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Podlasie is one of the few regions in Poland where traditional wooden architecture has been 
preserved. However, such vernacular architecture has been disappearing in recent years from 
local cities, villages, and towns, as well as from the region’s neighbor, Lithuania. Old log houses 
are deteriorating, are abandoned, sold off for lumber or firewood, or have undergone recon-
structions and modernizations. In Białystok, they often burn down to make way for investments 
by developers. At the same time, similar buildings end up in museums and open-air collections, 
where they become part of the region’s tourist brand. Residents of the region are grappling with 
the tension between intentional destruction, natural transience and change, and the need to 
preserve this unique local architectural legacy. They face the question of how to acknowledge 
their own folk heritage without it being reduced to the stereotype of a romanticized rural past. 
These are also some of the issues that Vilnius-based Lithuanian artist Augustas Serapinas has 
been tackling in recent years.

Serapinas’ ongoing body of work involves the artist acquiring and dismantling unwanted wood 
buildings and displacing them and reconstructing them in exhibition contexts. Breaking the 
constructions down and reconfiguring their elements, he accentuates the practicality of their 
crafted design, their modular and mobile construction, their similarities and differences, and the 
bare materiality of wood. Like the artist himself, the constructors of these buildings drew from 
their immediate surroundings and established simple yet functional building systems.

AUGUSTAS SERAPlNAS (b. 1990, Vilnius, Lithuania) graduated from the Vilnius Academy of Arts in 
2013. His work has been part of numerous biennials, including the 57th Biennale di Venezia,  
Riboca2 and Toronto Biennial of Art. His work is represented in renowned public collections 
such as the Tate, Centre Pompidou, Musée d’Art Moderne de Paris, Pinakothek der Moderne and 
M HKA. Upcoming solo shows include CAC Vilnius, ICA Milano and Bündner Kunstmuseum.
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Modularity 
and Mobility

Augustas Serapinas’ exhibition Pine, Spruce and Aspen fea-
tures three vernacular wooden buildings that have been 
deconstructed and reconfigured into sculptural form, ac-
centuating the modularity of their crafted components. 
Within the industrial elektrownia, a massive corridor made 
of roofing confronts the viewer face-to-face. A maze of 
stacked timber is assembled from elements of a forge and 
granary preserved by local open-air museums and a home 
from the Lithuanian countryside. A quartet of burned 
squares of roofing shingles extends this interplay of de-
struction, preservation, and renewal. Reassembling the 
buildings into monumental installations, the Vilnius-based 
artist renders the local architecture from the region unfa-
miliar, thus stimulating a fresh apprehension of the materials 
and bringing up questions of tradition, value, craftsmanship, 
modularity, economy, utility, modernity, and survival. 

The exhibition is a provocation that stages rela-
tions between materials, memory, and place, an exercise in 
how the rearrangement of spatial constructs affects our 
activities and perception. Serapinas’ primary focus in his 
work is how social conditions are spatialized and how phys-
ical and symbolic structures influence our relationships. As 
a demonstration rather than an explanation of his practice, 
early on the artist would conduct studio visits from within 
an overlooked sewer drain, outfitting the convergence be-
tween tunnels with hammocks to produce a comfortable 
hideout for a discussion heavily influenced from the surpris-
ing context. Always an improviser and keen observer of 
unseen dynamics, the direction of his research is deeply 
influenced by the specificity of the sites in which he works, 
including the architectures that house them, the economies 
that surround them, and the individuals that frequent them. 
Not only has the artist frequently carved out ‘secret spaces’ 
in institutions, but he also often collaborates with agents 
‘behind the scenes’, thereby emphasizing the human con-
nections that make things happen. His displacement of ar-
chitectural components into exhibition spaces has taken 
many forms, from inviting a trio of children to help him build 
a sculpture using materials from a decommissioned nucle-
ar powerplant, to temporarily borrowing cinder blocks from 
a neighbouring construction site to mirror developments 
outside. 

Serapinas’ ongoing interest in vernacular wooden 
architecture continues his engagement with neglected sto-
ries and with the formal, material, and social legacies that 
shape the boundaries between public and private, between 
the past and present, between identities, and between prag-
matic choices and aesthetic form. For him, such buildings 
are not merely physical forms but cultural and social con-
structs that relate to wider, changing sensibilities and con-
cerns. Modest, local, and economical, these are an antidote 
to architectures of power and waste. By reducing and re-
configuring these structures, Serapinas not only manipu-
lates space but also calls attention to how user-built tradi-
tions exhibit seemingly Modernist principles of minimalism, 
modularity, and mobility, that form should follow function, 
and that there should be truth to materials. Responsive to 

its inhabitant’s needs and aspirations without stylized pre-
conception, it is this economy of means that drew the artist 
to such structures, as well as the conflicting associations 
people have towards them, which range from a disdain of 
rural ‘backwardness’ to romantic yearnings for a simpler 
time and national heritage. 

