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footnotes
Samitimalist fré Lithden

Syningin er skipuligd af Samtimalistamidstd8inni | Viinius, Lithden.



Hedanmalsgreinar

Sdrhver textl er fyrirfram métadur af nedanmilsgreinum utan vid textann
sjéifan. Par eru odii milsine samkvemt singSngu til hjdlpar vid lestur
og skilning, og [ fyratu kann a8 virdast a8 pmr visi adeins til verulelka
sem stendur ad baki textanum, en bar sem pmr vitna Ul almennra
sanninda, viSurkenndra eda ranganiinne, marka pmer textanum farveg
sem akilyrdir framsetningu hans.

Hedanmélsgreinar taka & sig liki eilifra og dbreytaniegra forskrifta sem
oru 6hadar textanum og jafnframt dgengar gagnvart honum. A hinn béginn
hvetur sérhvert verk til pess - med slilfrl tilurd sinnl og sinum dskdpudu
textatengslum - 83 vitnad sé til pess, og er pannig eigingjarnt, bwai &
tifinningalegan hitt og sem hiutl textahelldarinnar. Pad er sérdragt,
sjélfhverlt og persénulegt. Hversu m|8g sem verkid parf & pvi nd halda
a8 hrifast af sjélfu sér leyalst persénugerving pess éhjékvemilega upp [
hafsjé hine almenna,

Pad er erfitt ad tala um grundvallaratridi hins sameiginlegn (svonefndan
wanda” Hegels) | dkvednu, menningariegs afmérkudu tilvikl, eda ad
minnata kosti a8 orda stutta, skyra tilvisun sem gt gert pad audveldara
a8 né fram einkennum dkvedinnar menningar. HI8 raunverulega og
tilfinningalega braud sameiginlegs menningarheims baks silir bair i
sameiningu sem heyra peirrl menningu til, og neer allir sem af braudinu
éta finna nokkurn veginn sama bragdid. Munurinn kemur fram sifar -
begar mann byrja a8 reyna a8 ljsa pvi sem peir eru ad borda og skilgreina
bau efni sem skapa bragdid. Mismunandi vidtSkur markast af
skynjunarifgum sem fylgla pbvi a8 bad som er verld a8 bragda & er ymiat
haft [ miklum metum, fyrirlitid me8 stmrilet] eda haft a8 hidl og spotti,

Hver menningarheimur & sér aftur & métl sina eigin whlutlmgu* fortid,
jatnt sem ,hilutlmga® samtid, sem getur blésid m8nnum | brjést ymislagri
tdalkun hinna hutimgu . afleidinga.” bratt tyrir fyrra sjdlfstmdi og glmsta
sfgu vard siguleg og menningarieg bréun Lithdens til pess - vegna
nélmgdar vid volduga og dgenga granna [og bad ekki adeins &
menningarsvidinu) - a8 landsmenn urdu [eins og mérg Snnur 1itil



menningarsvmdi | Evrépu) naudugir viljugir a8 fara sinu fmru leidina til
ad vardvells og raungera sjélfsmynd aina: grundvliur hins endurreista
rikls var settur saman Gr frumstmdri® menningu sveltanna, menningu
sem aamiélagsiegar stofnanir h&{du ekki verid byggdar um.

Menningarieg békstafstri var ikt og hver Snnur hreinsunarstefs [ upphafi
af hinu géda fyrir bau verkefnl sem purfti a8 vinna. Menningarhefdum
sem byggdust & pvi tungumili sem fré menningar-,stofnunum® landsins
var annadhvort hafnad af rédnum hug eda komid fyrir innan gesalappa
til a8 afmarks pmr sem andstmdar poim markmidum sem var verid ad né
|menningarieg sjdilsmynd byggd & pjédernislegum og mabllegum grunni
skyldl koma i stad sjélfsmyndar sem markadist af landfraedilegrl atddu).
Vid myndun og métun pjé8legrar menningarhefdar & ofanverdri 19, 8id
og | upphafi 20. aldar var pvi leitad fanga | slpydumenningunni,
plédhdttum og sagnaarfi. Pad starf sem unnid var & millistridsdrunum -
tmpum tveimur dratugum sem einkenndust af dkafrl adhlynningu
menningararisins, séfnun og préun - vard sidan dumdelld og par af
leidandl godsdguleg sidferdisundirstada og vitnlsburdur um sjéifstmda
og sérstaka sfgu og menningu bjédarinnar & bvi halirar aldar

timabill sovésks herndms sem vid ték.

