknc) n gpyrue. XXneet n paboTtaet
B BunbHioce.

(1966)

Graduated from Vilnius Academy of Arts with BA (1995) and
MA (1997) in Painting. She has been a recipient of many grants
and awards, including Lithuanian Government Culture and Art
Award (2018), Vilnius Mayor Award for artistic merits (2017),
Best Lithuanian Artist: ArtVilnius’14 (2014). She presented her
art at solo and group exhibitions since 1993. Her recent shows
include You Came, You Saw, You Left: Cultural Floor (2018,
KKKC Exhibition Hall, Klaipéda), M/A\G/M\A Body and Words
in Italian and Lithuanian Women’s Art from 1965 to the Present
(National Gallery of Art, Vilnius), Lithuanian Art: Thinking through
Landscape (2017, National Art Museum of China in Beijing),
Heritage: Grandma’s Scarfs (2017, Museum of Ethnography,
Kupiskis) and others. She currently lives and works in Vilnius.
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(1983)

JlntoBckas xypoxHuua WHope Lepnutnte >XuBeT u paboTtaeT
B JloHpoHe. BbicTaBnsnacb no Bcemy mupy. lNepcoHanbHble BbiCTa-
BKM npoxogunnn B LieHTpe coBpeMeHHOro uckycctsa B BunbHioce,
JNutBa (2017), Frieze Focus, Hblo-Mopk (2017), ranepee Parafin,
JNloHpoH (2016), Mysee coBpemeHHOro uckyccrtea, Kpakos (2015),
B Accouuaummn dotorpados, JloHgoH (2011) n T.4. YyactHuua rpyn-
NoBbIX BbICTABOK, B TOM Yncne breHHane coBpemMeHHOro nckyccrea
B Pure (2018, Jlatsusi), Age of Terror: Art Since 9/11 (2017, Nimnepckun
BOeHHbIN My3en, JlTongoH), Ocean of Images: New Photography 2015
(2015, MoMA, Hbto-Mopk), Conflict, Time and Photography (2014,
Tent MogepH, JIOHOOH) U MHOMMX OpYyruX.

(1983)

Indré Serpytyté is a Lithuanian artist who works and lives in London.
Her work has been exhibited internationally. Recent solo exhibitions
include those at Contemporary Art Centre, Vilnius, Lithuania (2017),
Frieze Focus, New York (2017), Parafin gallery, London (2016), Museum
of Contemporary Art, Krakow (2015), Photographers Association,
London (2011) and others. Her works have been presented in group
exhibitions including Riga International Biennial of Contemporary
Art (2018, Latvia), Age of Terror: Art Since 9/11 (2017, Imperial War
Museum, London), Ocean of Images: New Photography 2015 (2015,
MoMA, New York), Conflict, Time and Photography (2014, Tate
Modern, London) and many others.
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(1986)

Monyuynn 6akanaespckyto (2011) n maructepckyto (2013) ctene-
HVU BunbHocckon xygoXXecTBeHHOM akagemun. [lepBasi conbHas
BbicTaBka Tempimai npowna B 2010 rogy; ¢ Tex nop yyacTtsoBan
B psiAe rpynnoBbIX BbiICTaBoK B JInTBe 1 3a rpaHvuen. B 2011 rogy
YOOCTOEH 2-ro MecTa B HOMUHauum «Monogown Xygo>KHUK» BblCTa-
BOYHOro komrnekca Titanikas. BeicTaBnsincs B umcne MTOBCKUX Xy-
OOXXHUKOB B LieHTpe nckyccts KartueHa npu Mmy3see AMEpPUKaHCKOro
yHuBepcuteTa. B 2010 rogy okoHumnn NocygapCTBEHHYO akagemMuio
n3obpasnTtenbHbIX NckyccTB LLTyTrapTa. NMposen nsATb COMbHLIX Bbi-
CTaBOK B pasHbIx ranepesx Jntebl. YyacTHuMK XVI BunbHiocckon
TpueHHane xwvsonucu (2016 r.). )KuseT n paboTaeT B BunbHioce.

