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18 val. Parodos atidarymas

19 val. ,,Slavs and Tatars“ paskaita-
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9 September
12 pm Guided sour of the exchibition
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Guided tour of the exchibition with
curator Monika Lipsic
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Slavs and Tatars

Is liipy ; lispas
Mouth to Mouth

SMC/CAC, Vilnius, 2017



~Slavs and Tatars”
yraistorijy pasakotojai

Mola Nasredinas,
antimodernusis
Stiklo pluostas,
lakiniai daZai,
plienas, 157 x 165
x 88 cm, 2012.

Menininky kolektyvas ,,Slavs and Tatars“ (liet. Slavai ir totoriai) yra istorijy pasako-
tojai. Jy kariniuose randame ekscentrigkas ir paslaptingas figlras, tolimus krastus
ir artimus ritualus, paZjstamus ir mjslingus objektus, politines ir religines kovas,
kilnias idéjas ir ne tokias kilnias kroniky istorijas.! Kolektyvas ,Slavs and Tatars®,
prie$ deSimtmet] susikires kaip Eurazijos regiona nagrinéjanti skaitymy grupé,
savo pradZios istorija pasakoja taip:

»Po vardu, kolektyvu arba tapatybe daZnai slypi paini istorija. Tadiau ja pasa-
kodami galime atverti didZiule idéjy, Zmogiskyjy rysiy ir politiniy judéjimy
jvairove. Pavadinimas ,Slavs“ gimé i§ etninés slavés ir ne slavo, kalbéjusio
rusi$kai, meilés istorijos. Ilgainiui romanas baigési, bet kolaboracija tgsési
pilnu tempu, kadangi abi pusés jauté tam tikra intelektualing, lingvisting ir
emocing trauka vakarinéms, bet gaiviai rytietiSkoms tautoms. Nusprendéme
pasivadinti ,Slavs®, sickdami iSpirkti neabejotinai subjektyviy aistry, minties
procesy ir elgesio modeliy jvairove, slypinéia vienos i§ didZiausiy Europos
etniniy ir lingvistiniy grupiy Serdyje. Kol tikrieji slavai vis labiau greZiasi |
vakarus, mes branginame, glaudZiame ir atitaisome jy rytietiska palikima.
Mes ripinamés asmenine i$sklidusio ir apgulty atsidGrusio paveldo inter-
pretacija. Masy draugai buvo skeptiski. Ar tai reakcingas Suolis atgal j kit
era? Masy $eimos susirtpino. Ar tikrai jmanoma rasti bendra tokios jvairios
tauty grupés pavelda? Ka bendra turi auk$tuomeniska Slovénija ir létesné,
kruopstesné Slovakija? Kaip dazniausiai ir blina, problema slypéjo siekiuose:
tarp to, kuo norime buti, ir to, kuo visada busime. Slavai Zino, kaip siekti
pirmojo, nespjaunant j antrgjj.“?

Per savo veiklos de§imtmetj menininkai sukaré astuonis kariniy ciklus. Kiekvienam
i$ jy buvo skiriami keli akademiniy ir lauko tyrimy metai, virte daugybe knygy,



parody, skulptiry, instaliacijy ir performatyviy paskaity. Kaip tikri bibliofilai, ver-
tima — ne tik kalby, bet ir tradicijy bei amaty - jie daZnai keiéia naujy posakiy
karimu. Sinkretiskas ir daugybe tapatybiy apjungiantis menininky kolektyvas savo
karyba yra pristatgs daugelyje svarbiy kultGriniy institucijy, tarp ju: Modernaus
meno muziejus Niujorke, ,Hamburger Bahnhof“ Berlyne, ,Tate Modern“ Londone
ir kitos. Naujausia paroda ,I3 lapy j lapas” yra keliaujanti lig§ioling menininky ka-
ryba apZvelgianti paroda, kaskart pritaikoma vietos kontekstui: Siuolaikinio meno
centrui ,Zamek Ujazdowski” Var§uvoje, parody erdvei ,SALT Galata“ Stambule,
,Pejman® fundacijai Teherane, Siuolaikinio meno centrui Vilniuje ir Siuolaikinio
meno muziejui Belgrade.

Tarpregioninj ir antimodernistinj kolektyvo veiklos spektra jkanija Molos Nas-
redino, sufijy i$minciaus-kvailio figlra, sutinkama nuo Balkany iki Kinijos plytin-
Cio regiono folkloriniuose pasakojimuose. Mitiniu i$minties indu virtgs istorinis
veikéjas Nasredinas ir $iandien yra alegorijy, anekdoty ir linksmy istorijy 3altinis
kasdieniame persy, albany, armény, kurdy, serby, rumuny ir kity kultdry atstovy
gyvenime. Mola Nasredinas joja ant arklio atbulomis. Tokia padétis tapo ir ,Slavs
and Tatars“ pasauléZiGros modeliu: judéjimu | ateitj, tyrinéjant praeitj ir atgaivi-
nant turtingas i$mintingos kvailybés tradicijas.

Monika Lipsic:  Kodél save vadinate antimodernistais?

Slavs and Tatars: Terming ,antimodernistas“ skolinamés i§ Kolumbijos universiteto
ir Prancizijos kolegijos ParyZiuje profesoriaus Antoine’o Compagnono XIX-XX a.
literataros tyrimy. Savo knygoje ,Antimodernistai“ Compagnonas tikra modern-
ista apibrézia kaip turintj konfliktiska santykj su ikimodernizmo laikotarpiu. Sar-
tre’as, kaip Zinoma, Baudelaire’s aprasé kaip keliaujantj j ateitj, bet nenuleidZiantj
akiy nuo galinio vaizdo veidrodélio. Mes taip pat skeptiskai vertiname didmeninj
modernistiniy idéjy importa.

ML:  Ne karta esate isreiske tam tikrg pasipiktinima universitetais, kurie, nepai-
sant geografinés padéties, seka ta paéia minties mokykla. Ar tai tiesa? Nejaugi néra
alternatyvy? Kokios galéty buti kitokios minties mokyklos?

ST:  Kaip Zinome, istorija daZniausiai — per daznai — rado nugalétojai. Tai lie¢ia
ir akademing bendruomene. Net ir itin kritiko ar radikalaus mastymo jvaizdj
palaikantys universitetai yra labai konservatyvas, jsikib¢ dekarti$kosios mastymo
tradicijos arba mokslinio redukcionizmo. Skirtis tarp emocinés ir analitinés minties
visikai nebatina. Yra daugybé pavyzdZiy, kai jos abi sugyvena: nuo XII a. mistiko
Suhrawardi® iki XVIII a. fideisto Hamanno* idéjy.

ML:  Fideizmas teigia, kad tam tikros tiesos gali buti uz¢iuoptos tik aplenkiant
racionalia mintj ir pasikliaujant tikéjimu, tiesa? Pasvarstymai ir studijos religijos ir



sekuliarizmo tema vis iSnyra ,,Slavs and Tatars“ darbuose. Antireliginiai misy eros
tabu, rodos, atmeta bet kokj tikéjimo vaidmenj, netgi tai, kad daugybé svarbiy
istoriniy jvykiy buvo tampriai susij¢ su religiniais judéjimais: induizmas, Mahatma
Gandhis ir Indijos nepriklausomybés judéjimas, Martinas Liuteris Kingas, amerikie-
tiSkasis baptizmas ir afroamerikieciy pilietiniy teisiy judéjimas, Lenkijos ,Solidaru-
mas“ ir krik§Cionybé, Irano revoliucija ir politinis islamas.

ST:  Mes esame maksimalistai — nematome jokios prieZasties rinktis tarp anali-
tinés ir emocinés minties, tarp pasaulietiSkumo ir $§ventumo. Privalome sugebéti
paZinti kitais organais nei tik smegenys — tebtUnie tai nosis, $irdis arba oda.

ML:  Parodos Vilniuje adis — kariniy ciklas ,Rauginta politika“. Parodoje prike-
liama Vilniaus universiteto Subravey (,Nenaudéliy®) draugijos istorija. Kaip jas
atradote $ig, dabar jau uzmirsta, XIX a. Vilniaus $vietéjiska draugija? Kaip Zinoma,
Adomas Mickevicius, viena i$ jy kritikavo $iais ZodZiais: ,Kiekvienas puikiai Zino,
kad esi atsiskyrélis. Netgi sako, kad peréjai | mahometony tikéjima, ir a$ bijau, kad
tai gali buti tiesa. Kaip bebuty, turbit esi nepakaltinamas. Gal tai tik genetinis tra-
kumas - a$ jtariu, kad kai tavo motina laukési, ji uztiko Hogartho piesiniy albuma.
Jijy prisiziaréjo ir todél dabar tu viska matai karikatariskai.

ST:  Taip, tai yra patriotinio patoso pavyzdys. Gal kiek negailestinga buty taip
daryti, bet galima nubréZti linija nuo Mickevidiaus iki pat dabartinés Lenkijos PiS
vyriausybés. Supaprastintas ir homogeniskas Mickeviciaus tapatybés ir tautiSkumo
supratimas Lenkijoje tapo jprastu XIX a. ir isliko iki dabar. Siandien Mickevicius
bty vienas ty vadinamyjy ,liberaly®, putojanéiy dél islamizmo arba Rusijos kisi-
mosi | rinkimus.

Subravey draugija mus sudomino prie$ kelerius metus, kai tyrinéjome len-
kiskajj orientalizma. Kuo daugiau apie juos skaitéme, tuo labiau mums patiko jy
i$sakyta Mickeviciaus, lenkisko patriotizmo ir romantisky tévynés idéjy kritika.
Siandien tai yra ypa& aktualu.

ML:  Savo kariniuose jus apzvelgiate daug temy, kuriomis visuomenéje svarbu
diskutuoti atvirai. AS, kaip kuratore, ir SMC, kaip institucija, naudojamés jasy
praktika, kad $iuos klausimus iliustruotume ir apie juos prabiltume. Kaip jis su-
prantate savo vaidmen; $ioje situacijoje?