Sovéska herndmid [sem talid or tuttugasta og annad hernidmid i ségu
Lithdens) ték til alira félags- og menningarsvida - efnahagslifs, stjérnmila
og menningar. Petta var timabll ner allsrédandi formlegrar menningar
par sem 8ilu - heglun, hugsun, skilningi, fj6imidlun, skSpun og félagslegu
samneytl - var markadur fastur bés bods og banna og valkostirnir
nikvemlega skilgreindir med formlegu og hugmyndafredilegu regluverki.
Allt purfti 88 Iits hinni yfirljstu dstiun; allt var fellt | fyridramakvardadan
hugmyndafredllegan ramma. Prétt fyrir petta tékst stjdrnkerfi
alrmdisvaldsins ekkl a8 halda aftur af kyrrldtrl dtrds & jadrana handan
markmidsins” og ekki heldur 88 koma i veg fyrir ad pvi er virtist hlutlaus
og fridadm en engu ad sidur dhrifarik spellvirkl & endlegum burdarstodum
kerfizsins.

Til urdu tveer meginreglur vié skSpun listaverka. Annars vegar var rétt"
tjéning | samreemi vi8 hinn vidtekna raunverulelka, hins vegar leit ad



andlegrl ,dipt* med adferdum myndlikingarinnar & sama tima og farid
var hijé8lega | kringum Innlhald (sem litid var & sem hugmyndafraai),
pannig a8 pad var haft med af skyldurmknl eda seoit | stad pass allegéria
um ,markmi8id”. Sd vinnuadferd ad eydileggja bodskapspitt
listaverksins med myndmiélinu var fullkomnud Gt | ystu msar, og
helldarmyndin brotin upp med barekkhefdinnl um métsdgn likinga - ad
setja fram andstsdur tikna og hiuta, eds, eins og betur & vid i pessu
tilviki, a8 dylja grundvallarmarkingu verksins undir hinni opinberu
merkingu besas.

Pessar adstmdur lelddu til einstaks listrens tungutaks sem byggdist &
nedanmilsgrainum | demisagnastil, sem lelddl til préunar dkvedins
nedan|ardartdknmais bétt lHatskdpunin lagadl sig a8 hinu opinbera
stjérnkerfll boda og banna. | sffellu voru gerdar Lilraunir til a8 leysa vanda
métaagnarinnar milll fullkomins frjélsrmdis og peirra kosta sem gafust
med pvi a8 vefa allegériskar nedanmilsgreinar (eins og pmr vEru
tilviljanakennd listrmn tjdning .markmidsins”] inn i hid ~opinbera™
myndmiél kerfisins.

B&nn (eda rétlar sagt blekking banna) voru helstu 8/l sameiningar og
samrmmingar. | lok si8asta ératugar, pegar ,orrustan” héfst, koem
.mbguleikinn® [ pess stad - miguleikinn il a8 andmmla fyrir opnum
tjsldum &llum helldarlausnum, alrmdisvaldl, samremingu, akyldutrd &
tyrirmyndarrikl eda godsagnir - og bar med héfst umbyltingin i étt th
marghdtta sundurleitra lelk]a og si8ast en ekkl sizt til éritskodadrar og
frjélerar menningarlagrar frambréunar. . Ohjikvemileiki” og tryggd vid
tiltekna hugsjén vék fyrir munad, leik, greiningu, ténafledi, skildskap,
duttlungum og Gtdrddrum.

Listin leitar akki lengur a8 _einhvers konar” dkjésanlegu, fyrirs|danlegu
og Jhlutlausu® stigi pmginda, peirra pmginda sem spretta af hugblee
almennrar Jeiningar’. Svid samkynja menningartikna og reynslu er ad
wikjn fyrir skeytingarlieysi og hroka gagnvart hugmyndinni um
sameiginlegt saelurikl.

Kaldrifjad, skiljanlegt ,nG-id" hefur rutt ,markmidinu” dr vagi.

Evaldas Stankevicius.