(1986)

Linas Jusionis graduated with abachelor’s degreein2011 and master’s
degree in 2013 from the Vilnius Academy of Arts. Ever since his first
solo exhibition Tempimai in 2010, he has participated in humerous
group exhibitions both in Lithuania and abroad. In 2011 Linas won
2" Zoung painter prize Titanikas exhibition halls. His works were
exhibited at American University Museum at the Katzen Arts Center
among other Lithuanian artists. In 2010 he graduated from the State
Academy of Fine Arts in Stuttgart. He also held five solo exhibitions
in various Lithuanian galleries. In 2016, Linas has been presented
at the 16" International Vilnius Painting Triennial. He currently lives
and works in Vilnius.
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(1987)

Monyunn 6akanaBpCKyrO0 U MarucCTepCcKyto CTeneHb No CKynbnType
B BunbHOCCKON XyOooXecTBeHHOW akagemuun. BbicTaBnancs
B My3ee coBpemeHHoro nckyccrea Le Magasin (PpaHuus), ranepee
VARTAI (JlntBa), a TakXXe Ha BbICTaBKe-ApMapKe COBPEMEHHOIro
nckycctea Artissima (2015) n apmapke Viennacontemporary (2015,
2016). Cpegn nepcoHanbHbIX BbICTaBOK B JInTBe N 3a rpaHuLen
In Lethal Understanding (2018, ranepes VARTAI, BunbHtoc), Creators
Are the Best Manipulators (2016, Viennacontemporary). B 2014
rogy nony4dnn rpaHt MoHpa nogaep>Xkn KynbTypbl (JIutea). PaboThbl
XyOoOXXHUKa Haxopsatcs B konnekumm Servais Family Collection
(Benbrus), cobpaHum mysess MO Museum (Jlutea) n gpyrux 4acTHbIX
Konnekumsix B ABctpuu, Jntee n gpyrux ctpaHax. XKueet n pabotaet
B BunbHioce.

(1987)

Virzbickas has completed BA and MA studies in sculpture at Vilnius
Academy of Arts. His works have been exhibited in Le Magasin
Museum of Contemporary Art (France), VARTAI gallery (Lithuania)
as well as Artissima art fair (2015) and viennacontemporary (2015,
2016). He had solo exhibitions in Lithuania and abroad including
In Lethal Understanding (2018, VARTAI gallery, Vilnius), Creators
Are the Best Manipulators (2016, Viennacontemporary). In 2014
he was awarded a grant from the Culture Support Foundation
(Lithuania). Virzbickas‘s works have been acquired by Servais
Family Collection (Belgium), The MO Museum (Lithuania) and
other private collectors from Austria, Lithuania and ect. He lives
and works in Vilnius.
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(1990)

BbinyckHuk BeHckon akapgemumn naobpasuntesnbHbix nckyccTs (2015).
CoBMeLLaeT XXaHpbl XXUBOMUCK, UHCTaNNSUUK, nepgopmaHca n Bu-
[eoapTa oNngd co3gaHnsa HenpenckasyemblX MPOCTPaHCTB U abeypa-
HbIX CUTyauun, B KOTOPbIX MPOSIBASIOTCA OBOWCTBEHHbIE CMbIC/bI
n npoTtmeopeunBocTb. B 2014 rogy, 6yaoy4yv CTyaeHTOM, CTan OUpeK-
Topom ranepen Galerie Uberall B BeHe. ®vnbMbl 1 nepdopmMaHchl
lMonykoppa nokasbiBanucb Ha ectmsanax B bpasvnuun, benbrun,
Mpeunn, Utanun, Poccumn n gpyrnx ctpaHax. Y4acTHUK psiga rpyn-
NOBbIX BbICTaBOK, B TOM yucne Further Thoughts on Earthy Materials
(GAK, BpemeH, 'epmaHusl), TakXXe M3BECTEH COJIbHbIMU MPOEKTa-
mMun, Bktodas To Cut the Mushroom in Autarkia» (BunbHtoc, Jlntsa)
n Welcome to my Garden (Bena, ABcTpus). ToTanbHble MHCTaANNALNN
Monykoppna BbICTaBASNCE B EBPONENCKNX My3€eSIX U ranepesix n Ha
CaMOCTOSITENbHbIX BbICTaBKax. 3a camyto U3BECTHYO CPean HUX, ce-
puto The Sarcophagus («Capkodar»), XygOXXHUK Noayyun Harpagy
Kunsthalle Wien Prize. C 2014 roga exxerogHo nosiyyaeTt pasfnyHble
rpaHTbl 4115 NOAOEP>XKKN MONOAbIX XYAOXHNKOB.