Whether you cherish or abhor such buildings, they 
are largely considered the diametric opposite of Modernism, 
a throwback to another era, clearly bounded and frozen in 
time and space. This anachronism is especially visible in the 
Vilnius neighbourhood of Šnipiškės, where old wooden 
homes sit adjacent to a dense cluster of steel, concrete, and 
glass, the first skyscraper district of independent Lithuania. 
Like the Białystok districts of Chanajki, Bojary, and Dojlidy, 
buildings in this area regularly catch fire, set aflame by both 
greedy developers and owners who feel restricted by con-
servation efforts. Pejoratively referred to as ‘Shanghai’ by 
locals, Šnipiškės and similar districts throughout the region 
are not relics but vigorously alive, yet it is how the multicul-
tural community there have built, rebuilt, renovated, com-
bined, adapted, repaired, and re-repaired the dwellings with 
their own hands that is the reason they are often seen as 
images of impoverishment and inauthenticity, at once stuck 
in time, but also too ‘modern’ to be revered.

Vernacular wooden buildings in the region are dis-
plays of homespun ingenuity, drawing from the ancient for-
ests nearby for ready-at-hand construction materials suited 
to local needs. This feeling of indigeneity is what the archi-
tect and theorist Adolf Loos meant when he said that a pro-
ject should appear to have emerged from the same „divine 
workshop” as the surrounding landscape. Like the artist 
himself, the constructors of these buildings drew from their 
environment and established pragmatic, and even sophis-
ticated, building systems at an inherently human scale. One 
of the disagreements regarding vernacular architecture is 
whether one can even call it ‘architecture’ due to the lack of 
authorship by professional ‘architects’. Long after profes-
sionalized architects appeared in the region (at least as 
early as the establishment of the Polish-Lithuanian Com-
monwealth), non-expert ‘ordinary people’ continued to build 
their homes without specialists, beyond the assistance of an 
experienced carpenter. Though they may have had no inter-
est in the chief styles or theories of architecture, they still 
produced structures that fulfil the Vitruvian principles of 
structural integrity, proper use of space, and attractiveness. 

We commonly understand buildings, especially 
those considered ‘traditional’ as solid, immobile, and fixed 
in time and place. But vernacular wooden buildings are in-
creasingly translocated from one plot or village to the next, 
and across large distances, to be inhabited elsewhere or 
accessioned into open-air collections. This is a function of 
the resilience of the building material, its small size, and the 
relatively easy disassembly of the structure and the possi-
bility of reuse. The importance of this modularity and mo-
bility was long recognized by a local populace subject to 
changing conditions of nationality, land ownership, agrarian 
practices, urbanization, social and political displacement, 
genocide, and war. Easily dismantled and rebuilt without 
specialized tools or large crews of workers, wooden ver-
nacular architecture is a prototype for the modular principles, 
simplicity, and practicality emphasized in Modernist archi-
tecture. Though enamoured with mass-produced industrial 
materials, Modernist architects and theorists admired tra-
ditional buildings for the immediate relationship between 
form and function. For example, Bernard Rudofsky’s highly 
influential 1964 MoMA (New York) exhibition, and best-sell-
ing catalogue, Architecture Without Architects: A Short 
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Introduction to Non-pedigreed Architecture, argued that 
„buildings that we take to be archaic are often models of true 
functionalism and timeless modernity as distinct from ar-
chitectural fashions”. In the vernacular building’s ‘purity of 
form’, modernist architects searched for the original, au-
thentic ‘primitive hut’ that would serve as a romantic arche-
type for their functionalist ethos. While the early implemen-
tation of quick modular housing is often associated with the 
mail-order prefabricated kits of Sears Modern Homes in 
early 20th century USA, Jarosław Szewczyk (specialist of ru-
ral architecture at Bialystok University of Technology) has 
described how at the Moscow House Market in the 18th cen-
tury (and similar fairs throughout northern Europe), travel-
ling carpenters would present a wooden home, dismantle 
and transport it along riverways and other routes, and as-
semble it at the buyer’s chosen location in around a week. 
This inherent possibility of taking the building apart and re-
assembling it elsewhere is fundamental to Serapinas’ dis-
placement and reconfiguration of the forge, granary, and 
home within the exhibition space. The buildings are turned 
into sculptures but also metonyms for regional vernacular 
wooden architecture as a whole. By disassembling and re-
locating these constructions, the artist affirms architecture 
as dynamic modules moving through time and space. 