63. Listamenn sem hafa ekki uppl efasemdir um gildi samtimalistar utan
Lithéens bia ekl | Lithden.

64. Listamenn sem bers ekki upp efasemdir um gildl | samtimalist utan
Lithéens bas ekkl heldur | Lithden.,

65. Listamenn sem hala ekki uppl efasemdir ylirleitt méla mélverk og
higgva hSggmyndir | Lithden. Pair rayna of til vill sitt fyrir Lithden?
{lhrilt-III'mllId: Ad hisupa fyrir Lithien eda a8 hlaupa & brott fré
Lithden? Hid fyrrnefnda var einkenni listamanna & hernématimanum. bad
var lifsnaudsyn. HI8 sidarnefnds or valkostur tyrir lithbaka listamenn
a8 herndéminu loknu. IpréttalSgmilld um a8 vera wiulltrii® or smém saman
ad tapa gildi sinu | Hsthelminum. [, VI8 vorum ekki fulltriar eins né neins,
¥i8 vorum elnungis okkar elgin fulltriar ...~ sngdl Arturas Raila pegar
hann kom heim fré p&tttsku i .Ground Control“-verkefninu i London).

66. Iprétta-hetju-bj68in: Pegar hin lithdenska stjarna | bandariska
kérfuboltanum, Arvydas Sabonis, keypti sér flSsku af Ilssay Myake-
limvatni fyrir karlmenn § borginnl Kasunas | Lithfen seidist pad ner
samstundis upp i Sllum verslunum.

&7. A8 hisupa & brott frd Lithden. Menn gmtu leidst til pess ymissa
hluta vegna: Skulda, glepa, kaldra vetrs. Svo virdist ad efnahagsiegar
hstmdur sédu ekki bmer helstu. »Lofthmdin er of Iitil hér.” (Evaldas Jansas),
«loftid er prigandl vegna kefandi néndar” [s]é mtridi T8), vi8 stdefum |
samrammi vid ldigmarks-mmlikvarda og ligmarks-vidmidanir, en ...
listamadurinn getur ekki ordi8 stjama. '

68. AS hlaupa fyrir Lithéen ... - Nana? Og til hvers? ,Hlaupari FYRIR*
getur til kynna ad babd sé naudsynlegt ad hinups fyrir Lithden vegna bess



a8 landlé sé GPEKKT: pad sé misskilld sem nafn & rétti & matsedli,
Kréatiu eda &fengistegund.  Hisuparl FYRIAR* samsamar sig vid alla
pl&8ina. | huga hans .eykur pad freegd Lithden” ad hlaupa med pessu
audkenni & alpjédlagum vettvangl. | hans huga er Lithden hinn endanlegl
malikvardl & listlerll hans. Hann visar til pess valds som Médurinnar, og
til sjhis ain sem Sonarins. Ef til will yrédl einhvern tima nefnd eftir honum
gala.

89, Ad hiaupa i gegnum Lithden. Hépar éliglegra sinstaklinga af 8llum
litsrhdttum vaila Lydveldis Lithden som &fangs & sinnl leld, L&graglan
handsamar pé og flytur i fiéttamannamlidst3s. Hins vegar bidja féir af
pessum gestum ckkar fri Asiu um hell sem fléttamenn | Lithden ... Pvi
kvelur mig spurningini Hvers vegna hafa pair ekkl dhugs & a8 vera
hérT

70. Hvad sagir bestl knattspyrnumadur LithdéensT ... Mal, bad er raunar
sj&tti besti leikmadurinn, sem ar kalladur til | landsli8i8, en gat bvi midur
ekkl komid pvi a8 | pysku verkamidjunni par sem hann vinnur aftir lelki
og mflngar hatdl enginn heyrt um Lithden getld. En hann hefdl sagl:
LBad ar listamSnnunum sjdiltum ad kenna ad peir geta ekl or8id st]Srnur.”
Og hann hefur rétt fyrir sdr: menningarlifid er tortryggid 4 ad laka upp
adterdir degurténlistarinnar w18 ,stjdrnu-skipun®, og listin virker adeina
i sigin heimi: [ syningars&lum, gallerium, rGstum; bad porir ekki nd
sameinast S8rum félagssvidum [ helld sinni.

71. Hi8 relkula land: Pé [pegar Lithden tilheyrdl Sovétrikjunum - aths.
h&fundar) var rikid pad svedl sem hatdi fmrt slg longst [ dtt il vestursine;
nd er landlé pad svmdi sem hefur fmrt sig lengst i sustur,” seglr
Deimantas Narkevicius.

72. Umferd eda einangrun: Lithdéar hafa ekki enn dkvedid hvort riki
belrra lidur fyrir ainangrun =8 aigin vall eda vegna st&du pess i
umheiminum [par sem jmis shrifasves| skarast [ landi pelrra). | daglegu
tall standa likingar um bri* og ,bdr" hild vid hlid sem skilgreiningar &
Iandirmdilegrl og pélitiskrl stééu landsins.