ST:  Vilnius yra jdomus daugiataudio ir daugiakonfesinio miesto pavyzdys, jame
konfliktas buvo neatskiriama, bet produktyvi gyvenimo dalis. Nuo pat ty laiky, kai
jis XVII a. turéjo galios sosto statusg iki jo ribinés pozicijos SSRS, Vilnius yra vienas
i$ daugelio pavyzdziy, kai parastés ir pakrasciai tampa jdomesni nei centras. Mes
dZiaugiamés, kai mus instrumentalizuoja - tai vienas i§ daugelio reikalavimy masy
darbui. Mes tikime kaupimu ir jvairove. Jei muziejai naudojasi masy kariniais tam



tikriems pasakojimams sukurti, tai dar nereiSkia, kad patys kiriniai praranda taku-
ma ir ,nusistovi“. PrieSingai, tai tik stiprina jy valentinguma.

ML: Turint omenyje jasy apsibréZta regiona ,nuo Berlyno sienos ryty iki Di-
dziosios kiny sienos vakary® ir daugybe naudojamy nuorody j skirtingas kalbines,
politines, religines bei amato kultGras, kaip jis atremiate kritika, kad galbat i$nau-
dojate kitas kultaras?

ST:  ,Namuose mes né kiek ne maZiau pasimete nei uz jy riby. Mes — ne kla-
jokliai. Musy $aknys driekiasi Siek tiek per placiai. Be to, vietos misy galvose ir
Sirdyse daznai neatpazjsta ty, kurios yra Zemélapiuose, ir atvirkiciai. Mes esame
motinos plaukai, j visas puses tempiami daugybés jos vaiky. Skauda, bet kaip Joh-
nas Cougaras kadaise dainavo, labai maloniai skauda. Salis, kuria vadiname namais,
$alis, kurig vadinome namais, ir $alis, kuria svajojame vadinti namais, yra trys atski-
ros ir skirtingos vietos. Tai produktyvios Sizofrenijos rezultatas: esame visose jose
vienu metu ir §is jausmas yra kerintis, taciau jj gesina létas, i$blaivantis skausmas,
nes niekada iki galo nebiiname tik vienoje jy.“?

ML:  Ar tai dainos Zodziai? Kokia graudi, saldZiai karti istorija.

»Slavs and Tatars“ yra ,polemikos ir intymiy smulkmeny frakcija®, pasventusi savo vei-
klg teritorijai, plytinciai tarp rytinés Berlyno sienos ir vakarines DidZiosios kiny sienos,
dar Zinomai Euragijos vardu. Kolektyvo kiiryba apima jvairias medijas ir disciplinas
bei platy aukstyjy ir Zemyjy kultiriniy registry spektryg. ,Slavs and Tatars” praktikg
sudaro trys pagrindinés veiklos: parodos, publikacijos ir paskaitos-performansai.

1 [§ Pablo Larios jzangos monografijai ,Slavs and Tatars®, red. Pablo Larios, Londonas:
Koenig Books, 2017.

2 [3trauka i§ ,Slavs and Tatars“ karinio ,The Slavs“, publikuoto Zurnale ,032¢", nr. 11,
2006. Tai buvo pirmasis kolektyvo karinys.

3 ,Shahab ad-Din“ Yahya ibn Habash Suhrawardi (1154-1191) - persy filosofas, jkares
Irano iliuminizmo mokykla, svarbia islamiSkos filosofijos ir misticizmo mokykla, besiré-
musig zoroastrizmo ir Platono idéjomis.

4 Johannas Georgas Hamannas (1730-1788) - fideistas, Apsvietos idéjoms oponaves
filosofas, save vadings ,visiskai pasimetusiu®. Jis buvo geras Imanuelio Kanto draugas ir

kartligiskai bei karybingai pasisaké prie§ Ap$vietos ambicijas.

5 I Adomo Mickevitiaus laiko Subravey draugijos nariui Jézefui Sekowskiui.



Ofsetiné spauda, auksinis
chromolux popierius, 6
68.5 x 48 cm, 2016

Offset print on
chromolux gold paper,
68,5 x 48 cm

Traky agurkas
(Ogorek Trocki)

Ogorek Trocki

Savo cukringumu garséjes Traky agurkas, kaip ir nurodo jo pavadinimas, yra ki-
les i§ Traky. | Baltijos 3alis ir Lenkija jj atvezé Krymo karaimai, kartu su totoriais
atsikraustg Vytauto DidZiojo laikais. ,Slavs and Tatars® siGlo prikelti prie§ keturis
§imtus mety garséjusia agurky rasj, deja, nebeislikusia po Antrojo pasaulinio karo.

The Trakai cucumber, famed for its high-sugar content, hails from the city of the
same name in Lithuania. Brought to the Baltics and Poland by Crimean Karaites,
who emigrated with the Tatars during the era of Vytautas the Great, Slavs and
Tatars call for the rescue of the 400 year old cucumber, which sadly didn’t survive
the Second World War.



stiklas, 124 x 78.5 x
40 cm, 2016

Plienas, medis, daZai, 7

Steel, wood, paint, »
glass, 124 x 78.5 x
40 cm, 2016

AN
Grindinio proza:

Jezyk lata jak topata

Pavement Prose: Jezyk lata jak topata

Kastuvas — pagrindiné Subravcy draugijos emblemos figiira, parodijuojanti raga-
niskai juo jojancios bajorijos parazitiskuma. Savo leidinyje ,Wiadomoéci Brukowe®
(liet. Grindinio naujienos) §i draugija kritikavo jmantrig XIX a. Lenkijos romantiz-
mo kalba. Karinyje ,Grindinio proza“ kastuvas virsta lenktu baro staliuku, aplink
kurj atsiri§a liezuviai ir iSkasami istorijos skeletai. Lenkiskas posakis galéty bati
veréiamas kaip ,lieZuviu lopomas kelias“.

The shovel, as the centrepiece of the Towarzystwo Szubrawcéw logo, is used to
parody the parasitism of the nobility who ride it like a witch. The Towarzyst-
wo Szubrawcdw ridiculed the fancy language of Polish 19* century romanticism
through its journal Wiadomosci Brukowe (eng. Pavement News). Pavement Prose
reimagines the piece as a languid bar table, where tongues let loose and proverbial
skeletons of history are excavated. The Polish phrase could be translated as “a
pavement patched up by a tongue”.



8
Ezan Cilginnnnnlari

I§ visy ,katastrofiky pergaliy®, Zyméjusiy turky kalbos revoliucija, Zinoma kaip
»Dil Devrimi“, kvietimo maldai — azano - tradiciskai atliekamo tik araby kalba,
vertimas | turky kalba, ko gero, buvo kontraversiskiausia. Priverstinai jvestas 1932-
1950 m. ir tapgs vienintele i§ svarbiy reformy, kuri véliau buvo at$aukta, turkiskas
azanas buvo vienas bandymy apibrézti turkiska tapatybe kaip atskirag nuo islamo,
bet drauge, galbut, iSliekancia jo dalimi. Mazy maziausiai, ZodZio ,Allah® virtimas
JTanri®, ikiislaminiu, $amanistiniu terminu, problematizuoja pagrindinj tikéjimo
principa — Dievo unikaluma.

Pristatydami §j darba pirma karta po 8-osios Berlyno bienalés, kuriai jis buvo
sukurtas, menininkai nusprendé prisiminti §j istorijos epizoda. Kartu su Jace‘u
Klaytonu, dar Zinomu D] Rupture pseudonimu, jie jrasé turkiska kvietima maldai
WNocaloid™“ programa ir taip suklGré kompiuteriu sugeneruota akapelinj kvieti-
ma arba skanduotg. Du milZziniski garsiakalbiai, sudéti tradicinio $ventyjy knygy
stovo forma, kvieéia lankytojus prisésti, prigulti, atsipalaiduoti ir priimti vertima
kaip lingvistinio svetingumo forma, vienu metu ir suteikiama, ir atimamga. ,Ezan
Cilginlar“ - paZzodZiui, ,maldai kvieéiantys pamiséliai“ — yra terminas, kuriuo va-
dinti atmetusieji jstatymigkai jtvirtinta turki$ka azana. Protestuodami jie lipdavo |
minaretus ir atlikdavo kvietima maldai araby kalba.

Amidst the ‘catastrophic success’ that was the Turkish language revolution
or Dil Devrimi, the Turkish translation of the call to prayer, or ezan, traditionally
in Arabic was perhaps the most controversial of all. Enforced from 1932 to 1950,
and the only significant reform to be reversed, the Turkish call to prayer was
yet another attempt to define Turkish identity apart from Islam but perhaps also
within it. For starters, translating Allabh to Tanrz, problematises the very central
tenet of the faith—the unicity of God (#awhid) - through the use of a pre-Islamic,
shamanist term.

Exhibited for the first time since its debut at the 8 Berlin Biennale, the artists
decided to revisit this particular episode through an unwieldy re-staging of the
ezan. In collaboration with Jace Clayton aka DJ Rupture, they recorded the Turk-
ish call to prayer with Vocaloid™ for an entirely computer-generated, a cappella
summons or chant. Two outsized speakers set up in the form of a rahlé (a stand
for holy books) invite visitors to sit, lie down, relax and consider translation as a
form of linguistic hospitality, both granted and denied. Ezan Cilginlar: —literally,
the ‘call-to-prayer crazies’— was the term used for those who defied the author-
ities’ enforcement of the Turkish ezan by climbing minarets and performing the
call to prayer in its original Arabic.



Migri technika, garsas,
750 x 900 x 100 cm, 2014

Steel, wood, sound system,
100 x 900 x 750 cm, 2014



Vilnos pluostas,

200 x 300 cm, 2016 1 0
Woolen yarn,

200 x 300 cm, 2016

Ponas Krienas
(Pan Chrzan)

Pan Chrzan

Pan Chrzan yra pagrindinis naujo ,,Slavs and Tatars® kuriniy ciklo ,Rauginta politi-
ka“ veikéjas. Krienas, daugiasalé prieskoniné $aknis, kilusi i§ Ryty Europos ir Vaka-
ry Azijos, yra puikus prieSprieSinés dinamikos, traukos ir pasibjauréjimo — batiny
norint pergalvoti ir atsisakyti supaprastinanéio bei konfrontacinio misy amZiui
budingo mastymo — pavyzdys. Prie§ dvinariskuma sukylantis Pan Chrzan - dvigal-
vis antropomorfiskas krienas — turi su galva besikalbancia uodega, ir taip iskreipia
Apsvietos mastymo dualizma.