Serapinas’ gesture exaggerates the logic of dis-
placement that is fundamental to the readymade in the his-
tory of art. Removing the buildings from their environments, 
depriving them of their regular utilitarian functions, and iso-
lating them within the ‘white cube’ of the exhibition space, 
the wood is encountered as bare form for aesthetic appre-
hension. The viewer no longer only sees them through the 
lens of the rural or as an image of uneven urban develop-
ment, but encounters the materials unsettled from their 
social provenance and context. This displacement endow 
these structures with focused attention, a recognition of 
their quiet dignity and their intrinsic logic of recombination. 
Often such projects exoticize the objects on display, but 
here they are presented a short walk from several districts 
with vernacular wooden architecture, rendering the familiar 
unfamiliar through this abstracted context and composition, 
and testing forms of attention between the inside and out-
side. Art historians often speak about the exhibition space 
as ‘elevating’ mundane materials, as if this relocation trans-
lates into social or economic value. Yet here, their status as 
art is temporary, the exhibition is simply one stop along a 
continuous path of transformation and physical and sym-
bolic repositioning, whose final form is determined by coin-
cidence, conversation, and compromise over the course of 
its implementation. The artist does not appropriate this 
material as his own so much as he opens them up to collec-
tive identification, elaborating how their apprehension shifts 
over time and space. 

In Podlasie especially, these homes are often 
painted vibrant colours and embellished with decorative 
patterns. Yet in this exhibition, Serapinas presents only the 
essential components of the structures, plainly divulging 
their weathered raw states without adornment. Here the 
different functions, histories, and values associated with 
the distinct buildings are dissolved, generating an image of 
shared regional identity and global parallelism. This reduced 
condition recalls the erroneous assumption that Classical 
structures were bare limestone or marble as they appear 
today rather than intricately coloured and ornamented. At 
the same time, the ostensible uniformity of the materials 
gives a sense of a universal, timeless ‘language’ of architec-
ture. Log buildings exist anywhere where there are trees 

strong enough to build with and are determined by the tech-
nologies and bodies needed to handle the material. Though 
local conditions and customs might influence the guiding 
framework, the theorist Christopher Alexander has argued 
that there are universal unconscious patterns that all hu-
mans deploy in the design process, uncovering ‘a quality 
with no name’ that links not only buildings across time and 
space, but also form a cohesive environment for any soci-
ety. Grounded in precedent and repeated patterns, this flu-
id code for shaping our spaces is understood by everyone. 
Serapinas’ work emphasizes these socio-geometric rela-
tions, how certain patterns are optimized for human move-
ment and uses. The piecemeal and rudimentary construc-
tions and the intrinsic possibility for their rearrangement 
give the work a childlike directness. Like building blocks or 
construction toy sets (the most popular in the US were Lincoln 
Logs, using the same principle of notched logs as the exhib-
ited buildings), the work appeals to an essential type of cre-
ativity and spatial and structural awareness. The right an-
gles, the grid, the stacking of repeated forms, are examples 
of raw and practical patterning fundamentally encoded in 
the material itself. 

Through reconfiguration, the artist shows these 
buildings from another perspective. There are no fully as-
sembled buildings on display, only a volume of elements, a 
mass aggregation of pine, spruce, and aspen. The exhibition 
is an inspection of such elements, a survey of their compo-
sition, details, resilience, and patterns, their strength and 
their fragility. The specificity of the materials matters, and 
these choices are the product of passed-down knowledge 
and practical experience with the unique properties of each 
substance. The relatively soft and straight trunks of pine 
and spruce are used for walls because they are economical 
and comparatively easy to handle, as well as having insulat-
ing, fungicidal, and bactericidal properties. For roofing, aspen 
has ideal qualities for the task. With time and drying, the light 
wood gets harder, and it is much more resistant to atmos-
pheric impacts from sun, rain, snow, and humidity. Serapinas’ 
imposing set of walls made of aspen roof panels allows for 
these subtle material dynamics to be observed closely and 
for their current decayed condition to be scrutinized. Of 
course, we normally only view such patterned structures 
from a diagonal position below or even from a god’s or bird’s 
eye view. Thus, the artist literally shifts our perspective by 
reorienting the panels vertically, redirecting our attention 
to the unseen / underseen, and addressing the realm of the 
eye, the image. The massive matrix of delicate and repeated 
slats attests to the simple beauty of their functionality, but 
also the wear and tear of daily life, producing an image of 
the weather, the everyday, and all the experiences and re-
lationships that shelter under such structures.