(1990)

Graduated from the Academy of Fine Arts in Vienna in 2015. He
draws on painting, installation, performance, and video art to create
unpredictable environments and absurd situations that produce
double meanings and ambiguity. While studying, he became a director
at Galerie Uberall, Vienna in 2014. His films and performances were
represented at different festivals around the world in Brazil, Belgium,
Greece, ltaly, Russia and many different. Andrej participated
in numerous group exhibitions such as Further Thoughts on Earthy
Materials in GAK Bremen, Germany, but he is also known with his solo
exhibitions like To Cut the Mushroom in Autarkia in Vilnius, Lithuania
and Welcome to my Garden in Vienna, Austria. His total installations
that have been exhibiting in museums and galleries around Europe
are separate exhibitions on their own. The most popular of them
is The Sarcophagus series that brought him a win at Kunsthalle Wien
Prize. Andrej Polukord has been receiving different grants for young
artists every year since 2014.
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(1984)

B 2016 rogy nonyymn cteneHb KaHanpaTta Hayk no uckycctay (PhD)
B BunbHiocckon xypoxxectBeHHon akagemun. Cpegn MecT npose-
0eHns nepcoHasnbHbIX BbicTaBok Atelier am Eck B [ioccenbpopde,
LARMgalleri B KoneHrareHe, The Rooster Gallery n Tulips&Roses
B BunbHioce; y4acTHUK rpynnoBbiX BbICTaBoK B LleHTpe coBpemeH-
HOro nckyccrtea B BunbHioce, LieHTpe nckyccts KartueHa npu my-
3ee AMepurKaHCKOro yHusepcuteTta B r. BawuHrtoH, ranepee Knoll
Galerie B Bene. B 2010 rogy nony4nn TpeTbe MecTo B npemumn «Mo-
nopgon xwnsonucely» (Young Painter Prize). B 2008 rogy nocne nepsom
CONIbHOW BbICTaBKM nonyyunn 6onee WMpoKoe NpU3HaHMeE Kak >XMBO-
nucew, 13 JInTebl 3a CBOM YHUKasbHbIA TBOPYECKUIA CTUJb; HA BbICTaB-
Ke NposiIBUSICS UHTEPEC XYOOXHUKa K TeMe MackKy/MHHOCTW, B 4YacT-
HOCTWU MacCKy/IMHHOCTXU B Ka4yecTBe COUMAbHOIO U KyJSbTYPHOro
KOHCTpYKTa. B cBOen rpadumke 1 >XnBonmcu ¢ NOCTaHOBOYHbIMU KOM-
NO3ULNAMN XYAO0XXHUK UCNONBb3YET CLUEHbl U3 TPAAMULMOHHO MY>XXCKUX
chep XKN3HKW, HaNpUMep crnopTa WM apMnn, B KadecTBe CpeacTsa
AEMOHCTpauun BnacTn 1 Npoekumn xenadns. bygyum acnmpaHtom
B 2012-2016 rr., Xy4O>XXHNK NOCTENEHHO OTOLEN OT UCMNOJIb30BaHNSA
NOCTAHOBOYHbIX KOMMO3ULMA N NEPEOPUEHTUPOBASICA HA 3CTETUKY
cekcyanbHOCTU. [laHyceBMYtOC HauYMHan ¢ abCTpakTHbIX MOPTPETOB,
HanosHAS NX KyNbTYPHbIMM 3Hakamn (uBeTbl, 6opoapl) U npuaep-
XKNBAsICb 3KCMNPECCUOHUCTCKOro CTUMS >XUBOMUCKU, KOTOPbIN, Kak
npaBuo, KybTYPHO acCOLMMPYETCS C MY>XCKOW CMOHTaHHOCTLIO.
[anee oH Hayan nucaTb NOYTU NMOMHOCTHLIO abCTPaKTHbIE KOMMO3K-
U1K, n3obpaxkaroLme 4acTn My>XCKOro Tena nnm annmyeckue rpu-
6bl. CoyeTaHme abCTpakLmm, KOHKPETUKM U MaTepUanbHOCTM BaXKHO
B MEPEOCMBICIEHNN CEKCYaNIbHOCTUN KakK 3CTETUKUN: Tak, XYAOXHUK
pacwupun ceputo Penis Mushroom Series (2016), BkounB B Hee
Kepammyeckmne o6beKTbI.