Pan Chrzan is the main hero of Slavs and Tatars’ recent body of work on Pickle
Politics. A transnational root indigenous to Eastern Europe and Western Asia, the
horseradish best exemplifies the push and pull, the attraction and repulsion nec-
essary to reconsider and move beyond the reductive and confrontational thinking
of our age. Railing against binaries, Pan Chrzan - a two headed anthropomorphic
horseradish—features a tail which speaks to its head, perverting the dualism of
Enlightenment thinking.



UV spauda, PVC
plastikas, plienas, 1 1
195 x 70 cm, 2016

UV print, PVC, steel,
195 x 70 cm, 2016

Plaktukas ir spenelis

Hammer and Nipple

Tiek Siaurés Amerikoje, tiek Europoje, Artimuosiuose Rytuose ar Azijoje mes vis
labiau rGgstame nuo galios. ,Plaktukas ir spenelis nusitaiko j motinos ir tévo
vaidmenj, kuriuos prisiima vyriausybés. Tekstas verdiamas mazdaug taip: ,Galios
korupcija suraugia gimtinés piena: kefyras teka i$ jos kraty“.

Whether in North America, Europe, the Middle East or Asia, we are increasingly
sour on power. Hammer and Nipple takes aim squarely at the maternal and pater-
nal role governments claim to embody. The text reads roughly: “Soured rule, no
mother’s best / Curd milk oozing from its breast”.



Silkografija,

poliruotas plienas, 1 2
78 x 200 cm, 2016

Screen print on

polished steel,
78 x 200 cm, 2016

Spyga

Figa

Nepadorus turky ir slavy kultiroms paZjstamas gestas — Spyga — yra menininky
zavéjimosi raugintais produktais dalis ir simbolizuoja kandy ,Slavs and Tatars®
poziurj | politika, besiremianéia prieSybiy ,mes arba jie“ dvinariSkumu. Kariniy
ciklu ,Rauginta politika“ tyrinéjamos fermentacijos praktikos ir simboliai, kuriy
pagalba, pasitelkiant supuvusio, sugadinto ir surtigusio sagvokas, konstruojami po-
litiniai argumentai.

An obscene hand gesture specific to Turkic and Slavic cultures - figa — is part of
the artists’ fascination with pickles and expresses Slavs and Tatars’ own acerbic re-
gard for any politics based on the oppositional binary of us-versus-them. The cycle
Pickle Politics looks to the practices and symbolism of fermentation, constructing a
political argument using notions of the rotten, the spoiled, and the soured.



Drozinétas medis,
siuvinétas Silkas ir
medvilné, medinis

stovas rahlé,
30 x 40 x 15 cm, 2012

Wood etching, needle-
work silk and cotton
cloth, wooden rahle,
30 x 40 x 15 cm, 2012

Brangusis brangiajam

The Dear for the Dear

Pasak senos egiptieciy patarlés, ,gyvenimas yra kaip agurkas: viena dieng rankoj,
kita — subingj“.

According to an Egyptian proverb, “life is like a cucumber: one day in your hand,
the next day in your ass”.



ioumuots 14
64 x 91cm, 2016
Sestadienis

Saturday

Vacuum-formed
plastic, acrylic
paint, 64 x 91cm,
2016

Mavovyticoio
B s sy

Keletas ,manumissio“ — vergus i$laisvinanéiy rasty (3is Zodis abiejose karinio pu-
sése paraSytas hebrajy ir graiky kalbomis) — buvo rasti Krymo teritorijoje. Pagal
hebrajy Biblija, vergai, nepaisant jy kilmés, darbo kokybés ir praeities, turéjo bati
i§laisvinami septintaisiais, t. y. $eStadienio arba Sabo metais, po SeSeriy mety dar-
bo. Turint omenyje visais amZiais trukusias Zydy kovas, nuo Egzodo iki pogromy
ir diasporos, tai buvo gana progresyvus, netgi kilnus, Zydy poZitris j ginéyting
klausima, ypa¢ lyginant su jy amzininky krik$¢ioniy ir musulmony poziariu.

,Sestadienis® yra pirmasis serijos apie Kryma ir ¥ydus karaimus karinys. Joje,
tyrinéjant liturgines tradicijas ir pasaulieti$ka Zmogaus teisiy kova, aptariami galios
ir tapatybés klausimai.

Several manumissio — an act or document freeing a slave (the term features on both
sides of the work in Hebrew and Greek) - have been found in Crimea. According
to the Hebrew bible, slaves were to be freed in the seventh year, aka the Saturday
or Shabbat year, after six years of labour, regardless of their origin, performance
and profile. Given the struggle of Jews throughout history, from the Exodus to po-
groms to diaspora, this was a rather progressive if not generous approach to a con-
tentious issue especially compared with their Christian and Muslim contemporaries.

Saturday is the first in a series of new works on the Crimea and Karaite Jews.
It speaks to issues of power and identity, through both liturgic traditions and the
secular struggle of human rights.



Kviediai, medvilné,

plyta, 25 x 45 x 15
35 cm, 2011
Wheat, cotton,

brick, 25 x 45 x
35 cm, 2011

Kvieciy mula

Wheat Mollah

»Kvieéiy mula® nurodo | kairiyjy paZiGry Irano revoliucijos $aknis ir i$ryskina pir-
maprade kvieCio-maitintojo simbolika, atpaZjstama ir SSRS, ir ,Hezbollah“ herbuose.
Tai antrojo menininky kariniy ciklo ,Tauty draugysté: lenky Siity Soubiznis® dalis — ne-
itikimo bendro Lenkijos ir Irano ekonominio, kulttrinio ir politinio palikimo tyrimas.

Galima teigti, kad, jkinydamas ir viena pagrindiniy maisto produkty — duona,
ir ideologinj socializmo simbolj, kvietys turi Sventa, beveik atavisting aura, ir ne
tik slaviskose $alyse. Nejtikéting kviedio savybe sujungti tai, kas i§ paZiGros yra
nepalyginama - komunizmga ir islama - galima i$vysti netgi Islamo revoliucijos
gvardijos emblemoje: joje i§ rezistencijos kovotojo rankovés, praaugdamas iskelta
Kalagnikovo automats, dygsta kviecio stiebas.

A nod to the leftist roots of the Iranian Revolution, Wheat Mollah emphasises
wheat’s primordial symbol as nourishment all the way to the crest of the USSR or
Hezbollah. It forms part of the artists’ second cycle of work, Friendship of Nations:
Polish Shi’ite Showbiz; an investigation of the unlikely shared heritage of Poland
and Iran’s economic, cultural and political histories.

From the basic building block of food - bread - to the ideological stand-in
for socialism, it could be argued that wheat emits a sacred, almost atavistic aura,
and not just in Slavic countries. Wheat’s rare ability to to combine the seemingly
incommensurate — communism and Islam - can even be found on the logo of
the Army of the Guardians of the Islamic Revolution, where a stalk of wheat sticks
out of a resistance fighter’s sleeve, above the Kalashnikov.



Stiklo pluostas, putos,

plienas 110 x 140 cm, 2012 1 6
Fibre-glass, foam, steel,

110 x 140 cm, 2012

Zemai kabant
(saldus kartumas)

Hanging Low (Bitter Sweet)

Karinyje ,Zemai kabant® Zemyn besidypsan&iomis surauktomis [Gpomis pagerbia-
mas prieStaringas santykis su atmintimi, pliuralizmu ir per gedéjima pasiekiamu
dZiaugsmu. J6zefas Wittlinas atsiminimy knygoje ,Mano Lvovas“ aprauda prarasta
tapatybiy, kalby ir giminysciy jvairove mieste, kuris kadaise buvo lenkigkas, ukrai-
nietiskas, rusidkas ir vokiskas. Drauge jis perspéja apie selektyvia, nors ZodZiais ir
neiSreiksta, atminties programa. RaSytojas kalba apie keista nudvitusiojo ir gatvés
vaikézo hibrida, apie i$mintj ir kretinizma, poezijg ir kasdienybg¢ kaip apie ypatin-
g3, neapibréziama — karéiai saldy - skonj.

Via the puckered lips of someone who smiles backwards, Hanging Low pays homage
to the conflicted relationship to memory, to pluralism and to joy through mourning.

Jézef Wittlin’s Mdj Lwéw (My Lvov) laments the loss of the plural identities,
languages, and affinities in a city that was once Polish, Ukrainian, Russian, and
German, and warns of memory’s selective, if unstated, agenda. He speaks of the
strange mix of the sublime and the street urchin, of wisdom and cretinism, of
poetry and the mundane - as a special indefinable taste: bitter-sweet.



Ranky darbo stiklas,

25 x 15 x 35 c¢m, 2014 1 7
Handblown glass,

25 x 15 x 35 cm, 2014

Kabo ir traukia
(skelta usnis)

Hung and Tart (split thistle)

Karinys ,Kabo ir traukia“ yra Sirdis, virstanti liezuviu. Tai chromosomy susijungi-
mas, trumpiausias kelias nuo simbolinés ir nuosirdZios kalbos uzsimezgimo iki jos
gimimo. Zod%iy Zaismas pavadinime vélgi nurodo j kalbos ir myléjimosi organy
gimininguma.

Hung and Tart features a heart that becomes a tongue, enacting a synapsis, or short
cut between the conception of speech, symbolic and sincere, and its delivery. The
wordplay of the title again alludes to the affinitiy between the organs of speech
and those of lovemaking.



Stiklo pluostas, plienas,

52 x 30 x 25 cm, 2012 1 8
Fibreglass, steel,

52 x 30 x 25 cm, 2012

Dunjas, Donyas, Dinias

Dunjas, Donyas, Dinias

Sena serby ir turky nesantaika iStirpsta karinyje ,Dunjas, Donyas, Dinias“. Serby
kalba cidonijos vaisius vadinasi ,dunja“. O daZnas motery groZio epitetas bei Zo-
dZio ,pasaulis“ bendravardis araby ir turky kalba — ,donya“.

Long-standing Serbo-Turkic enmities make peace in Dunjas, Donyas, and Dinias.
The Serbian word for the fruit quince is ‘dunja’; 2 common name given to women
as a symbol of beauty, as well as being the homonym of the word ‘world’ in Arabic
and Turkic: ‘donya’.



