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AAnnttrrass rrauunnddass 

Tæsinys, antroji romano dalis ar filmo serija
paprastai susilaukia iðskirtinio dëmesio.
Kritikams ir skaitytojams visada ádomu, ar
tæsinys toks pat stiprus kaip ir pirmoji dalis,
ar tebeturi naujumo prieskoná ir tebekausto
skaitytojo dëmesá. O gal palieka tik „padëvë-
to daikto“ áspûdá? INTERVIU kaip tik tokioje
situacijoje ir tik laikas parodys, kaip yra ið
tikrøjø. 

Ðiuo metu Ðiuolaikinio meno centras leidþia
stambø katalogà Emisija, kuris tam tikra
prasme irgi yra kito didþiulio leidinio Lietuvos
dailë 1989-1999: deðimt metø tæsinys. Ið
treèiojo tûkstantmeèio pirmo deðimtmeèio
vidurio perspektyvos þvelgiama á septynis
menininkus, priklausanèius deðimto deðimt-
meèio kartai. Pristatydamas septynis mono-
grafinius projektus, Emisijos katalogas rikiuo-
ja ðiuos menininkus, dëlioja ir stumdo lyg
domino kaladëles – kas gali numatyti, kokia
tvarka jos iðkris?

Kaþkodël 2005-ieji atrodo zeitgeist metai.
Pranaðystës ir panaðûs dalykai paprastai
taupomi deðimtmeèiø kaitos momentui.
Taèiau ðio deðimtmeèio vidury daugelis ávykiø
susidëjo á krûvà, iðryðkindami istorinius laiko-
tarpio bruoþus. Uþtenka paminëti keletà  –
popieþiaus mirtá, 60-àsias karo Europoje ir
naciø mirties stovyklø pabaigos metines,
Holokausto memorialo Berlyne atidarymà, ES
konstitucijos ratifikavimo procesà, milþiniðkø
Air Bus ir Boeing lëktuvø paleidimà. Sukanka
ir 15 metø – priklauso, kaip skaièiuosi, – kai
didelë Europos (ir europieèiø) dalis iðsivadavo
ið sovietinës okupacijos. Ir visi ðie ávykiai tapo
daugelio kultûros renginiø, straipsniø,
debatø ir meno kûriniø tema visoje Europoje
ir uþ jos ribø.   

INTERVIU irgi nekitoks. Lolita Jablonskienë ir
Nicolausas Schafhausenas kalbasi apie
netolimà ateitá kaip asmenys, atsakingi uþ
kultûriniø institucijø kûrimà – jø kritinis
poþiûris remiasi dviejø deðimtmeèiø darbo 
patirtimi ðioje srityje. Lietuviø menininkai
Arûnas Gudaitis ir Kristina Inèiûraitë kalbasi
apie meno rinkà – paèià naujausià institucijà
Lietuvoje. Valentinas Klimaðauskas diskutuoja
su vienu reikðmingiausiø Lenkijos intelektualø
Piotru Piotrowskiu ir menininku Dariumi
Mikðiu apie Karolio Wojtylos vaidmená jo
gimtojoje ðalyje ir ðiandieniniame pasaulyje.
Pokalbyje su Tautvydu Bajarkevièiumi þino-
mas garso menininkas Carstenas Nicolai
pasakoja apie eksperimentinæ muzikà ir
pasenusias sovie-tines áraðø technologijas,
kuriomis susidomëjo dar VDR gyvavimo
metais. Kuratorius Larsas Bang Larsenas
kalbina menininkø grupës Henriko VIII
þmonos na-rius apie jø projektà Tatlino bokð-
tas – bandymà realizuoti Vladimiro Tatlino
1920-aisiais sukurtà paminklà III Komunistø
Internacionalui. Ar Tatlino bokðtas yra dar
vienas paminklas þlugusiems idealams?
INTERVIU tikisi, kad ne.

Ieðkodami naujoviø pradedame knygø ap-
þvalgos rubrikà, ðiame numeryje taip pat
publikuojame filosofo Dieterio Lesage’o teks-
tà, skaitytà Ðiuolaikinio meno centre balandá.
Naujojoje rubrikoje bus recenzuojamos nese-
niai iðleistos ar iðverstos á lietuviø kalbà kny-
gos, kurios, mûsø poþiûriu, gali átakoti ðiuo-
laikinio meno kontekstualizavimà ir recepcijà.
Tokiø vilèiø neturëtume, jei patikëtume
Dieterio Lesage’o tekstu apie tuðèià ðiuo-
laikinio meno aplinkos, kurioje niekas neturi
reikðmës, spindesá. Jau ið tiesø metas prisi-
liesti prie kriðtolinio rutulio – ir paþadëti visas
paslaptis atskleisti rugsëjá.  

Linara Dovydaitytë, Simon Rees 

Ðiam pokalbiui su Nicolausu Schafhausenu
susitikome Amsterdame, prieð pat Populizmo
parodos atidarymà Stedelijko muziejuje. Beje,
kità dienà Amsterdame virë tikrø tikriausia
populistø puota – olandai ðventë karalienës

Beatrix karûnavimo trisdeðimtmetá. Prieð
savaitæ Populizmas, kurá Schafhausenas kura-
vo kartu su Cristina Ricupero ir Larsu Bang
Larsenu, atsidarë Ðiuolaikinio meno centre
Vilniuje, ir, man iðvykstant á Amsterdamà,
Superflex ir Jenso Haaningo lankytojø skaitiklis
bylojo, kad parodà Vilniuje jau buvo pamatæ
du su puse tûkstanèio þiûrovø. Kalbà apie
naujas Europos meno institucijas pradëjome
dar Vilniuje, mat tuo metu pasklido þinia, kad
Schafhausenas palieka Frankfurto kunstve-
reino direktoriaus postà ir pradeda vadovauti
naujai institucijai. Kadangi pati dirbu ágyvendi-
nant naujo modernaus ir ðiuolaikinio meno
muziejaus Vilniuje projektà, ádomu buvo pa-
klausinëti, kaip gimsta naujos institucijos

Europoje, kaip apibrëþia savo misijà jau
pakankamai komplikuotame nûdienos
kultûros institucijø lauke ir ypaè – kaip
sàveikauja su „institucijø kritika“, aktyviai plë-
tojama ávairiose ðiuolaikinio meno praktikose.