Pine, Spruce and Aspen probes the strong recip-
rocal relationships that exist between environments and 
their inhabitants, emphasizing the interchange between 
craftsmanship and the attributes of materials. Serapinas 
pays homage to vernacular traditions and functionalist 
methods of subsistence and survival, while also experiment-
ing with their basic logics. In this recombination and reap-
praisal, the artist questions distinctions between ‘low culture’ 
and ‘high culture’, layman and professional, the anonymous 
and the authored, as well as the spontaneous and the planned, 
the permanent and temporary, the circumstantial and the 
conceptual, and the passed down and the designed. Para-
doxically, the artist assembles walls to test such boundaries. 
This spatial order, determined by the materials themselves 
and ad hoc solutions, organises an ensemble of possibilities 
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and interpretations and reimagines how space can be re-
constructed. The exhibition elaborates the modular and 
recombinant logic of regional wooden architecture, working 
against viewing buildings as static objects and in favour of 
treating them as mobile and in flux, driven by continuous 
change in their use, function, and meaning. Tradition, like the 
vernacular buildings themselves, is proposed as an adaptive 
and reflective process, creatively recycling existing forms 
to address the needs and circumstances of the present. It 
is precisely this a sense of “timeless modernity” and their 
capacity to evolve, adjust, and reconfigure that provides 
such structures their resilience. Their current function, how-
ever, is waiting to be defined.

Post Brothers

The creative process of Augustas Serapinas is deeply root-
ed in care. Each project begins with conversations with 
neighbors or staff of the gallery. These encounters enrich 
Serapinas’s installations and help him in his attempts to 
pierce the bubble that the art world can be. One like when, 
at the main exhibition of the Venice Biennale, the artist pre-
sented high seats designed for those guarding the exhibi-
tion, modeled after lifeguard towers set up on beaches. For 
it turned out that at the most prestigious event in the art 
world no infrastructure was provided to enable those tend-
ing the exhibitions to take a seat. The artist is genuinely cu-
rious about people and their stories enclosed in material 
objects. Human relationships are not so much a theme as 
a method of work – they guide the improvisation-based pro-
cess of making art. As the artist says - there is no deep so-
ciological research though. “I arrive somewhere, and things 
start to happen. I just see where it will leads.”

Things indeed began to happen after Augustas 
Serapinas arrived to Bialystok in February this year, al-
though we already knew that the starting point of the exhi-
bition would be wooden vernacular architecture in Lithuania 
and Podlasie. For years, Serapinas has observed the grad-
ual disappearance of this local heritage, which in Lithuania 
is primarily preserved in the centers of large cities. In rural 
areas, however, old wooden houses are often sold as fire-
wood or left to decay. One of Serapinas’s earliest works 
drawing from folk architecture used materials salvaged 
from a house near the Lithuanian town of Prienai. The own-
er had planned to demolish the roofless, partially rotted 
building but instead gave it to the artist. Serapinas careful-
ly disassembled the house, treated the materials against 
insects and mold, and presented them as part of an exhibi-
tion. Since then, he has been “rescuing” houses he knows 
are destined to vanish. The structure featured at the heart 
of the main installation at Arsenal Gallery power station has 
a similar story. In Serapinas’s words, “A house transforms 
into a sculpture, and each sculpture becomes an ambas- 
sador for regional wooden architecture.”

On Care, Destruction  
and Transience  
Towards Augustas  
Serapinas’s Exhibition  
Pine, Spruce and Aspen
On Care