Ranky darbo stiklas, $viesos
instaliacija, medvilniniai laidai, 1 9
kintamas dydis, 2012

Hand-blown glass, bulbs and canvas
cables with electrical fixtures,
dimensions variable, 2012

Kvapnioji sugulove

The Fragrant Concubine

Mergaité Xian Fe (Iparhan), pagrobta i§ Uiglristano — vakariausio, musulmonisko
Kinijos regiono - ir kaip karaliaus Zmona jkalinta Qianlongo rimuose, paprasé j
jos kambarius atne$ti Hami meliony, kad Sie priminty jai namus. Xian Fe atsisaké
atiduoti savo nekaltybe ir uZ tai imperatorés motinos jsakymu buvo nuZudyta.
Hami melionus primenanéios $viesos pagerbia mergaités pasiprieSinima — atsisaky-
ma ,atiduoti vaisiy®.

Xian Fe (Iparhan), a girl kidnapped from Uyghuristan — China’s westernmost,
Muslim region — and forced to become a consort in the Qianlong court, request-
ed Hami melons to be delivered to her chambers to remind her of home. Xian
Fe never gave up her chastity and was murdered by the Empress Dowager for it.
The Hami melon lights remain switched on in honour of her resistance, in effect
“never giving up the fruit”.



Silkograﬁja, poliruotas plienas,
25 x 26 x 28 cm, 2016 20

Screenprint on polished steel,
25 x 26 x 28 cm, 2016

Qabaret

Qabaret

Alfabetai seka paskui imperijas: lotyniskasis raidynas seka Romos kataliky tikéjima,
arabiskasis — islamo ikilima, kirilica — stadiatikiy bazny¢ia ir, véliau, komuniz-
ma. Sekdami aistringa alfabetinés politikos istorija, menininkai karinyje ,Qabaret®
i$ryskina keleta nepavykusiy bandymy kirilizuoti garsus arba fonemas, ankséiau
neegzistavusias slavy kalbose.

The march of alphabets accompanies that of empires — Latin with that of Roman
Catholicism, Arabic with the rise of Islam, and Cyrillic with the Orthodox Church
and subsequently communism. Through a sultry story of alphabet politics, Qabarer
features some of the failed attempts to Cyrillicise sounds or phonemes that didn’t
exist previously in a Slavic language.



Knyga, dirbtiné akis,

mirkséjimo mechanizmas 21
su judesio jutikliu,

130 x 50 x 50 cm, 2013

Book, artificial eye,
blinking mechanism,
movement sensor,

130 x 50 x 50 cm, 2013
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Madame MMMorphologie

Madame MMMorphologie

»sMadame MMMorphologie® tesia ,Slavs and Tatars® gilinimasi | kalba kaip j emo-
cing, galbut netgi meilia, iSsivadavimo forma. ,Madame MMMorphologie® tiria
kalba, o konkreéiau — transliteracija, kaip politinio, seksualinio ir metafizinio pa-
siprie§inimo buda ir liudija sovietmedio politika tiurky kalby alfabeto atzvilgiu.
Merkdamas akj praeiviui, $is tomas taip pat patenkina kolektyving bibliofilija: tai
antropomorfinis ,Molla Nasredin“ leidimas, legendinis XX a. AzerbaidZano satyros
zurnalas, kurj skaité plati auditorija, gyvenanti nuo Maroko iki Indijos. Sis leidinys
nagrinéjo ly¢iy lygybés, edukacijos, kolonializmo bei modernybés integracijos isla-
mo kultiroje klausimus, kurie ir $iandien yra tokie pat aktualGs kaip prie§ §imtmetj,
kai pasirodé pirmasis Zurnalo numeris.

Madame MM Morphologie continues Slavs and Tatars’ interest in language as a form
of affective if not affectionate emancipation. Madame MMMorphologie investigates
language and namely transliteration as a form of political, sexual and metaphysical
resistance and bears witness to the alphabet politics of the Turkic languages under
Soviet rule. Winking at passersby, the tome also speaks to the collective’s biblio-
philia: an anthropomorphic edition of Molla Nasreddin, the legendary 20* century
Azerbaijani satire magazine read by an audience that stretched from Morocco to
India, and addressed issues such as gender equality, education, colonialism, and
[slam’s integration of modernity — all of which remain as relevant and pressing
today as when the magazine was first published a century ago.
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NepasiprieSinimo himnai

Hymns of No Resistance

Karinyje ,Nepasiprie$inimo himnai“ perzitrimos klasikinés ir kultinémis tapusios
popmuzikos dainos, atkreipiant démesj j DidZiosios Eurazijos teritoriniy ginly,
kalby ir geopolitikos temas. Michaelo Sembello dainos ,She’s a Maniac“ i§ fil-
mo ,Flashdance® adaptacija virsta ,She’s Armenian® — karjeros siekiandios $okéjos
kancias pakei¢ia diasporoje gyvenancios arménés patirtis. Tuo tarp ,Young Kurds®
- Rodo Stewarto ,Young Turks® parafrazé — pasakoja apie Massouda ir Shirin,
kurdy pora, siekiandius jtvirtinti savo tapatybe. ,Stuck in Ossetia with You” (ori-
ginalus karinys — grupés ,Stealers Wheel“ daina ,Stuck in the Middle with You®)
apzvelgia 2008 m. Rusijos ir Gruzijos konflikta. Kaip perradyti dainy ZodZiai keidia
salduma grieZtumu, taip kurdy ansamblio aranZuoté suteikia elegantiko orumo
kariniams, kuriuose paprastai burbuliuoja popsas. Kurdai, kuriy pasaulyje gyvena
nuo 20 iki 30 milijony, yra viena didZiausiy savo valstybés neturindiy tauty. Di-
dzioji jy istorijos dalis yra Zodiné, pasakojama per muzika.

Hymns of No Resistance features classic and cult pop songs revised to address is-
sues of territorial dispute, language, and geopolitics within greater Eurasia. From
an adaptation of Michael Sembello’s Flashdance track “She’s a Maniac” becomes
“She’s Armenian”, replacing the struggles of an aspiring dancer with those of a
diaspora Armenian. Meanwhile, “Young Kurds” - a retelling of Rod Stewart’s
“Young Turks”, tells the story of Massoud and Shirin; a Kurdish couple trying to
carve out their own identity. “Stuck in Ossetia with You” (originally “Stuck in the
Middle with You” by Stealers Wheel) looks at the 2008 Russian-Georgian conflict.
Just as the revised lyrics replace the saccharine with the severe, a Kurdish ensem-
ble bestowed an elegant gravitas where the effervescence of pop typically reigns.
Numbering between 20 and 30 million, the Kurds comprise one of the largest
groups on Earth without a nation of their own, and much of Kurdish history has
been told orally, via music.



Aukso folija ant drobeés,
tradicinis marmurinis
popierius, lazeriné spauda,
ivairiy dainy partitaros,
kiekvienas 42 x 30 cm,
2010-2014

Gold foil on canvas,
traditional marbled paper,
laser print, variable song
sheets, 42 x 30 cm each,
2010-2014
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Plienas, dazai, ikat technika
daZytas Silkas, 150 x 320 x 24
100 cm, 2012

Steel, paint, silk ikat,
150 x 320 x 100 cm, 2012
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Tegyvuoja sinkretikai

Long Live the Syncretics

Kirinio ,Tegyvuoja sinkretikai“ modelis - $ilkmedZio $aka, brandinanti juodus arba
baltus vaisius. Ji jautriai nukabinéta kaspinais - tai simbolinis pritarimas progresy-
viam, sinkreti$kam poziariui | islama Centrinéje Azijoje, kur budistiniai, hinduisti-
niai ir panteistiniai ritualai jtraukiami  tikéjimo sistema.

Modelled after the branch of a mulberry tree whose fruits are white or black, Long
Live the Syncretics delicately dangles ribbons as a nod to the progressive, syncretic
approach to Islam in Central Asia, where Buddhist, Hindu, and pantheist rituals
are incorporated into the belief system.



Knygos, metalinis kebabo

ieSmas, 35 x 29 x 57 cm, 25
2013

Books, metal kebab

skewer, 35 x 29 x 57 cm,
2013

Kitab Kebab
(Sarmataiir carai)

Kitab Kebab (Sarmats and Tsars)

Tradicinis kebabo ieSmas perveria ,Slavs and Tatars“ knygy rinkting, taip pasitlant
ne tik analitinj, bet ir emocinj bei virskinamajj santykj su tekstu. Eklektiskas skai-
tiniy saraas sitlo horizontalia arba skersing prieiga prie Ziniy — tai bandymas su-
jungti tradiciSkesniy vertikalaus paZinimo formy grieZtuma su horizontaliosiomis.

A traditional kebab skewer pierces through a selection of Slavs and Tatars’ books,
suggesting not only an analytical, but also an affective and digestive relationship
to text. The mashed-up reading list proposes a lateral or transversal approach to
knowledge, an attempt to combine the rigor of the more traditionally-inclined
vertical forms of knowledge with a range of the horizontal.



Akrilo verpalai, virvinis
sitlas, nerta juosta, krastiné 26
apdaila, vilna, metalas,
100 x 60 x 60 cm, 2013

Acrylic yarn, cordon
thread, string crochet,
fringe trim, wool, steel,
100 x 60 x 60 cm, 2013

Solidarumo sodas

Solidarnosé Pajak

Pagoniskas $aknis turintys Siaudy sodai yra Zinomi latviy, lenky, lietuviy, baltarusiy
ir bulgary tradicinése kultrose. Sis sumazZintas ,,pasaulio modelis“ buvo kabinamas
gimus kadikiui. Lenkijoje tokj ,vora“ (lenk. pajgk — voras) kabindavo kaimieéiy
trobose $vendiant derliaus nuémimga ar laiminant bisimy mety javus. Sodai meis-
traujami pagal vietinius paprocius ir daznai — i§ rasty, netvariy medziagy.

»Slavs and Tatars“ manymu, ,voras® yra uolaus stropumo ir subtiliy kompromisy,
tapusiy lenky pilietinio nepaklusnumo branduoliu, jrodymas. Parodoje pristatomos
devynios ,Solidarumo voro (Solidarnoéé Pajak)“ studijos sujungia Irano arba Siity
kultaros elementus ir motyvus su panteistine, ir ilgainiui — lenky-kataliky, tradicija.

