The Calendar book project, 2008 and 2010

Racing impressions, 2010
Antanas Gerlikas

Untitled, 2009-2010
Ola Vasiljeva
shoes, button
Two objects taken from the artist’s other projects.
The first one is the shoes that have “walked” over
here from Ola’s project Against nature. This pair
had been manufactured by the royal footwear factory
in Great Britain from the fabric designed by the artist
herself. The other work is a button with the “Ship
of Fools” motif, bought on eBay for the artist’s
upcoming project based on Cesare Lombroso’s book
Man of Genius (1889). In the latter, the renowned
Italian positivist criminologist argues that the genius
is an inherited form of insanity. The “Ship of Fools”
as a sailing asylum is a double heterotopia – the
ship as a placeless place and the asylum as a closed
space designed for isolating and disciplining the
former citizens rejected by the society. Jose Barchilon
discusses the “Ship of Fools” allegory in his introduction to Michel Foucault’s Madness and Civilization:
“Renaissance men developed a delightful, yet horrible way of dealing with their mad denizens: they
were put on a ship and entrusted to mariners because
folly, water, and sea, as everyone then “knew”,
had an affinity for each other. Thus, “Ship of Fools”
crisscrossed the sea and canals of Europe with
their comic and pathetic cargo of souls. Some of
them found pleasure and even a cure in the changing
surroundings, in the isolation of being cast off,
while others withdrew further, became worse, or died
alone and away from their families. The cities and
villages which had thus rid themselves of their
crazed and crazy, could now take pleasure in watching the exciting sideshow when a ship full of foreign
lunatics would dock at their harbors.”

Sea water in a bottle (from the series Secondhand shoes: the name of the sun is yellow), 2010
Martijn In‘t Veld
water from the nearest sea, plastic bottle
The bottle brings up associations with a message in
a bottle found in the sea. In this way, it is both a
container of a certain field where various forces
interact with each other (the ocean, in this case) and
a (found) object within this field itself which these
different forces influence.

Participating artists, in order of appearance in the
project: Goda Budvytytė, Kevin Killian, Falke Pisano,
Adam Putnam, Aaron Schuster, Alex Cecchetti,
Marco Belfiore, Juozas Laivys and Darius Mikšys,
Benoit Maire, Gintaras Didžiapetris, Jesse Ash,
Patricia Esquivias, Yi-Ping Hou.
Curators of the book: Valentinas Klimašauskas
and Raimundas Malašauskas.
Designer: Joe Miceli
This book of collaborations titled The Calendar
(working title) was being compiled according to the
palindrome principle – each month, two more
participants joined the project and further developed
their predecessors’ ideas, keywords and references
in a completely free associative manner. At some
point in 2008, The Calendar became an unrealised
project, yet managed to spawn at least two palindromic parallel narratives. During the present exhibition, two new works were added to the project:
Antanas Gerlikas’ Racing impressions and Martijn
In‘t Veld’s A selection of bookmarks and other
small stories.
The readers are welcome to become the book’s
editors and create their personal versions of the
book, reassembling the artists’ contributions in their
own way.

The work might thus suggest that this field of forces
is not only exterior to the placeholder (object, being,
etc.), but is also at work within.
Of course, the ocean, with its waves and currents,
can be read as a metaphor for other fields, like
the city where one can encounter, for instance, some
“found objects”, as well as an art context like an
exhibition space, where different force fields interact
with each other.

A selection of bookmarks and other
small stories, 2010
Martijn In‘t Veld

Untitled, 2009
Elena Narbutaitė
wooden box (19x30x10 cm), plastic glass,
paper, buttons

Untitled (Study for the flowerpot), 2009
Liudvikas Buklys

The football fans photographed by an unknown KGB
agent at the Žalgiris stadium became one of the
first spectators who, unknowingly, had turned into
participants of an event invisible to us and a process
undisclosed to them.

Untitled, 2009
Goda Budvytytė

A ghostly outline fills the bottom portion of a wine
glass. It sits motionless, with only a few accumulated
air bubbles on its surface to provide shape. Scanning
the glass, one looks for hints that will give away an
explanation of what phenomenon has given rise to
the appearance of a splice – dimensionally. The water
is foggy from the remnant of its past artificiality. A
pale yellow hovers over it, its centre, or origin, being
a ghost gummy.

