tional collaboration and new possibilities were opening little-by-little. The old bohemia and the honed ritu-
als of coffee and Armenian cognac drinking as well as the warm atmosphere of creative soirées were no
longer stimulating creativity in the younger generation because an artistic community professing different
precepts of activities was forming. After the break of the 1990s, its representatives started travelling, learned
the English language and grasped the advantages of the new context quite quickly. However, not all that
was happening at the beginning of the previous decade could be called a typical conflict of generations,
because not only generations of artists, but also the whole system of the functioning and evaluation of art
was changing. The course of the modernisation of a society is quite a complicated and multifaceted process.
In Lithuania, like in other post-communist countries, it happened nothing less than asynchronically in vari-
ous spheres of life. New institutions were forming, which started to support, record and establish the
achievements of the new generation; however, the old system of institutionalised art was still functioning
along side it. This way some artists who were invited to participate in the most famous exhibitions of the
day, and whom represented the country in international biennials, and Lithuanian museums were continu-
ing to buy and exhibit the works of other artists. Foreign art magazines were publishing the works of one
group of artists, and the names of completely different artists could be found on the lists of National prizes
or fellowships allocated by the Ministry of Culture. The forms of inert thinking and action have survived not
only in the official sphere (for instance, State prizes and representation), but also in the areas of art teach-
ing and in the administration of cultural establishments. The cultural press has also split into several wings
which constantly ignore each other.

Nothing Accidental

The CAC was founded in 1992. It was one of the very few institutions that turned to the new way and
declared openly its attitude towards contemporary art. The CAC did not try to navigate among different val-
ues, but fostered the ideas of renovation in art and of international integration. One of the priorities of its
activities was the upbringing of the new generation of artists by giving it a possibility to express themselves
freely and compete in various contexts. It is this generation that formed after the break of the 1990s, whose
work eventually became the main point of departure for the new institution when it was performing its mis-
sion in the field of art politics that was being torn apart by various oppositions and contradictions.

An infrastructure favourable to the development of contemporary art still has not formed in Lithuania, but
it is unlikely that it is worth waiting longer until new museums receptive to live processes will be founded,
and when examples of contemporary art will be discussed at schools. It is equally impossible to live in the
state of constant transition, to stay too long in the atmosphere of uncertainty, relative concepts and tempo-
rary changes.

The young generation who represented the starting point for Emission has become the middle genera-
tion today. The initiators have turned into the authorities for new beginners. More and more often, talks
about domination can be heard, that the strong positions of older colleagues, especially in the internation-
al art scene, block the possibility for the development of free expression and recognition for the younger
generation of artists. Gradually, other issues of daily developments in art arise. Thus, there is no time to wait.
It is time to make conclusions and provide a possibility for those whose works seem urgent today. During
the 15 years of independence, enough valuable material has been gathered, many important and memo-
rable contemporary art projects have been conceived and realised. Some of them have been recorded in this
catalogue. Others remain in our memory or are still waiting for their presentation in future episodes of the
Emission series.

| hope that the first emission of the CAC series will become a solid platform for the generation aspiring
for a well deserved recognition.

The Emission will be continued.

* The term “emission” as used in the sphere of finance defines a specific identified issue of securities, usually grouped by the
same initial sales date.
** Quoted from the exhibition information booklet.

Procesas 2'
Lolita Jablonskiené

Emisija, infliacija ir cirkuliacija

Projekto pavadinimas ,Emisija” man ne itin patinka. Pirmiausia, jis vercia j 3iuolaikinio Lietuvos meno dabartj
ir istorijg Zvelgti pabréZtinai instituciniu poZzidriu, jei ne skelbiant institucijg svarbiausiu vykusiy ir vykstanciy
procesy agentu, tai bent pabréZiant jos ypatinga inicijuojantj ir skatinantj vaidmenj. Be to, deSimtame
dedimtmetyje susiformavusiy menininky kadryba (net po keliolikos aktyvios veiklos mety) i metafora tebe-
laiko jkalinusi naujoviy ir kitoniskumo diskurse (zinoma, Lietuvos dailés kontekste). Tokj pozidrj, beje, teigia
ne tik projektg vykdanti institucija — jj remia ir kartu su Siuolaikinio meno praktika pas mus issirutuliojusi bei
jsivyravusi jos apmastymo kryptis. Turbdt nesuklysiu pasakiusi, kad daugiausiai eksploatuojamais tapo
pokyciy ir institucinis aspektai”. Pastaryjy bakle siandien galima jvardinti kitu finansy srities terminu — infliaci-
ja. Apie pokyciy retorika kiek véliau, pirmiausia — apie institucijas.

Manau, kad pats Siuolaikinio meno atvirumas (akylumas) aplinkai ir socialiniams klausimams skatino ir
tebeskatina jo interpretatorius sociologizuoti savuosius pozidrius. Institucijos ypatingo démesio sulauké dar
ir dél to, kad fundamentalds karybos pokyciai pries desimtj ar daugiau mety Lietuvoje tebuvo veikiau siekia-
mybé, utopinis projektas, o ne akivaizdi realija. Ne vieno Emisijoje dalyvaujan¢io menininko ,portretg jau-
nystéje” Siandien sunku ir atpazinti. Jy naujausiyjy kariniy, kaip ir nadieniy Siuolaikinio meno procesy
turinio, nebuvo galima iSpranasauti. Institucinio lauko pertvarka, priesingai, vyko ir tebevyksta gana prog-
nozuojamai - tad jj gana patrauklu tyrinéti. Muziejus, Siuolaikinio meno centras, galerija, akademija palaip-
sniui ima veikti pagal civilizuotose 3alyse visuotinai priimtas taisykles. Siandien institucinis dailés laukas
Lietuvoje stabilizavosi ir net jgavo isteblidmento bruozy.