Coming from a pagan tradition, “straw gardens“ are known in Latvian, Polish, Lith-
uanian, Belorussian, Bulgarian traditions. This minimised “world model“ was hung
when a child was born. In Poland pajgk were hung in the homes of rural Poles to
celebrate the harvest as well as benediction for the upcoming year of crops. Crafted
according to local customs, they are often made with found, ephemeral materials.

Slavs and Tatars identified in the pajgk a testimony to the painstaking diligence and
delicate nature of compromise crucial to the Polish precedent of civil disobedience.
Solidarnosé Pajgk study 1-9 creolises the pajgk by integrating elements or motifs of Ira-
nian or Shi’a culture into an originally pantheist and subsequently Catholic-Polish one.



Variu dengta bronza,
sidabriniai akriliniai daZai, 27
10 x 12 x 9 cm, 2014
Copper-plated brass,

silver acrylic paint,
10 x 12 x 9 cm, 2014

Dil be Del

Dil be Del

Posakis ,kalbéti i§ Sirdies” $iame karinyje jkinijamas tiesiogiai — liezuvj, kalbos or-
gang, prilipinant prie $irdies. Pavadinimas ,,Dil be Del® taip pat pabréZia §j kiino da-
liy kratinj, sujungdamas ZodZius ,lieZuvis“ (turky kalba) ir ,Sirdis“ (persy kalba).

The phrase “speaking from the heart” is taken quite literally in this work as the
tongue — the organ of speech - is grafted directly onto the heart. The title, Di/
be Del, further emphasises this jumble of body parts through a composite of the
words for “tongue” and “heart” in Turkish and Persian respectively.



28

Meilés laiskai

Imperinius ir religinius Zygius visada seka alfabetiniai: lotyni§kas raidynas kelia-
vo drauge su Romos kataliky tikéjimu, arabiSkasis — su islamu ir Araby Kalifatu,
kirilica — kartu su stadiatikybe ir SSRS. Netrukus po 1917 m. Rusijos revoliucijos,
bolsevikai suvoké Rusijos imperija paveldéje drauge su daugybe musulmonisky,
tiurky kalbomis kalbanéiy tauty. Leninas, savo ruoZtu, tikéjo, kad Ryty revoliuci-
ja — t.y. musulmonisky tauty modernizacija ir politiné emancipacija — turéjo vykti
araby kalby lotynizacijos badu. Praéjus maziau nei deSimtmeciui, 1939 m., Kau-
kaze ir Centrinéje Azijoje buvo jsakyta jvesti kirilica. Po 50-ies mety, Zlugus SSRS,
dauguma Siy kalby grjZo prie lotyniskojo raidyno. Tuo metu, 1928 m., Atatiurkas
pradéjo savo kalbos revoliucija, vedinas panasiy tiksly kaip ir Leninas: jis sieké at-
skirti turkus nuo jy islamiskojo paveldo ir taip paspartinti modernizacijos procesa.

»Meilés laiskuose“ kalba tyrinéjama kaip politinés, metafizinés ir netgi seksuali-
nés emancipacijos $altinis. Interpretuodami originalius rusy poeto Vladimiro Ma-
jakovskio (1893-1930) pieinius, menininkai gilinasi j sudétingas kalbos problemas,
pasitelkdami vieno Zymiausiy, nors ir priestaringy, jos gynéjy figura. Liezuvio In ir
Jang, jo bipolinj sutrikima — masy didZiausiy pasiekimy ir tragi$kiausiy nesékmiy
$altinj — jkanija véliavnesio Majakovskio figira. Futuristy poetas, kaip niekas kitas
jo kartoje, zavéjosi revoliucine bolseviky ideologija, pajungdamas savo liezuvj ir
kalbos eksperimentus rezimo tarnystei. Kai kurie svarbiausi XX a. avangardinés
literataros ir taikomojo meno pasiekimai buvo tokio verzlaus bendradarbiavimo
rezultatas. Revoliucijos - nuo Rusijos XX a. pradZioje iki Irano jo pabaigoje bei
Egipto XXI a. pradzioje — buvo pasmerktos Zlugti, ir manoma, kad batent gilus
Majakovskio nusivylimas nejvykdytais Rusijos revoliucijos paZadais tapo jo savizu-
dybés priezastimi 1929 m. Jo mirtis sutapo su laZio laikotarpiu — euforikos meni-
ninky ir vyriausybés partnerystés pabaiga ir Stalino teroro pradzia.
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Netrukus po 1917 m. Rusijos revoliucijos boldevikai suvoké Rusijos imperija pavelde-
je drauge su daugybe musulmoni$ky, tiurky kalbomis kalbanéiy tauty. Leninas, savo
ruoZtu, tikéjo, kad Ryty revoliucija — t.y. musulmonisky tauty modernizacija ir poli-
tiné emancipacija — turéjo vykti araby kalby lotynizacijos badu. Sis karinys originaly
Vladimiro Majakovskio piedinj papildo keliais nesékmingy bandymy priskirti kirilicos
raides (arba grafemas) fonemoms (arba specifiniams garsams), iki tol neegzistavusioms
kirilicoje, pavyzdZiais.

Soon after the Russian Revolution of 1917, the Bolsheviks found themselves inheritors
to a Russian Empire with sizeable territories of largely Muslim, Turkic- speaking popula-
tions. Vladimir Lenin believed the Revolution of the East—meaning the modernization
and political emancipation of Muslims—required the Latinization of their Arabic-script
languages. This work takes an original Vladimir Mayakovsky drawing and features sev-
eral failed attempts to assign Cyrillic letters—or graphemes—to phonemes—or specific
sounds—that did not previously exist in the Cyrillic alphabet.

Love Letters No. 1
Woolen yarn, 247 x 247 cm, 2013

Meilés laiSkai Nr.1
Vilnos pluoitas, 247 x 247 cm, 2013

Siame karinyje liezuvis — pagrindinis kalbos organas — atlieka valstybés prieso vaidmen;.
Uzdarytas uz groty, jis protestuodamas raitosi, prie§indamasis uzmojui grafemas (rai-
des) priskirti fonemoms (garsams). ,Slavs and Tatars“ kolektyvui liezuvis — o kartu ir
kalba — jkanija daugybe pasiprie$inimo formy galimybiy, nesvarbu, ar $ios bty juslinés,
politinés ar metafizinés. Raidés prilyginamos grandinéms, kontroliuojanéiomis lieZuvj
ir ribojanciomis jo judesius. Alfabetas primeta lieZuviui tvarkos sistema, priversdamas jj
paklusti didesnei imperijos karimo ideologijai.

Here the tongue—the central organ of language—has taken on the role of enemy of the
state. Locked up behind bars, the tongue writhes in protest, resisting the urge to place
graphemes (letters) onto phonemes (sounds). For Slavs and Tatars, the tongue— and by
extension, language—harbors the potential for multiple forms of resistance, whether it
be sensual, political, or metaphysical. Letters are likened to shackles, keeping the tongue
in check and placing restrictions on its movements. Alphabets impose an ordering sys-
tem on the tongue, forcing it to comply with the larger program of empire-building.

Love Letters No. 2
Woolen yarn, 247 x 247 cm, 2013

Meilés laiskai Nr. 2
Vilnos pluoitas, 247 x 247 cm, 2013
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Siame kirinyje liezuvis skyla j kelias dalis, simbolizuodamas akrobatinius jgadzius, reika-
lingus ,,zongliruojant” skirtingomis kalbomis. Keturi lieZuviai atitinka keturias fonemas
(garsus), randamas persy kalboje ir neegzistavusias pirminiame arabiskajame alfabete.
Turint omenyje araby, kaip $ventosios islamo kalbos, vaidmenj, $ios i§skirtinés fonemos
- <2 [pl zz [ch], 35 [zh] ir S [g] - yra glaudziai susijusios su persy kultdrine
tapatybe. Kai kuriems iranieiams jos yra tautos formavimo priemoné, simbolizuojanti
i$diduma, patriotiskuma ir i$skirtinuma tiek islamo pasaulyje, tiek uZ jo riby.

In this work, the tongue is split to symbolize the acrobatics required for it to “juggle”
multiple languages. Four tongues accommodate the four phonemes (sounds) found in
the Persian language that are absent from the original Arabic alphabet. Given the role
of Arabic as the sacred language of Islam, these distinct phonemes—<< [p], zz [ch],
55 [zh], and S [g]—are closely tied with Persian cultural identity. For some Iranians,
they are 2 means of nation-building, representing pride, nationalism, and a distinction
within or from Islam.

Meilés laiSkai Nr. 3 Love LettersNo.3
Vilnos pluostas, 247 x 247 cm, 2013 Woolen yarn, 247 x 247 c¢m, 2013

Siame kirinyje valstieté buciuoja ranka — galbit keliaklups¢iaudama arba lenkdamasi ga-
lingam asmeniui. Taciau jsiZiGréjus atidZiau, galima pastebéti tarp pirsty pasléptas arba
uzmaskuotas arabiskas raides, kurios ir yra jos susizavéjimo objektas. Sios raidés reprezen-
tuoja nei$vengiama fonemy (garsy) praradima vykstant bet kuriai kalbinei transformaci-
jai. Siame konkre¢iame karinyje kalbama apie turky kalbos peréjima i§ arabiskojo j loty-
niskajj raidyna 1928 m. pirmojo Turkijos prezidento Mustafos Kemalio Atatiurko jsakymu.

Here a peasant woman is pictured kissing a hand—possibly genuflecting, or bending
in obedience, to a figure of power. Upon closer inspection, however, there are Arabic
letters hidden or camouflaged in the knuckles that are the subject of her adoration.
These letters represent the inevitable loss of phonemes (sounds) when any language
conversion takes place. The image refers specifically to the conversion of the Turkish
language from Arabic to Latin script that took place in 1928 at the behest of Mustafa
Kemal Atatiirk, the first president of Turkey.