Augustas Serapinas



17Pine, Spruce and Aspen

The most significant process in Serapinas’s artis-
tic practice, as he sees it, is socializing through art. Follow-
ing this logic, the creation of the Pine, Spruce and Aspen 
exhibition can be described by redirecting attention to peo-
ple important to this process and the fate of wooden archi-
tecture in the region. Among them is Jerzy Misiejuk of the 
Society of Friends of the Open Air Museum in Koźliki, which 
loaned the former smithy building that is part of the main 
installation. Misiejuk recalls the museum’s informal begin-
nings: in 1987, at just nineteen, he and a group of friends 
from the area purchased, transported, and rebuilt a wood-
en windmill on fields near Stupniki, where they used it as a 
summer retreat. It wasn’t until a decade later that the asso-
ciation was formally registered. Over the years, this group 
of friends planted trees and acquired and relocated cot- 
tages, barns, and granaries to the museum grounds. Just 
like Serapinas, they were driven by a deep care for preserv-
ing the architectural heritage of their community and by the 
practice of dismantling, relocating, and reconstructing 
wooden structures. Over time, these preservation projects 
became interwoven with their personal lives. Grassroots 
open-air museums operate under a different ethos than 
state-run institutions. The buildings in these museums serve 
the local community as needed, functioning as living “mon-
uments” whose essence is revealed through their use. The 
final element in Serapinas’s monumental installation, a small 
granary, was borrowed from the Open-Air Museum in 
Białowieża, where it is cared for by Jerzy Monachowicz, 
among others. Monachowicz shares the story of the gra-
nary, built by Joachim Wołosowicz (b. 1905) in the village of 
Koszele. The exact date of its construction is unknown, as 
those who might have remembered it are no longer alive. 
Documentation of vernacular architecture rarely provides 
the level of detail available for state-sponsored projects or 
those created for the upper classes, where both the dates 
and the names of architects and patrons are often meticu-
lously recorded. This lack of documentation highlights the 
challenges faced by scholars of folk history. In the early 
stages of the current “folk turn” in historiography, re- 
searchers sought to create a “folk history of Poland,” con-
ceived as a general social history of the nation. Only recent-
ly have narratives emerged that include the microhistories 
of specific individuals. In the earlier historiographical mod-
el, the granary from Koszele would have been categorized 
as one of many typical ethnographic objects built before 
World War II. However, Monachowicz, with the help of friends, 
uncovered personal details: the birth years of Wołosowicz’s 
wife (1915) and eldest daughter (1943) and the family’s story 
of the exile from the Western Krai into Russia, Joachim’s 
untimely death, and the hardships of war. Thanks to the work 
of local activists, focused not only on generalized folk his-
tory but also on individual stories, these private histories 
now resonate through the materials that form Serapinas’s 
installation.

The artist, however, is primarily interested in the 
practical aspects of vernacular architecture: the mobility 
and functionality of modular construction systems. These 
buildings are crafted from locally sourced materials, typi-
cally pine, spruce, or aspen in the case of wooden houses 
from Lithuania and Podlasie. Their design allows them to be 
easily dismantled into individual components, transportable 
by just two people. The timber-frame construction enables 
these structures to be reassembled with minimal effort in 
a new location, whether a settlement, open-air museum, or 
art gallery. This process forms the conceptual foundation 
of Pine, Spruce, and Aspen. It was made possible by the 
collaboration of Podlasie carpenters, part of the Białystok 

branch of the Polish Roofers Association, who preserve, 
practice, and pass on traditional building techniques.  
Serapinas views mobility and modularity as intrinsic to the 
DNA of these structures, basing his installation on the log-
ic of local architecture. He uses the “rules of the art world” 
to once again set these buildings in motion. Perhaps the true 
essence of the artistic process lay in the multi-day effort of 
the carpenters, who assembled the various elements into 
their final form. What visitors see is the result of this per-
formance: a long corridor constructed from alternating 
walls of the Koszele granary, a Lithuanian house, and the 
Podlasie smithy. This mode of presentation emphasizes the 
architectural logic of the structures, revealing their adjoin-
ing, numbered parts and interlocking joints. It also highlights 
the similarities and differences in their construction and the 
condition of their wood. The state of preservation vividly 
illustrates which objects have been maintained in local 
open-air museums and which were “rescued” by the artist 
from the brink of decay.

On Destruction
With the four works that open the exhibition, collectively 
titled Roof from Meškauščizna, the artist shifts the narra-
tive from care to destruction. These square pieces, care-
fully cut from a traditional wooden shingle roof, are black-
ened by fire. Their charred surfaces evoke distant echoes 
of the work of Frank Stella, one of the most influential Amer-
ican artists of the 20th century. While the black color and 
geometric arrangement might initially bring to mind Stella’s 
renowned Black Paintings, Serapinas’s approach aligns 
more closely with Stella’s Polish Village series. This series 
of paintings, drawings, and models (exhibited at the POLIN 
Museum of the History of Polish Jews in 2016) paid homage 
to Poland’s pre-World War II wooden synagogues, de-
stroyed during the Holocaust. Inspired by the research of 
Maria and Kazimierz Piechotka, Polish architects who doc-
umented these sacred Jewish structures in a landmark 
1959 publication, Stella created abstract interpretations of 
these synagogues in the 1970s. Like Serapinas, he titled his 
works after the towns and villages where these buildings 
once stood. Stella described his “Polish paintings” as a form 
of construction, reflecting his desire to recreate cultural 
memory through art. This need to build, both as an act of 
preservation and artistic reinterpretation, connects Stella 
and Serapinas, who share a deep engagement with tradi-
tional craftsmanship and architectural heritage.