O kaip pati Siuolaikine dailé? Prisimine desimto desimtmecio, taip pat ir pastarojo meto kalbas ir rastus

apie jg, jsitikintume, kad vieni dazniausiy cia buvo ir tebéra pokyciy, l0Zio, naujoviy, jvairiy post- reiskiniy
motyvai, sudarantys nesibaigiancios revoliucijos ir tarsi amzZinai jaunos Siuolaikinio meno scenos jspad;.

Kaitos, atsinaujinimo akcentavimas, net savotiskas 3ios retorikos forsavimas pastaruosius keliolika mety'

badingas ne tik meno ir kultros lauko apradymams. Kalbant apie kitas vie$ojo gyvenimo sritis — politika,

ekonomika, jis dar ryskesnis. Jei mene tai galétume sieti su modernizme igsirutuliojusia ir $iandien vis dar

aktualia avangardo tradicija (pasak Haroldo Rosenbergo, modernizme pats naujumas yra tradicija, the tradi-
tion of the new?), visuomenés mokslai neretai kalba apie bendresnj reiskinj — pokyciy ideologija, bidingg
postkomunistinems (ir postkolonijinéms) 3alims. ,Pati socialiné postkomunizmo tikrové struktariskai ir insti-
tuciskai kinta bei plétojasi labai menkai. Tikroji ir labiausiai intriguojanti postkomunizmo istorija vyksta kalbo-
je, kurioje naujy idiomu, naujadary ir apskritai verbalizmo srauty pavidalais grumiasi tikrovés idealds
atspindziai. Mes stebime ne paties gyvenimo, o jo vizijy tékme bei dinamizma. Tiesg pasakius, pati
visuomeneé ir jos gyvenimas mazai kg domina — aistringiausiai stebima vizijy ir zodziy kova”, — knygoje
iskalbinga paantraste Kultdra tarp mito ir diskurso raso Leonidas Donskis*.

Savo straipsnj pradéjau abejone del projekto Emisjja pavadinimo ir todel, kad jame taip pat jzvelgiu ,,vi-
zijy ir zodZiy kovos” bei mito konstravimo atspindzius. | 2004 metais SMC vykusiy Siuolaikiniy lietuviy
menininky personaliniy parody serijg norétysi (ir, manau, reikia) zvelgti ne idealiu perspektyviniu (dar dau-
giau pokyciy naujuose jaunosios kartos autoriy kariniuose!), bet realiu retrospektyviniu (per desimtj mety...)
zvilgsniu. Revoliuciniy pokyciy, nepazjstamy ir nepripaZjstamy naujoviy laikas baigési. Dabar stebime
natdraly Siuolaikinio meno raidos procesa. Prie3 penkmet] surengtoje parodoje Lietuvos dailé 1989-1999:
desimt mety, remiantis charakteringiausiais kariniais, buvo nuZymétos Sios raidos tendencijos. Projekte
Emisija dalyvauja didZiausig jtaka jai turéje ir tebeturintys karéjai. Abu projektai glaudziai susije, papildo vie-
nas kitg ir byloja apie Siuolaikinio meno idéjy bei jy raiskos Lietuvoje tolimesne sklaidg arba — dar sykj pri-
taikius finansy Zodyna — cirkuliacija.

Kartos

Nemanau, kad renkuosi populiary pozidrj, taciau noréciau pakalbéti apie kartas. Karty ir jy konflikty tema
tikrai nenauja, net jkyréjusi. Pirmiausia todél, kad jg nuolat vyste lietuviy dailétyra iki 1990-yjy. Be to, de3im-
tame deSimtmetyje Lietuvoje apie tai nuolat kalbéjo ne tik dailininkai, bet ir muzikai, teatralai, literatai, kino
karéjai (taip pat politikai, verslininkai, mokslininkai, pedagogai...). Dar 1932 metais, nusivyles savaisiais
amzininkais, José Ortega y Gassetas rase, kad vieniems lemta gyventi akumuliuojanciose, o kitiems — elimi-
nuojanciose, poleminese epochose. , Pirmuoju atveju jaunoji karta, solidarizuodamasi su sengja, paklista jai:
senoji karta vadovauja politikoje, moksle, mene. Tai senosios kartos laikai. Antruoju atveju senieji yra ,,i33luo-
jami” jaunyjy, nes cia siekiama ne issaugoti ir sukaupti, o nustumti ir pakeisti. Tai jaunosios kartos — iniciaty-
vaus amziaus ir konstruktyvios kovos laikai”*. Daugelis pamanys, kad $ig citatg pasirinkau maistingiems
desimto deSimtmecio dailés gyvenimo jvykiams iliustruoti. Betgi priesingai — sidlau j XX amziaus pabaiga
pazvelgti ne anuometinio karty konflikto dalyviy, o paciy jauniausiyjy nadienos menininky akimis; atsisakyti
i$semto, neproduktyvaus kovos, 10Zio aspekto ir vystyti Siuolaikinio meno procesy akumuliacijos, tgsos
naratyva. Neseniai (2003 metais) vykusios Latvijos ir Lietuvos Siuolaikinio meno parodos 2 Show kataloge i3-
spausdintame pokalbyje projekto kuratorés pamégino apciuopti naujos XXI amziaus menininky kartos
bruozus. Jos pateiké taikliai praéjusj desimtmetj charakterizuojancius raktazodzius (revoliucija, regionisku-
mas, reprezentatyvumas, didaktiskumas ir kt.), o Siandienos menininkus pavadino kitokiais — tiek Lietuvos,
tiek tarptautinio Siuolaikinio meno patirtimi vienodai besiremianciais, jvairias individualias strategijas , minks-




tai” plétojanciais karéjais. Cia kartos samprata buvo pasitelkta ne siekiant atskirti ar supriesinti, o norint
apjungti, suvienyti.