(1984)

In 2016, DanuseviCius completed a PhD. in Art at the Vilnius
Academy of Art. He has had solo shows at the Atelier am Eck
in Dusseldorf, LARMgalleri in Copenhagen, The Rooster Gallery
and Tulips&Roses in Vilnius, and has participated in group shows
at the Contemporary Art Centre in Vilnius, American University’s
Katzen Arts Center in Washington, DC, and at the Knoll Galerie
in Vienna. In 2010, he won third place in the Young Painter
Prize project. DanuseviCius was recognized in the larger context
of painting in Lithuania for his unique creative style during his first
solo exhibition in 2008, where he exhibited an interest in the theme
of masculinity, particularly masculinity as a social and cultural
construct. His staged compositions, scenes from typically male
domains—sports, the army—are a vehicle for demonstrating power
and the projection of desire in his paintings and drawings. During
his doctoral studies from 2012-2016, the artist gradually abandoned
his staged compositions and began concentrating on sexuality as
aesthetic. DanuseviCius began with abstracted portraits, filled with
cultural signs (flowers, beards), and using an expressionist painting
style that is usually culturally associated with male spontaneity. He
later moved to almost abstract compositions that depict parts of the
male body or mushrooms that look like a phallus. The combination
of abstraction, concreteness and materiality was important
in rethinking sexuality as aesthetic, so the artist then expanded the
Penis Mushroom Series (2016) to include ceramic objects.
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(1979)

M3yyan ocHOBbI My3blKanibHOM KOMMO3uuun B HopBEXXCKON My3bl-
KanbHoON akagemuun. PaboTtaeT KOMMO3UTOPOM U BU3yalibHbIM Xy-
Oo>XHMKOM. Co3faeT My3blKalbHble NepdOpPMaHChIl, y4acTByeT B KU-
HogecTuBansx, ecTnsansax aIEKTPOHHOW 1 COBPEMEHHOWN MY3bIKW.
YyacTHUK rpynnoBbiX U MepcoHanbHbIX BbiICTaBoK B My3see cospe-
MeHHoro mnckyccrtea B Kpakose, ranepee Kunstnernes Hus B Ocno,
LleHTpe coBpemeHHOro uckycctsa B BunbHioce, Ursula Blickle
Stiftung B N'epmarun, Oslo Kunstforening B Hopserum n LieHTpe co-
BPEMEHHOro nckycctaea JlaxHs B 'gaHbcke. BoicTaBnsncsa Ha 19-1
CupHenckon 6ueHHane n 14-n BeHeumaHCKON apXUTEKTYpPHOW Gu-
eHHane. Jlaypeat npemun Ham [>xyH lNManka 2010 roga n y4acTHUK
conyTcTByloLlen BbicTaBku B My3ee Kunstpalast, [ioccenbgopd.
B 2009 rogy ymocToeH HopBeXCKoW Harpapbl Sparebankstiftelsen
DnB NOR stipendutstilling. PaboTbl Xygo>XXHuka nokasbiBaJnChb
Ha decTmBane OOKYMEHTaNbHOrO KUHO K BugeoapTta B Kaccene
B 2009 rogy n 6bInM OTMeYeHbl NOYETHbIM YNOMUHaHWeM. XXneet
n pabotaet B Ocro.