Meilés laiSkai Nr. 4 Love LettersNo.4
Vilnos pluostas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 c¢m, 2014

Vienas pagrindiniy Mustafos Kemalio Atatiurko argumenty keisti turky raidyna buvo
turkiSky balsiy (i§ viso atuoniy) gausa — jy nebuvo galima tinkamai sutalpinti j tris ara-
bigkosios abécélés balses. Karinyje uZradyti Zodziai oXXX! (graikiskai — jaustukas ,,ups!®)
ir 66ps! (turkiSkai — ,bulinys*) yra samoningai Zaismingai suprieSinami, taip paSiepiant
seksualumo diskurso — apimanéio galia, paklusnuma, dominavima ir pasiprieinima — ir
kalbos politikos pana§umg. Drauge karinys iSrySkina tokiy kalbos reformy, laikyty itin
sekmingomis, trakumus.

One of the principal arguments of Mustafa Kemal Atatiirk for changing the Turkish
script from Arabic to Latin was the abundance of vowels (eight in all) in the Turkish
language that could not be appropriately accommodated by the three vowels of the
Arabic alphabet. The words pictured here, ©XXX! (meaning “oops!” in Greek) and 66ps!
(meaning “kiss” in Turkish) are purposefully and playfully punned against one another,
poking fun at how the discourse of sexuality—power, submission, domination, and resis-
tance—is surprisingly similar to that of language politics. In the process, the work points
to the shortcoming of such language reforms that were touted as resounding successes.

Meilés laiSkai Nr.5 Love Letters No.5
Vilnos pluoitas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 cm, 2014
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Siame krinyje imamasi itin sudétingo kalbos ir religijos santykio temos. Dievas &ia
vaizduojamas ne kaip i§ dangaus besileidZiantis Zaibas, bet tramdantis laukinj lieZuvj,
drjstant; iStarti turkidkus ¥odZius ,Ezan Cilginlari“. Siuo terminu vadinti atmetusieji
valdZios jstatymiskai jvesta turkiskajj azang (kvietima maldai). Turky kalbos revoliucijos,
zinomos kaip ,,Dil Devrimi“, metu kvietimas maldai buvo i$verstas i§ araby j turky kalba
ir 1932-1950 m. jtvirtintas jstatymu. Sio kontraversisko sumanymo dalis buvo ir ZodZio
»Allah“ vertimas j ,Tanri“ — taip demonstruojant kalbos gebéjima pasiekti patj tikéjimo
ir tapatybés branduolj.

This work takes up the highly contested subject of language and its relationship to
religion. Instead of a bolt of lightning coming down from the heavens, God is pictured
taming a wild tongue that dares to speak the Turkish words Ezan Cilginlar:. This term
was used to refer to those who defied the authorities’ enforcement of the Turkish ezan
(call to prayer). Enforced from 1932 to 1950, the call to prayer was translated from Ar-
abic to Turkish during the Turkish language revolution, known as Dil Devrimi. As part
of this controversial policy, even the word Allah was translated to Tanri—a powerful
display of language’s ability to cut to the core of one’s faith and identity.

Meilés laiSkai Nr. 6 Love Letters No. 6
Vilnos pluostas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 cm, 2014

Nosies vaidmuo kalboje yra daznai nuvertinamas, ja uzgozia liezuvis ir gerklé. Siame
karinyje nosinés raidés i§ kirilicos, arabiSkojo, ir lotynidkojo raidyno, prarastos keidiant
$ias kalbas, vaizduojamos bekrentancios pakeléje. Lyg duonos trupiniai, pamirity raidziy
takelis Zymi modernizacijos — progreso sinonimo — kryptj: nuolatinj judéjima pirmyn,
paskui save paliekant perversmy ir poky¢iy taka. PavyzdZiui, @& yra arabiska raide, taria-
ma kaip ,ng“, tadiau dingusi i§ turkiskojo alfabeto jj romanizavus 1928 m.

The nose’s role in language is routinely overlooked, often overshadowed by the
tongue and throat. Here a series of nasal letters from Arabic, Cyrillic, and Latin that
have been lost to language conversion are shown falling by the side of the road. Like
breadcrumbs, the trail of forgotten letters maps out the course of modernization, which
is synonymous with progress—always moving forward while leaving a path of upheaval
and change in its wake. For example, 33 is an Arabic letter that sounds like “ng,” but
disappeared from the Turkish alphabet when it was Romanized in 1928.

Meilés laiSkai Nr. 7 Love Letters No.7
Vilnos pluostas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 cm, 2014

Kalbos reformy — vykusiy SSRS, Turkijoje, Jugoslavijoje ar Irane — istorijai budinga tai,
kad reformy vykdymas retai kada patikimas kvalifikuotiems lingvistams. Vietoj to, jomis
uZsiima politikai, nacionalistai ir filologai mégéjai, drjstantys keisti sudétinga ir gyva
kalbos sistema. Turkijoje uz kalbos reformy vykdyma yra atsakinga organizacija ,Turk
Dil Kurumu®“ (Turky kalbos institutas). Siame kirinyje valstietg suvaZingjo instituciniy
poky¢iy jéga, paversdama ja dar viena kalbos modernizavimo ir ,progreso” auka.

Throughout the history of language reform—be it in the USSR or Turkey, Yugoslavia
or Iran—it is rarely qualified linguists who are tasked with the delicate job. Instead it
is politicians, nationalists, and amateur philologists who dare alter the complex, living
system that is language. The organization responsible for enacting language reforms
in Turkey is called Turk Dil Kurumu, or Turkish Language Institute. Here a peasant
woman is run over by the force of institutional change, another casualty of language
modernization and “progress.”

Meilés laiSkai Nr. 8 Love Letters No. 8
Vilnos pluostas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 cm, 2014
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Po to, kai SSRS lotynizavo daugiausia tiurky kalbomis kalbéjusiy savo musulmonisky
tauty kalbas, 1929 m. buvo priimtas nutarimas dar karta pakeisti jy alfabetus, Sjkart — |
kirilica. Jvedant kirilica, kiekviena i§ $iy kalby buvo kei¢iama skirtingai. Taigi, jos tapo
tarpusavyje nebesuprantamomis — puikiu lingvistinio ,skaldyk ir valdyk“ principo pa-
vyzdZiu. Vaizduojama figra &ia klykia i§ skausmo ir aliteracinio i§sekimo, i§leisdama ta
patj garsa, uzradyta penkiais skirtingais budais.

After the USSR Latinized the largely Turkic languages of its Muslim subjects, a decision
was made in 1939 to change their alphabets once again, this time to Cyrillic. When
these languages were Cyrillicized, each was done so in a slightly different manner. Thus,
the various languages could not be mutually intelligible, an example of the linguistic
equivalent of “divide and conquer.” The figure here cries out in pain and alliterative
exhaustion, exclaiming the same sound written five different ways.

Meilés laiSkai Nr.9 Love Letters No. 9
Vilnos pluostas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 cm, 2014

Kdrinyje Zmogus Ziri j veidrod] ir mato abchazy kalbos raide ,Ih“. Tariama lGpomis,
raidé ilgainiui sugrjzo | kalba kaip rusiSko keiksmaZodZio mmspen [pizdéc] trumpinys.
Abchazy kalbos istorija itin sudétinga — ja nulémé Rusijos imperiniy pergaliy vingiai ir
posukiai. Viso to pasekmé — abchazy alfabetas turi beveik penkiasde$imt septynias raides
ir per pastarajj Simtmetj i§gyveno kelis pakeitimus. Tai jvertinus, nenuostabu, kad figaros
atvaizdas veidrodyje néra atlaidus.

Here a2 man looks into the mirror and sees the letter “Th” from the Abkhaz language.
Pronounced with the lips, this letter has since come to be used as short-hand for the
word mmspen [pizdéc], the Russian equivalent of “fuck.” The Abkhaz language has an in-
credibly convoluted past, following the twists and turns of Russia’s imperial conquests.
As a result, the Abkhaz alphabet has nearly fifty-seven letters and has undergone several
changes over the course of the last century. It is no wonder then that the figure’s reflec-
tion in the mirror is not more forgiving.

Meilés laiSkai Nr. 9 Love Letters No.9
Vilnos pluostas, 247 x 247 cm, 2014 Woolen yarn, 247 x 247 cm, 2014



33

Love Letters

The march of alphabets has always accompanied that of empires and religions: Latin
script along with the Roman Catholic faith, Arabic with Islam and the Caliphate, as
well as Cyrillic with Orthodox Christianity and the USSR. Soon after the Russian
Revolution of 1917, the Bolsheviks found themselves inheritors to a Russian Em-
pire with sizeable territories of largely Muslim, Turkic-speaking populations. Lenin
for his part believed the Revolution of the East—meaning the modernization and
political emancipation of Muslims—passed through the Latinization of their Ara-
bic-script languages. Barely a decade later, in 1939, the Caucasus and Central Asia
were asked to change to Cyrillic, before most returning, after 50 years, to Latin
following the break-up of the USSR in the early 1990s. Around the same time, in
1928, Atatirk initiated his language revolution for many of the same reasons as
Lenin: to cut Turks off from their Islamic heritage and usher them into modernity.

Love Letters investigates language as a source of political, metaphysical, even
sexual emancipation. By revising original drawings by Vladimir Mayakovsky, Love
Letters address the very charged if slippery issue of language through one of its
most well-known, if conflicted, champions. The tongue’s yin and yang, its bipolar
disorder—as a source both of our greatest achievements as well as tragic failures—
finds its appropriate poster boy in the figure of Mayakovsky. The Futurist poet
embraced the revolutionary ideology of the Bolsheviks like no one of his gene-
ration, putting his tongue, and experiments with language, in the service of the
regime. Some of the most important works of 20* century avant-garde literature
and applied art were the result of this heady collaboration. Revolutions—from Rus-
sia in the early part of the 20th century to the Iranian Revolution in the latter part
of the century to the Egyptian one of the early 21%-are doomed to fail and it was
Mayakovsky’s deep disillusion with the broken promises of the Russian revolution
which is believed to have led to his suicide in 1929. His death marked a watershed
moment-the euphoric partnership of the arts and the government had come to a
screeching halt-and with it the beginning of Stalin’s terror.
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Trianguliacija
(Ne Berlynas, ne Bukhara)
Trianguliacija
(Ne Detroitas, ne Damaskas)
Trianguliacija
(Ne Bahamai, ne Bagdadas)

Triangulation
(Not Berlin Not Bukhara)
Triangulation
(Not Detroit Not Damascus)
Triangulation
(Not Bahamas Not Baghdad)

»Irianguliacija“ jkvépé stalinistiné generolo Komarovo politika ,] Maskva, ne
Meka“, siekusi Centrinés Azijos tautas Soviety Sajungoje atskirti nuo islamo. Kie-
kviena trianguliacija suporuoja viena visi$kai pasaulietinj miesta su islamo kultarai
svarbiu $ventu atitikmeniu.