Kalbant apie %iandieninj Lietuvos dailés lauka, negalima nepastebéti ir kitos tendencijos — kiekybinio
rasinés diuolaikinio meno kalbos iplitimo. Instaliacijas, videofilmus, jvairius misrios sandaros kdrinius dabar
kuria ir eksponuoja ne tik ,naujosios dailés pionieriai”, bet ir apskritai daug jvairiy kartyir specialybiy
dailininky. Manau, kad $iuo metu aktualesne nei desimtame desSimtmetyje iSkilusi tradicinés ir naujosios
dailés prie$stata tampa paties $iuolaikinio meno kariniy diferenciacijos, issisluoksniavimo pagal skirtingas
kirybos strategijas ir atitinkamai jy kontekstualaus vertinimo arba (Siais kritikos pasidavimo kuratorystei
laikais) atrankos problema. Pabréziu: kalbu ne apie kariniy kokybe ar simboline konteksty hierarchijg — tik
apie pozilriy daugybe ir precizija

Karty kaitos naratyvas (ir jy taikaus sambuvio, ir konflikto aplinkybémis) isties padeda sukurti j gylj ir j plotj
nusidriekiancio dailes gyvenimo paveiksla. Tiesa, tg vaizda jis ir savotiskai uzdaro, tarsi jklampina konkrecio-
je vietoje ir laike. TurbGt todél 3is pozidris taip tiko hermetiskai sovietmecio visuomenei: konsolidavo, saugo-
jo ir panciojo tuo pat metu. Siandien, kalbédami apie kartas, mastome ne tik (daznai ir ne tiek) apie lokaling,
bet ir tarptautine meno aplinka. Desimto desimtmecio pradzig kartos (kuriems dabar vir$ trisdeSimties)
diskursu apskritai pazenklino Douglaso Couplando knyga Generation X: Tales for an Accelerated Culture (X
karta: pasakojimai akceleruotai kultdrai, 1991). Apie naujos kartos menininky pasirodyma Siuolaikinio meno
aplinkoje tuo metu imta kalbéti ir Ryty Europoje (, griuvusiy sieny karta”), ir Siaurés 3alyse (,Siaurés stebuk-
las”), ir DidZiojoje Britanijoje (britpop). Knygose, parodose ir kitaip uZfiksuoti ryskéjo jy pasaulejautai ir
meninei praktikai badingiausi bruozai, ilgainiui tape lyg ir prekiniais zenklais. Juos patys daznai prisimename,
ypac kalbédami apie artimiausias, kaimynines 3iuolaikinio meno scenas: esty menas iSsiskiria performatyvu-
mu (nuo akcijy iki videoperformansy), Lenkijoje daugiau nei desimtmetj narstomas kano diskursas
(Zbigniewas Libera, Katarzyna Kozyra, Arturas Zmijewskis ir kt.), Siaurés Salyse — individo ir (teisingai?) orga-
nizuotos visuomenés santykiai (pasak Kim Levin, kova uz maksimalig individo laisve tvirtame visuomenés
glébyje®). To meto Lietuvos 3iuolaikinis menas taip pat jgijo badinga — socialinés dokumentikos — jvaizd]. Tg
patvirtino ne viena pastaraisiais metais svetur surengta, dazniausiai uzsienio kuratoriy sukomplektuota paro-
da, pavyzdziui, Rysiai su visuomene Maskvoje, 2002; Besikeicianti visuomené Frankfurte, 2002; Visuomeninis
instinktas Krokuvoje 2004 ir kt. , Desimto desimtmecio pabaigoje visa [Lietuvos menininky — L. J.] karta nuo

_simboliniy jvaizdziy peréjo prie videodokumentikos ir konkretaus socialinio konteksto. Vietinio konteksto,

provincijos problemy, nacionaliniy ypatumy, istorijos tyrimai ir vertinimas tapo pagrindinémis Lietuvos meno
temomis”’. Mastydama apie desimto desimtmecio karta platesne prasme ir grjzdama prie Emisijos idéjos,
galvoju, ar nevertéjo $io projekto atverti erdvesniam 3iuolaikinio meno kontekstui — prisimenant ir aktyvig
pacios institucijos veikla prodiusuojant ar bent realizuojant naujus ne tik Lietuvos, bet ir kity Saliy menininky
kdrinius bei tuo pat metu labiau pabréZziant atviro lauko, kuriame realiai funkcionuoja ir pasirinktyjy projek-
to dalyviy praktikos, koordinates.

Kazkas atsitiko
Kiekviena karta turi savo muzika. Rengdamas desimto desimtmecio Siaurés menininky paroda, kuratorius
Davidas Elliottas jg pavadino Bjérk zodZiais — Organizuojanti laisvé (2000). Brity dokumentiniame filme Live
Forever (Gyvenk amzinai, 2002) — grupés Oasis (tai jy disko pavadinimas buvo pritaikytas filmui), Blur,
menininkas Damienas Hirstas, o taip pat Tony Blairas ir kiti pristatomi kaip britpop fenomena sukdrusi karta.
Nors pasirinkau tokj skyrelio pavadinima, nemanau, kad desimto deSimtmecio Lietuvos menininkai nuolat
klausési Anties, nors Ore rasoma, kad filmas Kazkas atsitiko (1986) buvo toks populiarus, jog visos jo kopi-
jos ,buvo sunesiotos j skutus”. Gali bati, kad vienintelis dailininky ry3ys su Siais muzikantais téra deSimto
desimtmecio viduryje neilgai trukes Jutempus ir gitaristo Sniegiaus bendrabavis Kablyje. Paprasciausiai — kai,
vengdama jkliati j ,seno ir naujo” diskurso spastus, nutariau tiesiog idvardinti kelis mano nuomone svarbius
paskutinio desimtmecio dailés reiskinius (atsispindéjusius ir Emisijoje), kaip jvykius, faktus prisiminiau Kazkas
atsitiko. Taip dainos pavadinimas atsitiktinai (ar neatsitiktinai) sutapo su pasirinktu pozidriu.'Tad kas gi atsi-
tiko Lietuvos dailés lauke deSimtame deSimtmetyje?