(1979)

Ignas KrungleviCius studied composition at the Norwegian Academy
of Music, works as a composer and visual artist. He creates
musical performances, participates in film festivals and electronic
and contemporary music festivals, and has exhibited in both solo
and group shows at the Museum of Contemporary Art in Krakow,
Kunstnernes Hus in Oslo, the Contemporary Art Centre in Vilnius,
Ursula Blickle Stiftung in Germany, Oslo Kunstforening in Norway, and
the Laznia Centre for Contemporary Art in Gdansk. His works were
presented at the 19th Biennale of Sydney and the 14th Venice Biennale
of Architecture. He was nominated for the Nam June Paik Award
in 2010, which included an exhibition at the Museum Kunstpalast
in Dusseldorf. In 2009, he was awarded the Sparebankstiftelsen
DnB NOR stipendutstilling Art Prize. Ignas KrungleviCius’s work
was shown at the Kassel Documentary Film and Video Art Festival
in 2009, where he received an honorary mention. He currently lives
and works in Oslo.
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(1980)

OKoHuUMN BUNbHIOCCKYIO XyAOXXECTBEHHYIO akagemMuio No Hanpasse-
HUIO CKynbnTypa. PerynspHo npuHUMaeT y4acTue B MeXOyHapon-
HbIX FPYNMNOBbLIX BbICTaBKaX 1 MPOBOAUT COJbHbIE BbICTaBKY B JInTee
n 3a rpanuuen. NMpegctasnan Jintey Ha XXVI BueHHane nckyccrea
B CaH-llayny; yyacTHuK BbicTaBkn Populism (kypatop Hukonayc
LLlacrayseH, mysen Frankfurter Kustverein). BoicTaBnsncsa B Takmx
nHCTUTYLMX, kak VOLTA NY (Hbto-Mopk), LieHTp coBpemeHHOro
nckycctea (BunbHioc), ranepes Galerie Fons Walters (AMcTepaam).
PaboTbl npepcrtaBneHbl B 3aHUMKIoneoun mapgatensctea Phaidon
«Vitamin D: New Perspectives in Drawing», a TakXXe B KONNeKunsax
My3es coBpeMeHHOro nckyccrea «JlymsmnarHa» (anus), Lewben Art
Foundation (Jlutea), MO Museum (J/luTea), B TMTOBCKNX 1 3apybex-
HbIX YaCTHbIX Konnekumsax. XKmnset 1 paboTtaeT B BunbHioce.

(1980)

Mindaugas LukoSaitis graduated from the Sculpture Department
at the Vilnius Academy of Arts. The artist regularly takes part
in international group shows and holds solo exhibitions in Lithuania
and abroad. He represented Lithuania at the 26" Sao Paulo Biennial
and participated in the Populism exhibition curated by Nicolaus
Schafhausen atthe Frankfurter Kustverein. LukoSaitis’ works have been
exhibited at institutions like VOLTA NY in New York, the Contemporary
Art Centre in Vilnius, and Galerie Fons Walters in Amsterdam. They
have also been included in Phaidon’s encyclopedia Vitamin D:
New Perspectives in Drawing. Works by LukoSaitis are featured
in the collections of the Louisiana Museum of Modern Art (Denmark),
Lewben Art Foundation (Lithuania), MO Museum (Lithuania), as well
as private collectors in Lithuania and abroad. Mindaugas currently
lives and works in Vilnuis.