Sis karinys yra ciklo ,Ne Maskva, ne Meka® dalis. Jame tyrinéjami sinkretizmai:
skirtingy tikéjimy, religijy, vaizdiniy, kalby ir politikos deriniai bei susiliejimai.
Sinkretiné politika gali aprépti pladiau nei opozicija ,kairé-desin¢“, o sinkretiné
religija apjungia jvairiy Zinomy religijy Zenklus — nuo kriks¢ionybéje islikusiy
pagonybés elementy iki j budizma siliejusio Sintoizmo.

Inspired by Stalinist General Komarov’s so-called “To Moscow Not Mecca” policy,
aimed at separating the Central Asian population of the Soviet Union from Islam,
each Triangulation brings together a resolutely secular city with one known more
for its sacred importance in Islam.

This work is part of the cycle Not Moscow, Not Mecca which investigates syn-
cretisms: the combination or amalgamation of distinct beliefs, religions, images,
languages, or politics. A syncretic politics may fall outside of any left-right oppo-
sition, while syncretic religion exists as trace elements of many familiar religions,
from the many vestigial pagan elements of Christianity to the incorporation of
Shinto religion into Buddhism.
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Betonas, daZai,
27 x 24 x 23 cm, 2011

Concrete, paint,
27 x 24 x 23 cm, 2011
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Kity prielinksniai

Other People’s Prepositions

Prielinksnis yra Zodis, paaiskinantis ry$j su kitu ZodZiu. Ir turbit joks prielinksnis
néra toks svarbus ,Slavs and Tatars“ kosmologijoje kaip ,,i§“, turint omenyje meni-
ninky susidoméjima istoriografija, tyrimais ir genealogija. Prielinksnis ,,i§“ taip pat
atliepia jy antimodernisting laikysena: judéjima link dabarties, visalaik Zvelgiant j
praeitj, kaip XIII a. i§mintingasis kvailys Mola Nasredinas, neretai vaizduojamas
atbulomis jojantis ant asilo.

Prielinksnis GD arba ,ot“, keliose slavy kalbose pazodziui veréiamas kaip i3,
senojoje baznytinéje slavy kalboje egzistavo kaip savarankiska kirilicos raidé. Kari-
nyje ,Kity prielinksniai“ bandoma atkurti $ig ligatGring prabanga — graiky omegos
ir tetos kombinacija — apmastant karnavaliskesnius prielinksnio aspektus.

A preposition is a word that shows the relationship to another word. And perhaps
no preposition is as central to Slavs and Tatars’ specific cosmology as the word
‘from,” given their interest in historiography, research, and genealogy. The prep-
osition ‘from’ also indulges their anti-modernist posture — facing the past but
moving forward towards the present, like Molla Nasreddin, the 13t century Sufi
wise-man-cum-fool, often depicted riding backwards on his donkey.

Literally ‘from’ in several Slavic languages, the preposition (D or ‘ot’ used to
exist in old Church Slavonic as a Cyrillic letter unto itself. OPP tries to restore
this ligaturial luxury—a combination of the Greek Omega and Theta - through a
meditation on the preposition’s more carnivalesque tenor.



Stiklas, plienas, LED
Sviesa, 112 x 45 x 45 cm,
2013

Glass, steel, LED light,
112 x 45 x 45 ¢cm, 2013
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Instaliacija: PVC
plastikas, spauda, helis, 38
@ 300 cm, 2010

PVC, print, helium,
@ 300 cm, 2010

Vientakio manifestas

A Monobrow Manifesto

Suauge antakiai — vientakis — yra simptomas, kurio pagalba menininkai demaskuo-
ja savaiminiu laikoma Vakary ir Ryty konflikta. Jei Vakaruose vientakis yra siejamas
su nusikalstamu elgesiu (Viktorijos laiky Anglijoje) arba vilkolakiais (Pranctzijoje),
Artimuosiuose Rytuose ir Kaukaze jis laikomas vyri$kumo ir i$prusimo Zenklu.
Taigi, jei pietinése Eurazijos dalyse suauge antakiai kaitina aistras, JAV ir Europoje
jiems aigkiai sakoma ,ne”. Savo praktikai jprastu budu ,Slavs and Tatars“ sujungia
aukstosios ir Zemosios kultlry registrus bei ZaidZia intelektualiosios ir liaudies
kultary kategorijomis. Tokiu btGdu jie nusitaiko j skvarby ir nei§nykstantj ksenofo-
biska impulsg apvalyti kultiras nuo hibridy ir tarpusavio saveiky.

The monobrow is an epiphenomenon through which the artists demystify the
conflict between West and East often accepted as received wisdom. If in the West,
the monobrow has been associated with delinquent behaviour (Victorian England)
or werewolves (France), in the Middle East and the Caucasus, the monobrow is a
sign of virility and sophistication. That is, if in the southern parts of Eurasia, the
monobrow is hot, in the US and Europe, it’s clearly not.

With their trademark mix of high and low cultural registers, and play between
the categories of highbrow and lowbrow culture, Slavs and Tatars have centred on
that pervasive and persistent xenophobic urge to cleanse cultures of their hybrid-
ity and confluence.



Medzio fanera, ratukai,
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Neklusnios nosinés

The Naughty Nasals

Karinyje ,,Neklusnios nosinés“ nosis yra netikéta retoriko pasipriesinimo rasto
arba alfabeto instrumentalizacijai vieta. Xx (Wielki Jus) ir Aa (Maly Jus) Zymi
nosinius garsus, kurie daugumoije slavisky kalby iSnyko, taéiau isliko $iuolaikinéje
lenky kalboje kaip raidés 4 ir ¢. (Lietuviy kalboje Sios nosinés raidés taip pat var-
tojamos, tadiau jy tarimas néra nosinis.)

Virtusios mobiliomis klausyklomis ,Neklusnios nosinés“ liudija vieng i§ menkai
zinomy XIX a. nepavykusiy bandymy kirilizuoti lenky kalba (panasus atvejai — pri-
verstinis lietuviy kalbos kirilizavimas arba rpaxnanka (,grazdanka®) bei knygnesys-
té kaip pasiprie$inimas). Kalbos organai — dantys arba lGpos, burna, lieZuvis, kaklas
arba ausys — apibrézia aiskia libidinés lingvistikos teritorija. ,Neklusnios nosinés®
Sias erogenines zonas regi kaip jtrGkio erdve arba atotrikj nuo normos.

The Naughty Nasals identify the nose as an unlikely site of sonorous resistance
to the instrumentalisation of scripts, or alphabets. The Xx (Wielki Jus) and Aa
(Maly Jus) invoke nasal sounds that have disappeared from most Slavic languages
but remain as 3 and ¢ in contemporary Polish. (In Lithuanian language 3 and ¢ is
also used, but their pronunciation is not nasal.)

As mobile confessionals, The Naughty Nasals are a testament to one of the lesser
known, aborted attempts to Cyrillicise the Polish language in the 19* century, much
like ‘grazhdanka’, the imposed Cyrillicization of Lithuanian and the resistance of the
knygnesiai (or book smugglers). The organs of language represent a distinct zone
of libidinal linguistics: the teeth, or lips, mouth, tongue, neck, or ears. The Naughty
Nasals look at these erogenous areas as a space of rupture, or break from the norm.
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Mistinis protestas
(Muharram)

Mystical Protest (Muharram)

Karinyje ,Mistinis protestas j tai, kas dieviska ir $venta, Zvelgiama kaip | galima
pokytj apéiuopiamame, materialiame pasaulyje. Muharram yra pirmasis islamiskojo
kalendoriaus ménuo, savo svarba antras po Ramadano.

Kiekvienais metais Muharram meénesj Siitai atlieka jvairius ritualus ir apeigas,
susijusius su prana$o Mahometo aniiko Husseino Ibn Ali mirtimi. Tekstas kariny-
je pazodziui verdiamas ,Svarbiausia kartoti musy paciy klaidas, kurios priminty
ateities kartoms musy kvailystés masta”, kaip nugalétojy perspéjimas revoliucijos
permainy Saukliams.

Mpystical Protest looks at the numinous, or the holy, as a potential agent for change
in the concrete, material world. Muharram is the first month of the Islamic calen-
dar and the second holiest month, following Ramadan.

Each year, during the month of Muharram, Shi’ites re-enact various rituals and
rites surrounding the death of Hussein Ibn Ali, the Prophet’s Mohammed’s grand-
son. A text reading “It is of utmost importance that we repeat our mistakes as a
reminder to future generations of the depths of our stupidity” offers a defeatist
admonishment to revolutionary calls for change.



Fluorescenciniai dazai,
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240 x 620 x 15 cm, 2011



Vilnos pluostas,
500 x 300 cm, 2012

Woolen yarn,
500 x 300 cm, 2012

MOTHER & FATHER

TOMGUES  THROATS

Motiny liezuviai ir tevy gerkles

Mother Tongues and Father Throats

Arabisko alfabeto raides ir joms iStarti pasitelkiamas atitinkamas burnos dalis ilius-
truojanti diagrama ,Motiny liezuviai ir tévy gerklés® gerkle traktuoja kaip mis-
tinés kalbos $altinj, prie$prieSinama pasaulietinei, kasdienei lieZuvio $nekai. | ja
menininkai jtrauké gomuriniy fonemy [gh] ir [kh] raides kirilica ir hebrajy rastu,
pabrézdami $iy raidZiy svarba tokiose jvairiose praktikose kaip rusy futurizmas,
kabalistiné geometrija ir sufijy literatara.

A diagram showing letters of the Arabic alphabet and the corresponding part of the
mouth used to pronounce these letters, Mother Tongues and Father Throats turns to
the throat as a source of mystical language — contrasting with the tongue’s profane,
everyday speech. Here, the artists have added the letters for guttural phonemes [gh]
and [kh] in Cyrillic and Hebrew as a nod to these letters’ importance across dispa-
rate fields such as Russian Futurism, Kabbalist gematria, and Sufi literature.