Pirmiausia greta atskiry dailés rasiy, pavyzdziui, tapybos, skulptdros, fotografijos atsirado nerGsiné

_ diskursiné 3iuolaikinio meno praktika (medium-specific ir discourse-specific — Halo Fosterio terminai). Tiesa,

i§ pradziy analizuojant naujaja daile jsitvirtino po-skulptarinio, po-tapybinio, po-fotografinio meno jvaiz-

. dziai, nors siuolaikinis menas néra kokia tradiciniy dailés rasiy mutacija ir neturi bati kokybiskai su jomis lygi-

namas. Pasak Josepho Kosutho: ,,BGti menininku 3iandien reiskia kvestionuoti meno prigimtj. Jei menininkas
kvestionuoja tapybos prigimtj, jis negali kvestionuoti meno prigimties”®. DeSimto deSimtmecio menininkq
karta atmeté meno autonomijos, atsiribojimo nuo kity Zmogaus veiklos sri¢iy sampratg ir pazvelge j jj kaip |
svarbig, glaudziais rysiais susijusia Sios veiklos dalj. Vadindami jy karyba diskursine, pabréziame analltln j, kriti-
nj jos pobddj. Kritine 3iuolaikinio meno strategijq svarbu suprasti teisingai — ne kaip siekj parodyti tikrovg

[ tok|q, kokia ji yra, bei j3 demaskuoti (tai ne naujasis kritinis realizmas!), ir ne kaip nora jg pagerinti (taigi ir
- ne naujasis revoliucinis menas), bet kaip tikrovés matymo ir mastymo, o taip pat reprezentavimo bady ana-

" lize, ypac tu, kurie dél jvairiy prlezasoq funkcionuoja nekvestionuojami ir yra tape lyg savaime suprantamais.
' Kritiné Siuolaikinio meno strategija — kvestionuojantis ir demistifikuojantis poZiaris. Desimtame desimtmety-

je susﬁormaves gjuolaikinis Lietuvos menas kaip tik taip zvelgia j vietinj Lietuvos visuomenés, kultdros ir meno
kontekstq bei ¢ia veikian¢ias mitologemas. Menininkai itin daznai pasakoja ,mazas” eiliniy Zmoniy istorijas,
savitai atspindin¢ias universalias , didZigsias” temas, 3ias ,krasto naujienas” pateikdami kaip pranesimus is

fronto, o pacig fronto linija nuolat késindamiesi perzengti. Riby tarp vieso ir privataus, galios lauko ir i$ jo i3-
stumty teritorijy, taip pat tarp tradiciSkai menui priskiriamy bei uz 3ios sferos esan¢iy praktiky patikrinimas
ir transgresija — badingi Siuolaikinio diskursinio meno bruoZai.

Kitas svarbus desimto desimtmecio jvykis — naujos 3iuolaikinio meno vietos — juodosios dézés — jsitvirtini-
mas greta baltojo kubo. Filmai, filmai ir dar kartg filmai! — galima susukti apie 3ios kartos lietuviy menininky
kdrinius. Lietuvoje videomeno apraiskos pasirodé vélai — devinto desimtmecio pabaigoje — ir tuoj pat per-
sikelé i$ uzdaros festivaliy bei specialiy perzitry aplinkos j pagrindiniy galerijy erdves. Videoinstaliacijos pas-
taruoju metu dominuoja ne tik Lietuvos, bet ir tarptautinéje meno aplinkoje. Jy paplitima, be abejo, sglygo-
ja ne viena, o visas kompleksas prieZas¢iy: nuo vis didéjancio judanciy vaizdy srauto kasdieniniame gyve-
nime (televizija, internetas, kompiuteriniai zaidimai, mobilios reklamos, masiskas vaizdo bei skaitmeniniy
fotokamery ir vaizdo grotuvy taikymas buityje, kt.), taip pat santykinio videofilmams sukurti reikalingy
priemoniy pigumo iki intelektualiniy paties Siuolaikinio meno i83tkiy. Diskusijos videoinstaliacijy populiaru-
mo tema, regis, neissemiamos’, tad, nemegindama atspindéti visy poZidriy, paminésiu tik keleta 3io reiskinio
aspekty. Kas vyksta (atsitinka) juodojoje dézéje? Videofilmas — Siuolaikinio meno priemoné, neturinti
tradicinés medziaginés atramos kaip tapyba ar skulthra' jis nesprendzia medziaginiy vaizdo sukdrimo prob-
lemy (tokiq, kaip tapymas daZais ant drobés). Juodojoje dézéje (deja, deja) néra materialiy dailés kariniy.
Paéme | rankas vaizdo kameras, menininkai i$ rdsinés dailés sferos automatiskai perzengia j nerdsine,
dlskursme Taigi juodoji dézé yra ir ekspozicijos, ir intelektualinés diskusijos vieta. I3 kino ekrano issprade
judantys videovaizdai sukuria realioje trimatéje erdvéje ir konkreciu laiku vykstanc“iq aktyvig Zidrovo, erdvés ir
kdrinio saveika, skirtingg nuo baltajam kubui (ir net kino teatrui) badingos Zidrovo ir kdrinio atskirumo
situacijos. Prie kity Siuolaikinio meno parametry videoinstaliacija priduria laikg, o tiksliau — jerdvinta laika.
Juodoji deze i§ esmés koreguoja paties siuolaikinio meno kirinio, jo aplinkos bei komunikacijos su ZiGrovu
sampratas.

Vietoje pabaigos

JJie [kritikai — L. J.] visada sako, kad naujas menas i pradZiy bana blogas, bet tai ir yra toji rizika bei kancios,
kurios veda j slove.”

Paklausiau jos, kaip ji galinti sakyti ,naujas menas”. ,Kaip Zinoti, naujas jis ar ne? Naujas menas neatrodo
naujas tuomet, kai yra daromas.”