163



MapaHune katanora NPUypo4eHOo K BbiCTaBKe

EXTENSION.LT:
MapannenbHble NOBECTBOBaHUSA
21 cheBpang — 17 mapra 2019

TANEPES TPUYMD

EmenibsiH 3axapoB, Pacghaans @urvHos, AMmutpuii

XaHkuH, Bepa KproukoBa, Osibra KoBadesa,
MapuHa Bobbinesa, Muxann MapTtkoBuny,
KpuctnHa PomaHoBa, [puropuii Menekecues,

BaneHtuHa XepackoBsa, Anekce LLlepatuviase,

Braaummp HypaHos, Coghusi Kosanesa, Cogbsi
KoBarneBa, KoHcTaHTUH AnsisaviH, Hannib
DapxatguHos, Huknta CemeHos, AHacTacust
Jlebegesa, NonvHa MorvnmHa, AnekcaHapa
Boicoukas, Mapusi CaBenibeBa, ApTyp KHsi3eB,
KpuctuHa llNasnosa, SiHa JlaHge

KYPATOPbI
KpuctuHa PomaHoBa, 3rne MukanatoHe

TEKCT

KpuctuHa PomaHoBa, 3rne MukanaroHe,
Josune Tymnute, Orne KOouesu4toTe,
MoHuka KanuHayckavite

NEPEBO
®enop Maxnarok

PELAKTOP
Haunb ®apxarguHos

KOPPEKTOP
AnekcaHap Obpa3ymos

J3AIH, BEPCTKA U MOATOTOBKA K NMEYATH
SlHa JlaHae

tg

triumph gallery

NOCONbCTBO
JINTOBCKOW PECMNYB/TNKN
B POCCUIACKOWN ®EAEPALIN

L

MapTHepsbl

Lithuanian
Culture
Institute

GALERLJA

VAR
TAl

He pnsa npopaxun

Ocobas 6narogapHoOCTb NOCONbLCTBY JINTBbI
B Poccuinckon ®epepaunn 1 nu4HO atrale
no kyneType VHre Bugyrupute-llakspeHe

1 JINTOBCKOMY VHCTUTYTY KyNbTypbl 1
nnyHo Mmegpe Masnykarite 3a HEOLEHNMYHO
NOMOLLb B opraHnsaunn BbiCTaBku, a
Tak>xxe QUpPeKTopy n ocHosatento LieHTpa
COBpPEMEHHOro UckyccTaa B BunbHioce
Kectytucy KyrisuHacy 3a ydacTtune

B 06pasoBaTtenbHON NporpamMmme K
BbicTaBke. Mbl O4YEHb npusHatesibHbl BCEM
XyAO>XXHMKaM, Bblpa3nBLLMM FrOTOBHOCTb

1 cornacue Ha yyactuie B BblCTaBKe.

OpraHusaTtopsbl BblpaXxatoT 651arogapHoOCTb
ranepesm Vartai n ee gupektopy Toma MoH-
ruHe n Countour art gallery n ee gupexkTopy
Bunbme MautoHckariTe 3a COOencTeme B
npenocTasfieHUn paboT 1 INYHBIA BKNa[,.