73. Listamenn sem spyrja spurninga baa i Vilnius.



74. Pad fyrirfinnat engin lithisk samtimalist; adeins listalifid | Vilnius,
og bad er steingelt [ pjédlelka sinum. Pad samanstendur af listamSnnum
fré 8llum landshornum; | Vilnius geta beir talad ensku vid dkunnuga, &
sama tima og peir begja | ndvist hvers annars.

75. Ad spyria spurninga er rékrent ferll sem tengist endurskodun ymissa
fagurfrmdllegra og menningariegra glida. Pad hefst med spurningu
Kosuths: ,Hvad er llst™ - spurmningu sem verdur ad listaverkl | s]&lfr]
sir. Fijnrlmgd Nr. 1: Flarlmgsdin miill listamannsins og midilsins tekur ad
asukast. Tiikoma listrenna framkvemda sem byggjs & tungumdéll er demil
um pessa préun.

76. Pad eru rissnesk og pélak listhis [ Vilnius. | s8mu byggingunni.

77. Flarimgd nr. 2: Listamadurinn er adskilinn fré bvi samfélagl sem
hann bjr i, en hann er okki fjarlmgur sjélfum sér. Hann & enn eftir ad
skilgreina sitt félagsiega hlutverk. Listamadurinn hugsar oftar um eigin
imynd en hlutverk hennar | heimi félagslegra samskipts.

78. | Lithden, Iandi med teplega fjérar milljénir ibda, er loftld prigandi
vegna kefandl néndar. Peasl tilfinning hefst med sdgu landsine (par
sam flestlr merkilegustu atburdir | sdgu pjédarinnar eru dvenjulaga
néleglr | tima [t.d. kristnitakan 1387}, tengist sidan landafrmdinni
(fjarimgsin milll afskekktustu hiuta landsine er 300 kilémetrar) og lykur
mad pinum nénustu. Réttara sagt byrjar alit og endar med pinum nénus tu.
(lbGar Vilnlusar eru samkvemt hefdinni skrefstuttir og hmggengir, pvi
madur kemst allra sinna fer8a & skammrl stund dn pess ad flyta piér.)
Listheimurinn i Vilnius er heimur hinna nitengdu: bessa prigandi, algjbru
niénd er adeins hegl ad beta sér upp med Jhiéspekilegrl 18ngun | hid
fiarlmgn®.

79. . Bjégud lithdska”: Hana tala Hvit-Rdssar, Pélverjar og pelr
sfkomendur brottfluttra af annarri o8a pridju kyneléd sem hafs sndid
<helm* ény. Hinir innfasddu pré a8 heyra hana af vrum Brets, Bandarikjna-
manna, Frakka, Hollendinga og Belga.

Raimundas Malasauskas.



Footnotes
Contemporary Art from Lithuania

Exhibition organised by the Contemporary Art Centre, Vilnius, Lithuania



Footnotes

Tha text is pre-determined by footnotes beyond lis limits, and which serve a strictly Instrumental
function. At first glance it may seem that they refer only to activity that is secondary in relation to
the text; however, as a result of their appeal to static, authentic or faulty authorities, they become
the only condition for the appearance of the message. Footnotes function as everlasting and stable
formulas, which are independent of and arrogant toward the text. And, convarsely, every work -
through its formation and innate inter-textuality - later functioning, egoistically (rans-textually
and emotionally) encourages references to ltsell. It Is pragmatic, narcissistic and personal. But
however much it must be in love with itself, it remains depersonalised personalism in a sea of
commonalities.

It is hardest to talk about the fundamental common trait (the Hegelian "spirit”) of a concrele,
culturally defined territory, or at least to formulate a brief, but clear reference that might make it
easier to grasp the identity of a specific culture. The factual and emotional cake of a common
cultural experience ks baked by all of that culture’s members, and just about all of those tasting
It can identify more or less the same flavour. Differences emerge later - when efforls begin to
describe that which is being tasted and to define the components of which it is made up. The variety
of receplors is a result of the fact that that, which is being tasted, is either held in the highest
honour, arrogantly belittled, or ironically ridiculed with respect to these perceptual extremes. But
evary cultural territory has both its personal and “objective” past, as well as an “objective”
present, all of which can inspire interpretations of objective “consequences.” Lithuania's historl-
cal and cultural development determined that, despite its once-had statehood and glorious history,
and as a result of external forces - the proximity of large and (not only culturally) expansive
cultures - it was forced (as many small European cultures have been) to chooss the only possible
means of preserving and establishing its identity: the foundation of the re-established state was
bullt on non-institutionalised (l.e., “primitive™) rural culture. Cultural fundamentalism like any
other initial purificatory fundamentalism was a positive thing in terms of the intentions underlying
the project at hand, The different tongue “instituticnal”® local culture was either consciously
rejected or left in quotation marks as contradictory to the project being Implemented (the concept
of territorial cultural Identity was replaced by an ethno-linguistic understanding of identity). The
primary source for the formation and development of national cultural forms and traditions at the
end of the last century and the beginning of this one was therefore folk culture, What was achieved
during the inter-war period - Le., during barely two decades of intense cultural searching and