,Zinoma, kad atrodo. Prie jo naujos iSvaizdos i§ pradziy akys negali priprasti.”

.Ne”, — pasakiau — ,tai ne naujas menas. Nejmanoma Zinoti, kad jis naujas. Nejmanoma Zinoti, kas tai yra.
Jis netampa nauju dar kokius deSimt mety, nes tik tada ima atrodyti naujas. ”

. 1ai kas yra nauja dabar?” — paklausé ji. Negaléjau nieko sugalvoti ir pasakiau, kad nenoriu jsipareigoti.
LAr nauja yra tai, kas vyko pries desimt mety?”

Neblogai pasakyta. Atsakiau: ,Ggaaaal. "

' Sis straipsnis kaip filmo tesinys — naujas, bet susijes su tuo, ka 3iais klausimais esu ragiusi anksciau.

*7r.: pvz., AICA Lietuvos sekcijos pirmosios konferencijos medziaga Lietuvos dailés kaita 1990-1996: institucinis aspektas,
Vilnius: AICA Lietuvos sekcija, 1997 [paryskinta mano - L. J.].
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Process: Episode II'
Lolita Jablonskiené

Emission, Inflation and Circulation

The title of the project ‘Emission’ does not really commend itself to me. First of all, it makes me look at the
history and current situation of contemporary Lithuanian art from a markedly institutional point of view; if
not proclaiming an institution as the principal agent of the previous and ongoing processes, then at least
underlining its particular initiating and stimulating role. Besides, this metaphor is still holding the work of
the artists, who matured in the 1990s (after more than 10 years of their active practice), locked (imprisoned)
in the discourse of ‘new’ and ‘different’ (of course, only in the Lithuanian context). Incidentally, it is not only
the commissioning institution that asserts this outlook — it is also supported by local art criticism’s main
themes which unfolded and became predominant together with the development of contemporary art prac-
tices themselves. There’s little doubt that ‘changes’ and ‘institutions? have become the most exploited top-
ics among them. Their state today can be defined by another financial term — inflation.

Undoubtedly, the openness (keenness) of contemporary art to embrace various contexts and social issues
stimulated, and is still stimulating, its interpreters to sociologise their approaches. Another reason for insti-
tutions to attract particular notice is that 10 years or more ago in Lithuania, profound changes of art itself
were more of an aspiration, a utopian project, than an evident reality. Today ‘portraits of the Emission artists
as young men’ are often difficult to recognise. It was as impossible to predict the outcome of their latest
works as to predict the content of the current processes in contemporary art on the whole. The reconstruc-
tion of institutional space, on the contrary, was and is still going on in a predictable way, therefore, it is rather
attractive to investigate. Museum, contemporary art centre, gallery, academy start gradually to function, fol-
lowing universally adopted rules. Today, institutional space in Lithuania has stabilised and even acquired
some features of the establishment.

And what about contemporary art? The verbal and written sources of the 1990s (as well as the current
ones) testify that the most frequently used motifs — that remain popular — were those of changes, breaks,
novelties and various ‘post-" phenomena: which produce the impression of a non-stop revolution and a kind
of eternally young contemporary art scene. Amplifying changes and novelties, even a certain urging of this
rhetoric over the course of the last decade is typical not only of descriptions of the arts and culture field; in
fact in discussions of other spheres of public life — politics or economics — it is even more pronounced. In art
one can associate it with the modernist tradition of the avant-garde (according to Harold Rosenberg, the
tradition of the new?), social sciences often speak about a more general phenomenon - the ‘ideology of
changes’ characteristic of post communist (and post colonial) countries. “The post communist social reality
structurally and institutionally undergoes changes and expands very poorly. The real and the most intriguing
history of post communism takes place in language, where the ideal reflections of reality fight in the form
of new idioms, neologisms and floods of verbalisms. It is not the flow and dynamism of life itself but those
of visions that we observe. Frankly speaking the society and its life hardly interests anybody — the fight of
visions and words [my emphasis] is most ardently observed”, writes Leonidas Donskis in his book with the
telling title: Culture between Myth and Discourse.*

| started this article expressing doubt about the title of the Emission project for one more reason: to my
thinking it also reflects the aforementioned “fight of visions and words” and the construction of myth. One
should view this series of monographic exhibitions by abandoning an idealistic perspective of discovering
even ‘more changes in the new works by young artists’, but rather from a realistic (retrospective) point-of-
view: ‘during the 10 years..." The time of revolutionary changes, the unfamiliar and unrecognised novelties
has come to an end. Now we are observing a more ‘natural’ process of contemporary art development. The
exhibition Lithuanian Art 1989-1999: The Ten Years held five years ago, outlined the main tendencies of this
development by featuring the most characteristic art works of the period. The participants in Emission are
the same artists who had, and still have, the greatest influence. Both exhibitions are interrelated, comple-
ment each other and witness the continuing dispersal or — again, using a financial vocabulary — ‘circulation’
of contemporary art ideas in Lithuania.

Generations

In writing about generations, | am hardly presenting a trend-setting or popular argument. In fact, the topic
of generations and generation gap isn't new at all, it's even boring. It was a subject that prevailed in
Lithuanian art criticism until 1990. Later on, it wasn‘t only visual artists but also musicians, theatre, film pro-
fessionals, writers (as well as politicians, businessmen, scientists, teachers...) that constantly spoke about it.
As early as 1932, disappointed with his contemporaries, José Ortega y Gasset wrote that some are destined
to live in accumulating and others — in eliminating, polemical epochs. “In the first case, a younger genera-
tion, expressing its solidarity with the older one, obeys it: the old generation leads in politics, science and
art. These are the times of an older generation. In the second case, the old are ‘swept out’ by the young
due to a tendency not to preserve and accumulate, but to push away and change. These are the times of a
go-ahead age and a constructive fight of the younger generation”.> One may get the impression that the
quotation has been chosen to illustrate the rebellious art events of the last decade. But on the contrary — |
suggest to look at the end of the 20th century not through the eyes of the participants of the 1990s con-
flict of generations but through those of current crop of artists; to push away the exhausted, non-produc-

tive aspect of 'break’ and ‘conflict’ and develop a narrative of accumulation and continuity about contem-
porary art processes.