While Serapinas’s practice often centers on pre-
serving vernacular architecture, he is also drawn to its de-
struction. Fascinated by this inevitable process, he some-
times chooses to destroy certain structures himself. The 
works on display are fragments of a roof he intentionally 
burned. Serapinas argues that when the demise of a build-
ing is certain, a dramatic end in flames can serve as its most 
striking farewell. The burned roofs from Meškauščizna, ex-
hibited in Białystok, resonate with a highly specific local 
context: the deliberate destruction of the city’s wooden ar-
chitectural heritage.

In 2019, Andrzej Kłopotowski, writing for the local 
edition of Gazeta Wyborcza about a fire on Angielska 
Street, remarked that it didn’t surprise him. The Białystok 
journalist had already reported on numerous fires in areas 
like Angielska and other neighborhoods where old wooden 
houses still stood. He frequently criticized the systematic 
clearing of these structures by developers in districts such 
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as Młynowa, Piasta, Słonimska, and Angielska Streets, as 
well as other parts of the city. A retrospective look at  
Kłopotowski’s articles reveals an evolution in his attitude, 
shaped by a growing sense of powerlessness. Initially, he 
described filing reports with the prosecutor’s office regard-
ing the destruction of historic buildings. Over time, his tone 
shifted to anger and frustration as he called out developers, 
urban planners, city council members, mayors, and indif-
ferent residents. Eventually, he resigned himself to the sit-
uation, writing in later articles: “If there’s to be a block of 
flats, then there will be a block of flats,” and, “To be honest, 
I’m tired of ‘typing away’ about yet another fire next to a 
historic site. I’m tired of writing about a burned house in a 
spot where a block of flats is destined to rise.” As with so 
many other values, vernacular architecture often finds itself 
defeated in the face of unchecked capitalism.

On Transience
The disappearance of wooden architecture in the region is 
not only the result of deliberate, profit-driven actions by de-
velopers. Old houses fall into disrepair when abandoned, 
are dismantled, rebuilt, or extensively modernized because 
they no longer meet the needs of contemporary owners and 
users. These structures were never intended to last for cen-
turies. The advanced decay of wooden shingle-covered 
roofs, displayed vertically as part of a monumental installa-
tion in the exhibition, marks the final stage in their natural 
lifecycle. The processes of transience observed here, much 
like vernacular architecture itself, are easy to romanticize. 
However, for the people who live in these buildings, the con-
cerns are primarily practical. Residents of Podlasie grapple 
with the question of how to honor their folk heritage without 
reducing it to a tourist brand or sentimental myth. This ex-
hibition shifts attention to the complex and varied contem-
porary fates of vernacular architecture and its historical 
functionality, rather than its romanticized, picturesque qual-
ities. Serapinas, interested in function expressed through 
minimalist forms, does not draw on the rich ornamentation 
of wooden architecture often celebrated in traditional aes-
thetic canons of folk art.

As Ewa Klekot has argued, these aesthetic frame-
works were often shaped in urban contexts. “A piece of folk 
art always had two creators: the person who made it in the 
countryside and the one who selected it as ‘folk’ and trans-
formed it into art.” The popular turn toward folk themes in 
visual art raises important questions about how to ethically 
engage with this heritage. This involves listening to the voic-
es of individuals from working-class backgrounds who, 
through social mobility, have entered the art world. Serapinas 
himself, the son of an Orthodox priest raised in extremely 
modest circumstances, embodies this dynamic. While he 
does not view his upbringing as harsh or inferior, his life has 
diverged significantly from it. Nevertheless, he has success-
fully presented works within the art world that draw direct-
ly from the crafts and practices of his home region. This 
approach, however, carries the risk of reproducing the 
problematic historical role of folk art, which often served 
as an exported representation of Lithuanian (or Polish) art 
as a whole. 