- became the unquestioned, and therefore mythologised moral foundation and refer-
ence to an independent and distinet history and cultural order during the following half-century of
Soviet occupation, The Soviet occupation (apparently the 22nd in Lithuania's history) ruled all
socio-cultural spheres - economics, politics and culture. The era of quasl-formal culture began,
during which everything - behavior, thought, understanding, information, creativity and the social
relations - was encased In a concrele framework of allowed and strictly reguiated, formally and
|declogically canonised possibilities. Everything had to comply with the project; everything was
Ideclogically pre-determined. However, the totalitarian power mechanism did not succeed in



centrolling quiet forays into “beyond the plan” fringes, or to prevent gradual, externally passive
and non-aggressive but nevertheless effective subversions of the plan's Internal system. Two
basic principles for the creation of art works emerged. On the one hand, “correct” expressions of
conformist reality; on the other hand, the search for metaphoric “depth” in and through spiritual
form, while quietly circumventing content (which was understood as ideclogy) as though it were a
mandatory inclusion, or else replacing it with the allegory of “the desired.” The practice of
destroying representation with images was perfected to an extreme degree; Le., totality was
broken up using the Barogque formula of allegorical antinomy - the confusicn of signs and objects,
or, more concretely, fundamental senses and official meanings. As a result of the above-mentioned
causes aunique Assoplan aristic language of footnotes developed, which, though regulaled by a
system of possibilities and prohibitions, led to the emergence of a sub-systemic parent language.
Efforts were both continually and gradually made to resolve the contradiction between freedom and
possibilities - by weaving allegorical footnotes (as though they were unintentional artistic expres-
slions of “the desired™} into the system’s “allowed” language. Prohibition (or, more accurately, the
deceplion of prohibition) was the main consolidating and harmenising principle. At the end of the
last decade, when the “battle” began, it was replaced by “possibility” - the possibility of openly
opposing all forms of monism, totalitarianism, unification, compulsory utopias and mythologems,
and the transition to multifarious heterogeneous games, and, most importantly, uncensored and
free cultural development began. “Inevitability” and loyalty to an idea were replaced by sensual-
ity, play, analysis, intonation, fiction, whimsy and digression. Art does not strive for “some sort
of” Ideal, predictable and “neutral” state of comfort, the kind of comfort that Is derived from a
sense of universal “unity.” The sphere of homogeneous cultural symbols and experiences is being
replaced by indifference and arrogance with regard to the idea of collective ulopia. Cold-blooded
cognitive “present” has taken the place of “desired.”

Evaldas Stankevicius



63, Artists who don’t raise doubts about contemporary,/ non-Lithuanian art don't ive in Lithuania.
B4 Artists who, in contemporary, non-Lithuanian art do not raise doubts, don't live in Lithuania elther.
65, Artists for whom doubts do not arise in principle paint paintings and mould sculptures in Lithuania.
Perhaps they try for Lithuania? (Sports’ principhe: to run for Lithuania or to run away from Lithuania?
The former stance was characteristic of artist during the period of occupation. It was an imperative.
The katter is a matter of free cholce for the post-lithuanian artist. The sporting principle of
regresentation is gradually losing validity in the art world. ("We didn't represent anything, we Just
represented ourselves " sald Artdras Raila upon returning from The Ground Control project in
London].

66. Sport-hero-nation: when the Lithuanianborn NBA star Arvydas Sabonis bought a bottle of Issey
Mylake men's cologne in the Lithuanian city of Kaunas, It was instantly sold out of every store.
67. To run away from Lithuania. One might be led to do so for several reasons. Debts, criminal
offences, cold winters, It seems that economic reasons are not the main ones. "The ceilings are too
low here.” (Evaldas Jansas), "the air is oppressive with excessive intimacy” (see segment 78), we
function according to minkcriteria and mini-parameters, but... the artist cannot become a star
E8, To run for Lithuania... - Now? And what for?