Not so long ago (in 2003), the curators of the exhibition 2 Show: Young Art from Latvia and Lithuania,
groped at the features of the new — 21st century artists’ generation. In the round table discussion published
in the exhibition catalogue they applied a number of key words, aptly characterising the preceeding decade
(revolutionary, regionalist, representative, didactic, to name a few) and spoke about the new artists as dif-
ferent —referring equally to local and international contemporary art contexts, developing various ‘soft’ indi-
vidual strategies. Here the notion of generation was chosen not in order to separate or oppose but with the
aim of uniting, linking together.

Thinking about the field of Lithuanian art now, one cannot also help noticing another tendency — a quan-
titative increase of art works using contemporary art language. Object installations, videos, various mixed
media works are produced and exhibited today not only by the ‘pioneers of the new art’ but also by artists
of different generations and disciplinary backgrounds. At present, the opposition (born in the 1990s)
between ‘traditional’ and new art is becoming more a political problem, a reflection of ongoing power strug-
gles. Not less important, however, is to pick up a certain new grouping in the field of contemporary art, its
layering according to different artists’ strategies and to estimate it or (in the times of criticism vyielding to
curatorial practices) select from it — accordingly. It's not the quality of artworks or a symbolic hierarchy of
contexts that | write about — only a variety of possible approaches and the precision in naming them.

The narrative of the shift of generations (both under conditions of their peaceful coexistence and conflict)
helps to create a picture of united art life spreading in width and depth — though it fixes the image in a spe-
cific time and place. It might be the reason why this description was so well suited to the hermetic Soviet
society: consolidated, protected and chained at the same time. Today, speaking about generations, we think
not only (often not as much) about a local but also international art environment. It was Douglas Coupland's
book Generation X: Tales for Accelerated Culture (1991) that opened the discourse of a new generation
(those in their 30s now) in the early 1990s. The emergence of the new generation of contemporary artists
was discussed simultaneously in Eastern Europe (“after the wall” generation), the Nordic countries (“Nordic
miracle”), Great Britain (Britpop) and elsewhere too. The typical features of their world-view and art prac-
tice, portrayed in books, exhibitions and otherwise gradually became ‘brands’. We often refer to them our-
selves, particularly in writing about contemporary art from neighbouring countries: Estonian art, many say,
is mainly performative (actions, video performances, etc.); in Poland over the period of more than 10 years
the deconstruction of the body discourse was predominant (Zbigniew Libera, Katarzyna Kozyra, Artur Zmi-
jewski and others); Nordic artists seem preoccupied with the relationship of an individual and (rightly?)
organised society (or as Kim Levin once put it — “a struggle to negotiate individual freedom within the
embrace of society”®). Lithuanian artists of the period also acquired a characteristic image as social docu-
mentarists. This view was consolidated by a number of recent Lithuanian exhibitions, mostly compiled by
foreign curators, for example: Public Relations in Moscow (2002), Changing Society in Frankfurt/Main
(2002), Social Instinct in Lithuanian Art in Krakow (2004) and others. “At the end of the nineties the whole
generation [of Lithuanian artists] made a shift towards the documentary video format focusing on a con-
crete social context rather than on symbolic imagery. Investigation and revaluation of the local context,
research on rural areas, of national character and local history are key subjects in Lithuanian art now”.”

Viewing the generation of the 1990s in this wider context and returning once again to the scheme of
Emission, | wonder whether it would have been worthwhile opening this project to a more spacious contex-
tual reading of contemporary art — recollecting the active work of the institution itself in producing or at
least materialising new works not only by Lithuanian but also foreign artists, and at the same time laying a
stronger emphasis on the open international field of contemporary art in which the practices of the partic-
ipating Lithuanian artists also function.

Something Happened
Each generation has it own music. When preparing a major exhibition of 1990s’ Nordic contemporary artists’
works, the curator David Elliot titled it after Bjork, Organising Freedom (2000). The British documentary Live
Forever (2002) introduced Oasis (the title of their third album was adopted for the film), Blur, Damien Hirst
as well as Tony Blair and others as the generation which gave birth to the ‘Britpop’ phenomenon. Despite
the seemingly similar choice for the title of this section, | do not believe that Lithuanian artists of the 1990s
predominantly listened to Antis®, though the Lithuanian internet magazine of the new culture Ore writes
that their film Something Happened (1986) was so popular that all its copies “were worn to shreds”.
Possibly the only link of the artists with these musicians was the short-lived co-existence of Jutempus (an
interdisciplinary art projects’ initiative) and the guitar player Sniegius in Kablys (club / project space in cen-
tral Vilnius) in the mid-1990s. Attempting to avoid the trap of the ‘old and new’ discourse I'll simply enu-
merate some of the more outstanding phenomena of the last decade (also reflected in the Emission proj-
ect). The title of the song accidentally (or not quite) coincided with my chosen strategy for expression — what
happened to Lithuanian art in the 1990s?