It would seem that the phantom gummy bear has
this “F-A-A-A-Scinating” quality, but in this case it’s
the saving grace of the work. The principal quality
of the piece that first intrigued me was how easily the
materiality of a commonplace object had seemingly
lost its physicality.
The gummy has ceased to be solid, but also can’t be
characterised as a liquid. It lacks a material state
and is thus out of equilibrium. It is this position it elucidates. The gummy carries with it a lackadaisical
attitude when it comes to production. One thing leads
to another, and at which point do we squeeze out
the work? It may well be that the work is only finished
when the mould builds up, and one is forced to flush
away one’s gesture and start over.

Allusion to an object in the place of
an illusion, 2010
Nicolas Matranga
In this photograph we see a park bench with a view
opening to a sculpture. The sculpture is a movie
prop, or, more precisely, an object taken out of a movie.
The mentioned sculpture is an incised and slightly
bent twig – in this way, an optical illusion is created,
so that the twig appears to be half immersed in water.
Matthew Post has written a short text on the film, or
maybe has even seen it, but the film hasn’t been made.

Post Brothers

Gummy: Where Do Ideas Come From?

It may be asked: what is the potential of such an act?
An act that can be seen as a mere gesture of childhood fascination. This naïve aspect, however, saves
the piece from journeying into the territory of works
that have been described by Diedrich Diedrichsen
as “Mister Spock Art”. In his recent article on the
Venice Biennale in Artforum, , Diedrichsen puts forth
a diagnosis of a method exploited by a group of
contemporary artists: “...one does often encounter
a variant: Mr. Spock art. According to its principles,
the artist presents the audience first with an amazing
riddle and then with a calculated solution, notable
for its lack of ambiguity, which will make everyone
say, ‘F-A-A-A-Scinating!’” This position of “Spock art”
may well have been where the ghostly gummy lay.

date unknown, anonymous author (LSSR
State Security Committee, Vilnius city department)

A young girl skips towards a stream. She stops and
bends down, reaching for a fallen twig. She examines the twig and attentively places it diagonally in
the water. The twig appears broken, a prime example
of the refraction of light. Light moving from thin
air into water slows (and the light wave bends) as it
passes into this denser material. Reflecting off
objects underwater, the light travels back through
the water, re-emerging in the open air. At each
junction, it has bent a bit more. By the time it reaches the eyes, the light is seriously off course. Once
the bent rays reach the eye, the eye traces them back
as straight lines (lines of sight). The lines of sight
intersect at a higher position than where the actual
rays originated. This causes the twig to appear
higher and the water to appear shallower than it
really is, fragmenting the twig while displacing the
surface of the stream. In a mysterious video interview,
Abstract Expressionist Willem De Kooning queried
that when the stick appears broken in the water
it really is breaking. How appropriate that the master
of figure ground ambiguity would see the mutual
rupture caused by the penetration of the fluid media
as actually enacting a metaphysical break. And
why not? Is reality not derived from observable perceptions? Is paint not a liquid medium contingent
on its ability to reflect and refract waves of light?
And is film also not contingent on the registration
of reflected light onto a media, the movement of light
from one medium to another? The little girl’s demonstration inadvertently reveals the codetermination
of paint and film, the co-dependence of natural laws
and perceptual illusions. This complex collaboration, of the little girl and De Kooning, of the twig and
the surface of the water, of the temporal conversation of light as it travels at different speeds, of the
distinction between the perceived illusion and the
rational explanation, becomes a site of what Zizek
calls a “parallax gap,” the space between two points
which yields no synthesis. There is an irreducible
gap between the phenomenal experience of reality
and its scientific explanation; the illusion is of a
cohesive unity, an objective system that yields direct
empirical predictions, but in fact reality is bent,
it is fragmented by its very own physical operations.
Showing the inadequacy of traditional ontological dualities like “particle” and “wave” in the conceptualization of light, this moment when two mutually
exclusive properties commingle shows that the
rules that govern reality often produce an abstracted
crack, a deviation from the laws into more complex
quantum relations. The twig operates as a cipher
to break the surface of reality, thereby breaking the
figure. The little girl’s innocent display shows
an unadulterated potential of resolving this paradox,
how breaking the twig can yield a more complex
understanding of the twig itself. Animators, faced
with the inability to replicate movement from stroboscopic photographs, learned that they needed to
“break the joint” of their characters: in order to replicate the real one must surpass the physical rules
and bring motions to their extremist appearance. The
suspension of disbelief necessary to account for
the twig’s fragmentation is similar to the mechanisms
of cinema that makes one believe that fragmented
still images can coalesce into a linear narrative. The
twig and the film are both being “cut,” both registering disjointed temporalities. Just as the different
rays of light bouncing from the displaced twig
arrive to the eye transformed and at different times,
this experiment indicates a severing of history, a
break between the event and its reception and allows
for a cohesion that accounts for history as “time
out of joint.”