"Runner FOR" would say that it s necessary to run for Lithuania because it Is UNKNOWN: it is being
misconstrued as a culinary dish, Croatia, or alcohol. "Runner FOR" identifies himself with the entire
nation. in his mind, running in the international arena "increases Lithuania's fame.” In his view
Lithuanka Is the final authority regarding his artistic blography. He refers to that authority as the
Mother, and to himself as the son, A small street might someday be named after him,

£5, To run through Lithuania. Teams of multicoloured illegal migrants chose the Republic of Lithuania
as thelr transit route. The police catch them and take them to a refugee centre, However, few of
our Asian guests ask For refuges status in Lithuania.. | am tormented by the guestion "Why don't
they find it Interesting here?™

70, What Lithuania's No. 1 Football player say? .. No, rather - our No. 6 football player, invited to play
In official toumaments, but who, unfortunately, could not come because the German factory where
he works after games and training sessions hadn't heard of Lithuania. He would say "It's artists” own
Fault that they can't become stars.” And he's right: culture is wary of adopting pop culture's "star-
making” strategies, and art tends to function only in its own workd: in exhibition halls, galleres, ruins;
it doesn't dare to integrate itself in corpore into other social spheres.

71. The migratory state. "Back then (in Lithuania during the Soviet period - author's note), it was the
territory that had moved farthest away toward the West; now it is the territory that has moved
farthest toward the East,” notes Deimantas Narkevicius,

T2. Transit and isolation. Lithuanians still haven't decided whether their country suffers from (5elf?)
Isolation or whether It suffers from the effects of Its transitional situation (several rones of
influence overiap on its territory). in colloguial language the metaphors of the “bridge” and the ‘cage”
- as definitions of the country's geographic and poiitical situation - function side by side. But
Uthuankans tend to complain about both things.

73, Artists who ralse guestions live in Vilnius.

74, There ks no contemporary Lithuanian art; there is the Vilnlus art scene, but it Is sterile in its
Lithuanitanness. it is made up of artists from different regions of Lithuania; in Vilnius they can speak
English to strangers, while they recognise each other without saying a word.



75. Ralsing questions is a cognitive procedure related to the reconsideration of various aesthetic and
cultural conventions. it begins with the Kosuthian gquestion “What is art?"- a question which becomes
an art object. DISTANCE | the distance between the artist and his medium begins to open up. The
emergence of metalinguistic art actions is a sign of this tendency.,

76. There are Russian and Polish art galleries in Vilnius. in the same building.

77. DISTANCE It: the artist is removed from the society in which he lives, but he has no distance from
himseif. He has yet to articulate his social role. The artist thinks more often about his persona than
about its meaning within a network of social ties,

78. In Lithuania, a country of almost 4 million people, the alr Is heavy with an excess of intimacy. This
excess starts with history (the most significant events In the country’s history are unusually close -
2.4, the adoption of Christlanity in 1387), with geography (the distance between two most remote
points is 300 klometres) and ends with intimares. More accurately, everything begins and ends with
intimates. [The strides of inhabitants of Vilnius are traditionally short and slow, because you can
everywhere go quickly without rushing. ) The Vilnius art world is a world of intimates: the excess of
hyperintimacy Is compensated for only by "metaphysical longing for that which is distant.”

78, "Broken Lithuanian.” it is spoken by Belarussians, Poles, or second or third generation émigrés who
have returned to their homeland. Locals long to hear it spoken by British, American, French, Dutch
and Belgian nationals,






Egle Rakauskaite
In Honey, 1996, Metal construction (400x400x 260 cmj, cotton (180x180x95 cm), honey (B0 kg, rubber
cover (550550 em), video (camera - Gintaras Seputis)










Still Life with Alarm Clock. 1386, Oil on canvas. 65x92 cm

Povilas Ricardas Valtekinas




Delmantas Narkevidius
Too Long on the Plinth. 1994, Shoes, salt, plinth. 10x30x2a cm




Deimantas Narkevidius
Game No 1. 1995, Self imprints in concrete. 22x22x22 cm




The Canary will 5tay Upright. This s not a Metaphor. 1985, Canary, cage. 75x35 om
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Audrius Novickas
Bahnchqmmse.wm&mmm}eﬂMthmcenterorwewmadeharpmnefm-p,

generator of sound signals, loudspeakers, organic ash, cloth. 500300x300 cm. (Detalls)
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