Initially, post disciplinary art practices (according to Hal Foster, discourse-specific, as opposed to medium-




specific, art) emerged alongside traditional disciplines of art, like painting, sculpture or photography. And
local art critics began to construct images of ‘post’ sculpture, ‘post’ painting, ‘post’ photography along with
it (though contemporary art is not necessarily a mutation of traditional art disciplines nor should it be qual-
itatively compared with them). As Joseph Kosuth put it, “being an artist now means to question the nature
of art. If one is questioning the nature of painting, one cannot be questioning the nature of art”.’ The 1990s'
artist generation rejected the autonomy of art and its disassociation from other spheres of human activity.
When marking their work as discourse-specific, we amplify its analytical and critical character. The critical
strategies of contemporary art should, however, be understood not as an attempt to show reality as it is, to
denounce it (we are not speaking about new critical realism) or as a wish to improve it (nor about new rev-
olutionary art) but as an analysis of modes of thinking and representing reality, particularly those which for
various reasons are perceived as self-evident and function without question. These critical strategies are rep-
resentative of a questioning and demystifying outlook. Contemporary Lithuanian artists of the 1990s apply
this analysis to the local Lithuanian context and as a means for the deconstruction of its mythologies. They
often narrate ‘small’ stories, enclosing universal ‘big’ histories in them and present these ‘local news' as
"breaking news from the front line," that one constantly attempts to transgress. Testing and transgressing
boundaries — between public and private, spaces of power and territories marginalised by them, as well as
practices traditionally attributed to art and those functioning beyond this sphere — are characteristic features
of discourse-specific art.

Another important phenomenon of the 1990s is the emergence of a new space for contemporary art —a
black box inside a white cube. “Video, video, video” — might be the slogan of the Lithuanian nineties. Video
art reached us late — in the end of the 1980s — and right away moved from the limiting environment of fes-
tivals and screenings to the exhibition spaces of the main galleries. Video installations are currently among
the most popular forms of contemporary art internationally. Their expansion has been conditioned by a
whole set of premises: from the growing stream of moving images in everyday life (TV, internet, computer
games, moving ads, mass usage of video and digital photo cameras, video and DVD players in private space,
etc.), relative cheapness of the production of video, to the intellectual challenges of contemporary art itself.
Discussions on the subject of the popularity of video installations seem to be inexhaustible®, therefore | will
make no attempt to cover all the bases and mention only a few aspects of this phenomenon. In contrast to
painting or sculpture, video, as a contemporary art medium, doesn’t have a ‘traditional” material support,
and it doesn't present any material problems within its image (such as planar canvas painting). Thus the
black box contains no material art object (alas, alas!). In fact, as soon as an artist grabs a video camera she
or he immediately passes from the space of medium-specific art to discourse-specific practice. Therefore the
black box is both a place for exhibition and intellectual debate. Breaking from the ‘traditional’ cinema screen,
videos create in a real time and three-dimensional space an active interrelation between the viewer, space
and work, different from the situation of separation typical of a cinema theatre and the white cube.
Installation adds time to other parameters of contemporary art, to be more exact, spatialised time. The black
box essentially affects the concept of an art work, its environment (context) and communication with a viewer.

Instead of a Conclusion .
“They [art critics] always say new art is bad for a while, and that's the risk — that’s the pain you have to have

for fame.”
| asked her how she could say “new art”. “How do you know if it’s new or not? New art’s never new when

it's done.”
“Oh yes it is. It has a new look that your eyes can't adjust to at first.”

“No,” | said. “It's not new art. You don’t know it’s new. You don’t know what it is. It doesn’t become new
until about ten years later, because then it looks new.”

“So what'’s new right now?” she asked. | couldn’t think of anything so | said | didn’t want to commit myself.
“Is what's new now what happened ten years ago?”

7”11

That was pretty smart. | said, “MMmmmmaybe”.
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2 See the book of articles of the first conference of the Lithuanian section of AICA: Lietuvos dailés kaita 1990-1996:
institucinis aspektas, Vilnius: AICA Lietuvos sekcija, 1997. (Changes in Lithuanian Art 1990-1996: Institutional Aspect [my
emphasis]).

3 H. Rosenberg, The Tradition of the New, London: Paladin, 1970.

4. Donskis, Moderniosios samonés konfigaracijos. Kultdra tarp mito ir diskurso, Vilnius: Baltos lankos, 1994, p. 238.
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Siuolaikinis Lietuvos menas: temos ir technologijos
Erika Grigoraviciené

Jaunyjy dailininky parodos aptarime 1976-aisiais kalbédamas apie turinio svarba tapyboje Alfonsas
Andriugkevi¢ius pastebéjo, jog daugumos karéjy santykiai su pasauliu néra itin jdomds, intensyvas ir komp-
likuoti. ,Mes sergame véziu, mes bijome mirties, mes pakliGvam | avarijas, mus apgauna moterys, mes jas
apgaunam — visur vyksta dramos, ir to viso dramatiskesnio santykio su pasauliu a3 pasigedau”". Pasaulis, kri-
tiko nuomone, esas jdomus, veikiau nejdomus zmogus, t.y. pats dailininkas, ir reikia ieskoti bady, kaip ugdyti
jo menka asmenybe, nors visuomeninémis priemonémis ¢ia gal ir sunku kg pakeisti®. Formalaus menininko
santykio su pasauliu tradicija siekia bent jau tarpukarj, kuomet dailés ikonografija nebuvo turtinga, o
menininky siekiai, pasak kairuolio Petro Cvirkos, netikéjusio, kad tapybos tema gali bati pati tapyba, apsiri-
bojo silke, obuoliu ar be nosies ir ausy pilieciu’. Taigi, kadaise visuomenei teko ugdyti menininkg, o Stai
dedimto degimtmecio karta, regis, turi ambicijy ugdyti visuomene — jiems lyg ir badingas socialinis angazuo-
tumas, posakis i§ medijy srities j diskursy sritj, kritinis audiovizualiy pranesimy pobudis. Taciau ar tikrai dabar-
ties menininky karyba nebeturi silkés ir obuolio prieskonio? Kodél 3iuolaikinis Lietuvos menas toks
homogeniskas, jei pasaulis Siandien gal net tapo jdomesnis? Kokios temos ir technologijos vyrauja Siuolaiki-
niame mene? Ar technologijos taip pat tampa kariniy tema, o gal temos virsta technologijomis?