One possible ethical strategy for engaging with 
this heritage is to present artistically reimagined elements 
of vernacular architecture in their places of origin, creating 
spaces for dialogue with the communities to whom they be-
long. This dialogue can explore the contemporary relevance 

and significance of these traditions. The development of 
Pine, Spruce, and Aspen fostered a range of new relation-
ships in the region, emerging from the processes Serapinas 
initiated. As part of the exhibition, the team conducted local 
research, met with residents, and connected local stories 
and figures with contemporary artistic and curatorial strate- 
gies. For Serapinas, the reactions of people living near his 
projects are particularly significant. Klekot suggests the 
concept of “appropriation” as a means of fostering dialogue 
with folkloric representations and their perceptions, by cre-
ating conditions for their reinterpretation. Both the exhibi-
tion and its accompanying public program attempt to realize 
this vision.

Katarzyna Różniak-Szabelska
Translated from Polish by Anna Bergiel

Augustas Serapinas



Events accompanying the 
exhibition

15.11.2024 
(Friday), 6:00 pm
         VERNlSSAGE
RATlLlO – a performance by the Vilnius 
University folklore ensemble

16.11.2024  
(Saturday),     11:00 am
         Guided tour with Augustas 
Serapinas

23.11.2024 
(Saturday),    12:00 pm
        BURNlNG BlAŁYSTOK. Guided tour 
with journalist Andrzej Kłopotowski

1.12.2024 
(Sunday),         12:00 pm
         ABOUT CARE  
Guided tour with Jerzy Misiejuk from 
the Society of Friends of the Open Air 
Museum in Koźliki and Jerzy Monachowicz 
from the Open Air Museum in Białowieża

7.12.2024  
(Saturday),    11:00 am 
         PAWUK-PAJĄK  
Workshop with Małgorzata Klimowicz 
(registration on the website)

21.12.2024 
(Saturday),       4:30 pm
         A WCZORA Z WlECZORA 
Caroling with Julita Charytoniuk and 
Pracownia Pieśni

5.01.2025 
(Sunday),        4:30 pm
         CONCERT OF CAROLS   
with Julita Charytoniuk, Maria Żynel 
and Magdalena Wieremiejuk

11.01.2024 
(Saturday),     12:00 pm
         MODULARlTY & MOBlLlTY 
Guided tour in English with Post  
Brothers, the curator of the exhibition

25.01.2025 
(Saturday),      12:00 pm 
         Guided tour in Belarusian with 
Alina Wawrzeniuk

8.02.2025 
(Saturday),      12:00 pm
        Guided tour in Ukrainian with 
Yulia Kostereva

15.02.2025 
(Saturday),      4:00 pm
         RlGHT TO THE GLEANlNG  
Lecture and film presentation with 
Sebastian Cichocki, curator of the  
40th contemporary art biennial EVA  
lnternational The Gleaners Society in 
Limerick, lreland

22.02.2025 
(Saturday),      12:00 pm
         lN CONSTRUCTlON. Guided tour 
with Tomasz Fudala, organizer of the 
Warsaw Under Construction festival 
dedicated to architecture and urban 
politics

1.03.2025 
(Saturday),      12:00 pm
ON PASSlNG. Finissage guided-tour 
with Katarzyna Różniak-Szabelska,  
the exhibition curator 

Wydarzenia towarzyszące

15.11.2024 
(piątek), 	 godz. 18:00 
         WERNlSAŻ
Występ Zespołu Folklorystycznego 
Uniwersytetu Wileńskiego RATILIO

16.11.2024  
(sobota), 	godz. 11:00
         Oprowadzanie z Augustasem 
Serapinasem

23.11.2024 
(sobota), 	godz. 12:00
        PŁONĄCY BlAŁYSTOK. Oprowadzanie 
z dziennikarzem Andrzejem 
Kłopotowskim

1.12.2024 
(niedziela), godz. 12:00
         O TROSCE
Oprowadzanie z Jerzym Misiejukiem  
z Towarzystwa Przyjaciół Skansenu  
w Koźlikach i Jerzym Monachowiczem 
ze Skansenu w Białowieży

7.12.2024  
(sobota),	 godz. 11:00 
         PAWUK-PAJĄK  
Warsztaty z Małgorzatą Klimowicz 
(zapisy na stronie internetowej)

21.12.2024 
(sobota), 	 godz. 16:30
         A WCZORA Z WlECZORA 
Kolędowanie z Julitą Charytoniuk  
i Pracownią Pieśni

5.01.2025 
(niedziela), godz. 16:30
         KONCERT KOLĘD  
z Julitą Charytoniuk, Marią Żynel  
i Magdaleną Wieremiejuk