Fontano siurblys, pigmentas,

vanduo, metalinis dubuo, 43
keraminés plytelés, MDF,

80 x 240 x 240 cm, 2012

Fountain pump, pigment,
water, metal bowl, acrylic
paint, ceramic tiles, MDF,
80 x 240 x 240 cm, 2012

Atvirkstinis dziaugsmas (Kha)

Reverse Joy (Kha)

yAtvirkstinis dZiaugsmas® gilinasi j mistinj kalbos vaidmenj, o konkreéiau - j fone-
ma [kh], $venta trijy abraomisky religijy — judaizmo, krik¢ionybés ir islamo — gar-
sa. Trys fonemos [kh] iteracijos kirilica, araby ir hebrajy ra$tu Soka aplink fontana,
kurio spalva primena $ventinj kompotg arba kankiniy krauja.

Reverse Joy looks at the role of mystical language, namely the phoneme [kh] as
a sacred sound across the three Abrahamic faiths — Judaism, Christianity and Is-
lam. Three iterations of the phoneme [kh] in Cyrillic, Arabic, and Hebrew dance
around a red fountain, recalling alternatively the festive color of compote or the
blood of martyrs.



Slavs and Tatars are
story-tellers

Molla Nasreddin
the Antimodern
Fibreglass, laquer
paint, steel, 180 x
80 x 80 cm, 2012.

Slavs and Tatars are storytellers. In their works we find stories of eccentric and
arcane figures; of far-off lands and nearby rituals; of familiar and less familiar
objects; of political and religious struggles; of lofty ideas and less lofty histories!.
They started as a reading group ten years ago devoted to a particular region. This
is the story of the origin of Slavs and Tatars, told in their own words:

“The story behind a name, a collective, or an identity is often a convoluted
one. Telling it, though, can unlock a particularly heterogeneous inventory
of ideas, human relationships and politics.

The name Slavs began with a love-affair between an ethnic slav and
a non-slav who spoke Russian. After some time, the romance ended but
the collaboration continued unabated as both shared certain intellectual,
linguistic, and emotional affinities for peoples very much in the West but
still so refreshingly from the East. We chose to call ourselves Slavs to re-
deem a decidedly subjective selection of passions, thought-processes, and
behaviours lying at the heart of the largest ethnic and linguistic group in
Europe. While the real slavs increasingly look west, we cherish, caress and
redress their eastern heritage. We are care-takers of an unabashedly person-
al interpretation of a diffuse heritage under siege.

Our friends were incredulous. Was it a reactionary throwback to an-
other era? Our family was concerned. Is there really 2 common heritage to
be found among such a thoroughly diverse group of nations? What does
socialite Slovenia have to do with a slower, more diligent Slovakia? As is
often the case, the problem lies with aspirations. Between what we want to
be and what we will always be. Slavs know to wish for the former without
curling our lips at the latter.“?



Throughout a decade of activities, the artists have worked in cycles — eight thus
far — each involving a few years of academic and field research, and resulting
in a constellation of books, exhibitions, sculptures, installations and lecture-per-
formances. In true bibliophile form, they often turn to translation, not only of
languages but also of traditions or crafts, into other idioms. Syncretics with mul-
tiple identities, the artist collective has presented work in major art institutions
including the Museum of Modern Art, New York, Hamburger Bahnhof, Berlin,
Tate Modern, London, and many more. Their current show Mouth to Mouth is a
travelling mid-career survey exhibition, adjusted each time to the given context
not to mention space, from Ujazdowski Castle Centre for Contemporary Art in
Warsaw to Pejman Foundation in Tehran, SALT Galata in Istanbul, the Contempo-
rary Art Centre Vilnius and the Museum of Contemporary Art in Belgrade.

The transregional and anti-modern scope of the collective’s work is exempli-
fied by the figure of Molla Nasreddin, a Sufi wise man and fool found in folk tradi-
tions from the Balkans to China. A historical personage turned mythic receptacle
of wisdom, Nasreddin continues to be a source of allegories, jokes, and humorous
stories even today in the daily life of Persian, Albanian, Armenian, Urdu, Kurdish,
Serbian, Romanian, and other cultures. Molla Nasreddin rides backwards on his
horse: as such, the figure has become Slavs and Tatars’ model for looking at the fu-
ture by excavating the past, as well as activating rich traditions of wise foolishness.

MonikaLipsic: Why do you call yourself antimodernists?

Slavs ant Tatars: We borrow the term ‘anti modernist’ from Antoine Compagnon,
of Columbia University and the College de France in Paris, and his study of 19t
century and 20 century literary figures. In his book Les Antimodernes, Compag-
non defines the true modernist as s/he who has a conflictual relationship with the
pre-modern era. Sartre famously described Baudelaire as driving into the future
with an eye on the rear-view mirror. We also look skeptically towards the whole-
sale importing of modernist ideas.

ML: You have expressed on several occasions a certain exasperation that uni-
versities, regardless of where they are, all follow the same school of thought. Is
it really true? Aren‘t there any alternatives? What potentially could the different
schools of thought be?

ST:  As we know, too often history is told by the victors. This very much extends
to the academy. Despite their image of highly critical or radical thinking, universities
are highly conservative places, in their adherence to a Cartesian line of reasoning or
scientific reductionism. There need not be a binary between the affective and the
analytical schools of thought. And there are plenty examples where both can co-ex-
ist: from Suhrawardi® the 12t century mystic to Hamann?, the 18 century fideist.



ML:  Fideism claims that truths of a certain kind can be grasped only by forego-
ing rational inquiry and relying solely on faith, right? Reappearing in Slavs and Ta-
tars work is the contemplation and study of religion and secularism. Our own era’s
taboos against religions seem to dismiss the role of faith, that many important
historical events were deeply connected with religious movements, say Hinduism,
Mahatma Gandhi and the Indian Independence movement, Martin Luther King,
American Baptism and the Civil Rights Movement, Solidarnosc and Christianity,
the Iranian Revolution and political Islam.

ST:  We are maximalists: we do not see any reason to choose between the ana-
lytical function and the affective one, or the secular and the sacred. We must be
able to approach knowledge through other organs than the brain: be it the nose,
the heart, or the skin.

ML:  The exhibition in Vilnius centres around the cycle of work Pickle Politics and
brings the story of the Society of Rascals from Vilnius University circles. How did
you find the now-forgotten literary society of 19* century Vilnius? Adam Mickiewicz
famously criticised them with these very words: “Everybody is well aware that you
are a renegade. They say that you have even gone over to the Mohammedan faith,
and | am afraid that it may even be true. However you are not completely at fault.
Perhaps this is simply an organic deficiency, I suspect that your mother when she
was pregnant happened to come across an album of drawings by Hogarth. She
feasted her eyes on them and that is why you now see everything in caricature.”

ST:  Indeed, this is a case of the pathos of patriotism. It would be a bit cruel to
do so, but you could draw a line from Mickiewicz all the way to the current PiS
government. Mickiewicz’s simplistic and homogenous understanding of identity
and nationalism became the standard bearer in Poland in the late 19th until today.
Today, Mickiewicz would be one of those ‘liberals’ foaming at the mouth at Rus-
sian election interference or Islamism.

Towarzystwo Szubrawcédw first interested us a couple of years ago, when we
were researching Polish orientalism. The more we read about them, the more we
enjoyed their critique of Mickiewicz, Polish patriotism, and the Romantic idea of
the motherland. It seems especially relevant today.

ML: In your work you tackle a lot of subjects that are important to discuss
openly in society. As a curator, and as an institution, we use you to illustrate and
speak about issues. How do you see your role in this situation?

ST:  Vilnius offers an interesting precedent for a multiethnic and multi-confes-
sional city where conflict was an integral but ‘productive’ part of life. From its 17t
century seat of power to its liminal position within the USSR, Vilnius is one of



many examples of the margins and edges being more interesting than the centre.
We are happy to be instrumentalised. It is simply one among many demands of
the work. We believe in accumulation, in multiplicity. That museums use our work
to advance an agenda does not mean the work loses its slippery seat and settles in.
On the contrary, it only provokes further valences.

ML:  Given your self-proclaimed regional remit, from east of the Berlin Wall to
the west of the Great Wall of China, and the use of so many references to different
cultures of language, politics, religion, crafts, how do you respond to the critique
that you are exploiting cultures?

ST: At home we are no less displaced than abroad. We are not nomads. We are
rooted to one too many places. What’s more: the places in our heads and hearts
sometimes fail to recognise the ones on the maps and vice versa. We are the hair
on a mother’s head, pulled in different directions by her numerous children. It
hurts but, as John Cougar once sang, it hurts so good. The country we call home,
the country we used to call home and the country we dream to call home are all
very distinct and disparate places. It is the result of a productive schizophrenia:
we are in all of them at once, a ravishing sensation but one tempered by the slow,
sobering devastation of never being in any one entirely.*?

ML:  Are these the words from the song? A very sad, bitter-sweet story indeed.

Slavs and Tatars is a faction of polemics and intimacies devoted to an area east of the for-
mer Berlin Wall and west of the Great Wall of China known as Eurasia. The collective's
work spans several media, disciplines, and a broad spectrum of cultural registers (high
and low). The collective's practice consists primarily of three activities: exchibitions, pu-
blications, and lecture-performances.

1 From introduction written by Pablo Larios to monograph Slavs and Tatars, ed.
Pablo Larios, published by Koenig Books, London, 2017.

2 Excerpt from The Slavs published in magazine 032c, issue 11, 2006. This was the
first work of Slavs and Tatars.

3  ‘Shahib ad-Din’ Yahya ibn Habash Suhrawardi (1154-1191) was a Persian philos-
opher and founder of the Iranian school of Illuminationism, an important school in
Islamic philosophy and mysticism that drew upon Zoroastrian and Platonic ideas.

4  Johann Georg Hamann (1730-1788), a fideist, counter-enlightment philosopher
and self called ‘metagrabolizer’. A good friend of Kant, Hamann obsessively and cre-

atively railed against the pretentions of enlightment.

5 Adam Mickiewicz to 2 member of Society of Rascals, J6zef Sgkowski.
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