Socialinés grupés. Fabriko darbininkai, duobkasiai, giminés, provincijos miestelio gyventojai, reiveriai, bai-
keriai, ultradeginieji nacionalistai, bedarbiai, automobiliy tiuningo meistrai, moterys, feministés, psichiatrai,
banko tarnautojos, narkomanai, kaimynai, menininko draugai, valkatos, gatvés muzikantai, turgaus prekei-
viai, senyvo amziaus zmonés, maisto pirkéjai, ankstai gyvenantys, praeiviai — bet kas, kas sutinka arba netgi
kategoriskai nesutinka, gali tapti Siuolaikinio meno karinio ,objektu”. Menininkai vaizduoja savo iniciatyva
susibarusias subkultdrines bendruomenes arba konkrecioje fizinéje terpéje besitrinancius marginalus, bet
daZniau jie jkanija jsivaizduojamas bendruomenes — patys jas sukurdami flesh mob principu, pristatydami
gyvai arba reprezentuodami medijoje. Pavieniai protagonistai — tévas, motinos senelis, Zmonos tévas, skulp-
torius, geto pabégélé — taip pat priklauso aiskioms sociokultdrinéms grupéms. Menininkai prisideda prie
socialinés reprezentacijos sklaidos — pagelbéja vienai ar kitai grupei jsivaizduoti save pacig ir suvokti kaip
kultariskai koduota ir reik$minga, bet vis délto jy reprezentacijos politika nevirsta identiteto politikos
reprezentacija. Tarpusavyje nekomunikuojanti mediali bendruomené nedaug skiriasi nuo panoptikono ar
modernybei badingos ir atsiradus fotografijai suklestéjusios rasiy, charakterio tipy, socialiniy sluoksniy klasi-
fikacijos pavyzdZio. Antropologiniams rdsiy tyrimams artimas grupiy vaizdavimas gresia tapti diskriminacijos
aktu, o pastangos to i§vengti skatina ir menininko socialinés komunikacijos, ir vaizdavimo technologijy to-
buléjima. Taciau ar menininkams rapi demaskuoti ir dekonstruoti identiteto konstravimo, diskriminacijos ir
represijos mechanizmus? Ar jie dalyvauja visuomeninése iniciatyvose, judéjimuose, juolab — juos steigia? Ar
kritikuoja valstybine socialine politika, tendencinga vidutinio sluoksnio — pagrindinio kultdros ir meno varto-
tojo — eliminavima? Ar bent vieng $iuolaikinj Lietuvos menininka baty galima pavadinti visuomeniniu poli-
tiniu aktyvistu? )

Struktdiriné prievarta. Viena i§ 3iuolaikinio meno uzduociy - prieintis galios santykiais grjstoms
diskursyvioms formacijoms ir rutininéms praktikoms, pazeisti sistemas arba, Zaidziant pagal taisykles, jas

‘ “keisti, ardyti i§ vidaus. Acetonas, grybai, kiaulés, plunksnos, kanapés, medus, sokoladas, taukai, kanas, krau-
jas, i¥matos buvo maisto ir transgresijos manifestacijos. Siandien vaizduojamas valgymas ir gérimas, apsipirki-

mas, meistravimas, besikartojancios Seimos Sventés, vaiky Zaidimai, sujaukti patalai priklauso nominaliai nes-
varbiai ir nereikmingai kasdienybeés sferai, kuri XX a. kairiosiose kritinése teorijose taip pat apibadinta kaip
vyraujancioms ideologijoms besiprie3inanti Zmoniy saviraiskos sritis. Kasdiené rutina, pati turéjusi transgresi-
jos konotacijy, Siandien jg bemaz sunaikino®. Kasdienybés vaizdavimas, Zzinoma, néra beprasmis. Painus san-
tykis tarp vaidybos ir gyvenimo skatinty giliau patyrinéti performatyvig kasdieniy ritualy funkcija. Taipogi
klaustina, ar privatumo vieinimas, turjs daug bendra su neva isnykusiu isterijos fenomenu, yra prievartos ar
igsilaisvinimo aktas? Skeciai, supermarkete apsaugantys nuo stebéjimo kamery, moters balso ,atkdrimas”,
nenorintys filmuotis zmonés — tai vizualiy technologijy ir skopinio rezimo kritikos uzuominos, slepiancios
visuomenés ilaisvinimo pazada. Taciau kadangi struktarinés prievartos mechanizmy auka dazniausiai jau-
Ciasi esas pats menininkas, beuzgimstancia ideologijy kritika istinka transgresijos likimas — ji apsiriboja pro-
duktyvia meno institucijy kritika. Kritikuodami SMC kaip institucijg batent menininkai ir suteike jam institu-
cijos statusa, kad galéty oponuoti ,neinstitucine veikla” ir atakuoti 3ukiais Roll Over Museum. Menuli Sian-
dien kaip niekad badingas jvairiausiy elgesio scenarijy, instrukcijy, mastymo/veiklos supermodeliy ir ideologi-
jos masiny konstravimas, kultdriniy erdviy, teritorijy racionalizavimas ir pajungimas hierarchijai®. Ar meno
darymas reflektuojamas kaip struktarinés prievartos, galios santykiy efektas? Ar karéjai jauciasi atsakingi
prie3 uzsiauginta publika? Ar suvokia, kad isbandymas 3iuolaikiniu menu yra stiprus kultdrinis visuomenes
sukretimas?

Multikultariskumas. Kelionés, migracija, nomadizmas, kitatau¢iai Lietuvoje — taip pat daznos Siuolaikinio
meno temos. Militarizuotos Kauno audiniy fabriko darbininkiy skarelés tampa figrine nuoroda | musul-
moniy ¢adras. Kartais net pakvimpa Rytais®. Multikultdriskumo pamokas Lietuvos menininkai visy pirma
gavo reziduodami Europos krybos centruose ir dalyvaudami tarptautiniuose projektuose. Tarptauting pub-