11.01.2024 
(sobota), 	godz. 12:00
         MODULARlTY & MOBlLlTY  
Oprowadzanie w języku angielskim  
z kuratorem wystawy Post Brothers

25.01.2025 
(sobota), 	godz. 12:00 
         Oprowadzanie w języku  
białoruskim z Aliną Wawrzeniuk

8.02.2025 
(sobota), 	godz. 12:00
        Oprowadzanie w języku 
ukraińskim z Yulią Kosterevą

15.02.2025 
(sobota), 	godz. 16:00
         PRAWO DO POKŁOSlA  
Prezentacja filmów i wykład Sebastiana 
Cichockiego, kuratora 40. edycji  
biennale sztuki współczesnej EVA  
lnternational ‘The Gleaners Society’  
w Limerick w lrlandii

22.02.2025 
(sobota), 	godz. 12:00
         W BUDOWlE. Oprowadzanie  
z Tomaszem Fudalą, organizatorem 
poświęconego architekturze i politykom 
miejskim festiwalu Warszawa  
w Budowie

1.03.2025 
(sobota),	 godz. 12:00
O PRZEMlJANlU. Finisażowe  
oprowadzanie z kuratorką wystawy 
Katarzyną Różniak-Szabelską
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1 – 8
Występ Zespołu Folklorystycznego Uniwersytetu 
Wileńskiego RATILIO podczas wernisażu wystawy / 
Vilnius University Folk Ensemble RATILIO  
performance during the opening of the exhibition, 
fot./photo Maciej Zaniewski

1 2
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Wernisaż wystawy / 
Exhibition opening, fot./photo 
Maciej Zaniewski
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11

12

10

Wernisaż wystawy / 
Exhibition opening, fot./photo 
Maciej Zaniewski

Oprowadzanie z Augustasem 
Serapinasem / Guided tour 
with Augustas Serapinas, 
fot./photo Maja MacKenzie

Oprowadzanie po wystawie / 
Guided tour, fot./photo Maja 
MacKenzie
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16-18 
O TROSCE. Oprowadzanie z przedstawicielami 
skansenów w Koźlikach i Białowieży /  
ABOUT CARE. Guided tour with represen-
tants of the Society of Friends of the Open Air 
Museum in Koźliki and the Open Air Museum 
in Białowieża, fot./photo Maja MacKenzie

13–15
PŁONĄCY BIAŁYSTOK. Oprowadzanie z dziennikarzem 
Andrzejem Kłopotowskim / BURNING BIAŁYSTOK. Guided  
tour with journalist Andrzej Kłopotowski, fot./photo Tytus  
Szabelski-Różniak

13
14
15

16
17
18



KOLOFON / COLOPHON
Zespół kuratorski / Curators: Post Brothers & Katarzyna 
Różniak-Szabelska
Produkcja i koordynacja / Production and coordination: 
Katarzyna Różniak-Szabelska 
Identyfikacja wizualna wystawy i projekt graficzny  
publikacji / Exhibition visual identity and publication graphic 
design: Karolina Pietrzyk & Tobias Wenig
Zdjęcia / Photo: Tytus Szabelski-Różniak, Maciej Zaniewski
Teksty / Essays: Post Brothers, Katarzyna Różniak-Szabelska
Tłumaczenie z polskiego na angielski i z angielskiego na 
polski / Polish to English and English to Polish translation: 
Anna Bergiel 
Redakcja i korekta / Editing and proofreading: Ewa 
Borowska
Realizacja wystawy / Exhibition realisation: Polskie 
Stowarzyszenie Dekarzy, Oddział w Białymstoku / Polish 
Roofers Association, Białystok Branch oraz/and Maciej 
Zaniewski, Kacper Gorysz, Michał Małeczek, Mateusz 
Smorczewski, Tomasz Lelo, Zbigniew Świdziński, 
Katarzyna Kida
Promocja / Communication and promotion: Gabriela 
Owdziej, Piotr Trypus
Edukacja / Education: Katarzyna Kida, Justyna  
Kołodko-Bietkał, Iza Liżewska, 
Osoby opiekujące się wystawą / Exhibition supervisors: 
Maja MacKenzie, Małgorzata Kopciewska, Tomas Lelo, 
Mateusz Smorczewski, Piotr Trypus, 
Opieka księgowa / Accounting: Marlena Maleszewska, 
Anna Olesiewicz, Katarzyna Wilimas
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