Unidentified work from Raimundas
Malašauskas’ collection, 2009
gummy bear, Qantas airlines cup, water

Nicolas Matranga

To Barbora on Vokiečių street, 2007
Juozas Laivys
video

Barbora Radvilaitė, 2nd half of the 20 th century, Jan Matejko

Juozas Laivys recites his poem to Vladas Vildžiūnas’
sculpture dedicated to Barbora Radvilaitė (1986),
asking her to go with him.
Vestibule of the Museum of Antiquities at the
Vilnius Public Library, early 20 th century,
Stanisław Filibert Fleury

Untitled, 2010
Antanas Dombrovskij
Assemblage made from postwar posters
depicting agriculture pests, disguised on CAC’s
bulletin board in the lobby

The imprint of hand by Peter I in cast iron
From his early childhood, Peter I The Great (16721725) took more interest in ships and their construction than the usual flow of life at the royal court;
he had been working as a common workman in
Dutch and English shipyards. On Peter I’s initiative,
the capital of the Russian state was moved to the
new city founded by him on the coast of the Baltic
Sea, while the latter was connected with the Black
Sea by shipways. It is sometimes speculated that
Peter I’s last dream was fulfilled just before his
death: a “secret ship”, the prototype of a submarine,
was constructed.

Ninety, 2008
Gintaras Didžiapetris
signs on the showcase’s windows
These abstract logos are meant to be borrowed from
language already existing in magazines and newspapers that are no longer published. They can make
your most favorite new meaning and turn it into
motto for the town.

A fragment of the transatlantic cable
“The exposition featured no objects that symbolised
technical progress. The only exception was a piece
of electric cable from the telegraph connection
between England and America, donated by Bolesław
Lopacinski. The only intriguing thing about this
odd exhibit, marking the advent of the new communication era, is that, like most items, it was included
in the display without any comments. Thus, it is
highly likely that an uninformed visitor of the Empire’s
peripheral museum would ask him or herself certain
tricky questions: how had the cable been connecting such distant countries, and how did the telegraph work now, with a part of it lying in the cabinet
of the Museum of Antiquities. In reality, the first
intercontinental communication channel across the
Atlantic Ocean had been opened in 1958. This unbelievable engineering project radically decreased
the lag of information exchange between England
and the USA – while correspondence would reach the
addressee in a week when shipped, it took only
several minutes to transfer information via the cable.
Unfortunately, after eleven weeks the cable’s protective layer had been damaged, and the connection
had been lost for eight years, until the new cable
was laid in 1866. It remains a puzzling mystery, however, where Lopacinski had gotten this fragment,
which he donated to the museum back in 1862, from.”
From Margarita Matulytė, Exotics in collection of the
Vilnius Museum of Antiquities, in: Culturology,
11/2004.

Liquid visibly falling into a transparent
container. The Inktubators effect by Stanley Collins
(1914). Half-way closure with painted substitute
recipe by Jennifer Teets.

Sale contract, 2009
2EASY fashion
This is a contract authenticating the sale of a work
titled We are here for a good time, not a long time,
one part of which is the tattoo ink in the skin of this
artist duo’s hands.

The exhibition is dedicated to Horace Goldin (18731939), a resident of Vilnius, who popularised the
“woman sawed in half” illusion. Following a similar
logic of illusion construction, this exhibition seeks to
realize the illusion of an exhibition divided into
separate parts.