Ocobas bnaropapHocTb AHTOHY EpyHLjoBy
32 UICKPEHHIOIO 11 6eCKOPbLICTHYIO NOAAEPXKKY
OeaATenbHOCTY ranepeu «Tpuymd»

Tupax 500 aka.
Otneyararo B Tvnorpacumn «Cuti MNpuHT»

ISBN 978-5-6041668-6-4

Bce npaBa 3awmiieHsbi.
npe,D,OCTaBﬂeHHble Mmartepuanbl

1 ux parmMeHTbl He noanexar
BOCMPON3BEAEHMIO, TUPAXKMNPOBAHMIO,
noboro BMaa pacnpocTpaHeHuio,
pasMeLLeHnto B UHTEPHETE 6e3
NMCbMEHHOI O cornacusi npasoobragarens
1 n3garens AaHHoro Karanora

Pa6oTbl © ABTOpbI

© lanepes «Tpnymd», 2019

© KpuctyHa PomaHoBa, 2019 (TekcT)

© 3rne MukanaroHe, 2019 (TekcT)

© [osune Tymnute, Srne HOouesun4roTe,
Monuka KanvHayckavite 2019 (TekcT)

© SHa JlaHge, 2019 (on3anH)

109012 MockBa, UnbuHka, 3/8, cTp. 5 | +7 495 162 0893 | www.triumph.gallery
)@ triumphgallery | #TriumphGallery | info@triumph-gallery.ru

165



166

Edited on the occasion of exhibition

EXTENSION.LT:
Parallel Narratives
February 21—March 17,2019

TRIUMPH GALLERY

Emeliyan Zakharov, Rafael Filinov, Dmitry
Khankin, Vera Kryuchkova, Marina
Bobyleva, Mikhail Martkovich, Kristina
Romanova, Grigory Melekestsev, Valentina
Kheraskova, Alexey Shervashidze, Vladimir
Churanov, Sofiya Kovaleva, Sofia Simakova,
Konstantin Alyavdin, Nail Farkhatdinov,
Nikita Semenov, Anastasia Lebedeva, Polina
Mogilina, Alexandra Vysotskaya, Maria
Savelyeva, Artur Knyazev, Kristina Pavlova,
Yana Lande

GURATORS
Kristina Romanova, Egle Mikalajiné

TEXT

Kristina Romanova, Egle Mikalajine,
Dovilé Tumpyté, Eglé Juocevicidte
Monika Kalinauskaité

TRANSLATION
Fedor Makhlayuk

EDITOR
Nail Farkhatdinov
TECHNICAL EDITOR

Alexander Obrazumov

DESIGN, LAYOUT & PREPRESS
Yana Lande

tg

triumph gallery

EMBASSY
OF THE REPUBLIC OF LITHUANIA
TO THE RUSSIAN FEDERATION

Lithuanian

Culture
Institute

Partners

GALERIJA

VAR
TAl

Not for sale

The gallery expresses gratitude to

the Embassy of Lithuania in Russian
Federation and to cultural attaché Inga
Vidugiryte-Pakeriené and to Lithuanian
Culture Institute and to Giedre Malukaité
for their invaluable help in organizing
the exhibition, and also to director

and founder of the Contemporary Art
Center in Vilnius Kestutis Kuizinas for the
participation in the educational program
of the exhibition. We are very grateful to
all the artists who expressed their interest
in this exhibition and took part in it.

The gallery also would like to thank
gallery Vartai and its director Toma
Monginé and Countour art gallery and its
director Vilma Macianskaite for assistance
in providing the works and personal
contribution.

A special thanks goes to Anton Eruntsov
for his sincere and selfless support of
Triumph gallery

Edition 500
Printed at City Print, Moscow

ISBN 978-5-6041668-6-4

All rights reserved. No part of this
publication may be reproduced, stored
in any retrieval system or transmitted
in any form or by any means, electrical
or otherwise without first seeking

the written permission of the copyright
holders & publisher

Works © Authors

© Triumph Gallery, 2019

© Kristina Romanova, text, 2019

© Eglé Mikalajane, text, 2019

© Dovile Tumpyte, Eglé Juoceviciite,
Monika Kalinauskaite text, 2019

© Yana Lande, design, 2019

3/8 llyinka Street, 109012 Moscow | +7 495 162 0893 | www.triumph.gallery

D@ triumphgallery | #TriumphGallery | info@triumph-gallery.ru

167