Atvirai sakant, tikëjausi, kad tai bus dviejø
þmoniø, „stovinèiø prie pamatø duobës“,
padejavimai, bet maloniai nustebau susidûrusi
su kitokiu poþiûriu á institucijø steigimà.

Lolita JJabblonskienë: Gal pradëkime nuo
pradþiø: koks naujosios institucijos pavadini-
mas ir kada ji atsidarys?
Nicolauusass Scchaffhauusenass: Ið pradþiø apskritai
keletas þodþiø apie institucijas. Paþvelgæ á jas,
ypaè á Vidurio Europoje ðiuolaikinio meno dis-
tribucijà vykdanèias institucijas, pastebësime,
kad per pastaruosius ðeðerius-septynerius
metus jø finansø struktûra, valstybinio (ar
municipalinio) bei privataus finansavimo san-
tykis, o taip pat strateginës funkcijos miestø

struktûroje dramatiðkai pasikeitë. Sakau taip,
nes man teko dirbti dviejø skirtingø privaèiø
institucijø, beje, itin galingø ir átakingø meno
sistemoje institucijø, direktoriumi – ne
meniniu, o tikruoju direktoriumi. 
LJ: Turite omenyje Vokietijos ðiuolaikinio meno
sistemà ar kalbate plaèiau?
NS: Plaèiau. Nors Vokietija, þinoma, yra vienas
ið svarbiausiø Europos centrø, net po keliø
ekonominiø kriziø, kurias ji iðgyveno po susi-
jungimo. Tai labai svarbi ðalis ðiuolaikinio
meno recepcijos, distribucijos ir produkcijos
prasme. Jos ðiuolaikinio meno institucijø istori-
ja taip pat itin ádomi. Daugelis instituciniø
modeliø – nuo municipaliniø kunstvereino ir
kunsthalës iki dideliø privaèiø ir valstybiniø
muziejø – prigijo ir kitose Europos ðalyse, ir
èia, mano nuomone, buvo iðvystyti daug sëk-
mingiau nei paèioje Vokietijoje.
LJ: Kaip manote kodël?
NS: Tai ir yra vienas svarbiausiø klausimø, á
kuriuos turësiu atsakyti, rengdamas European
Kunsthalle Cologne (Europos kunsthalës
Kelne) koncepcijà.
LJ: Ar tai oficialus naujosios institucijos pava-
dinimas?
NS: Taip, tai yra neseniai patvirtintas projekto
pavadinimas – European (ne Europäische)
Kunsthalle Cologne. Nors skamba jis gana
prieðtaringai. Kà apskritai reiðkia European
Kunsthalle Cologne? Net neþinia, ar ji kada
nors taps realia fizine erdve. Bet kai mane
pakvietë kandidatuoti á ðios naujos institucijos
direktoriaus postà, þvelgdamas ið Vidurio
Europos perspektyvos pamaniau, kad toks
darbas gali bûti vienu ið mano, kaip kurato-
riaus, tikslø. Manau, turiu tam reikalingos
patirties: þinau darbo Vokietijoje ir tarptauti-
niame kontekste specifikà, esu dirbæs su
skirtingomis kultûromis, rengiau projektus
kitose Europos ðalyse, miestuose, ávairiose
institucijose ir t.t. Pradedu dirbti [jau greitai –
2005 birþelá], padedant privaèiai kultûrinei ini-
ciatyvai Das Loch. Ðià asociacijà ákûrë Kelno
kultûrinis elitas. Asociacijà, kurios pavadinimà
reikëtø versti þodþiu „skylë“, sudaro tokie
þmonës, kaip viena þymiausiø Vokietijos
menininkiø Rosemarie Trockel ar Ludwigo
muziejaus direktorius Kasparas Königas, taip
pat þinomas galerininkas Christianas Nagelis
ar itin populiarus aktorius Udo Kieras ir kt.
Þvelgiant á ðiandieniná Kelno statusà Europos
meno sistemoje, akivaizdu, kad ðis miestas
pastaruoju metu prarado átakà ðiuolaikinio
meno istorijai, kuria neabejotinai galëjo di-
dþiuotis nuo penkto deðimtmeèio pabaigos iki
devinto deðimtmeèio pabaigos. 

Dëmesio

Lolitos Jablonskienës ir
Nicolauso Schafhauseno
pokalbis

ÐMC INTERVIU / CAC INTERVIU

Meninis projektas: Mirjam Wirz, Auto Portretai, 2004-
Tai automatiniu principu veikiantis ir pats save generuojantis projektas, kuriame fiksuojami á kolaboracinius kultûrinius projektus ásitraukæ „menininkai/muzikan-
tai/dizaineriai/aktyvistai“. Projektà sudaro dokumentinio pobûdþio momentinës Vilniuje gyvenanèiø ir jo kultûriná gyvenimà veikianèiø þmoniø fotografijos.
Projektas bus baigtas, kai ratas uþsidarys – kai naujas vieno ið dalyviø parekomenduotas þmogus bus jau dalyvavæs.

Artist Project: Mirjam Wirz Auto Portraits 2004-
This is a self-generating automatic project recording ‘artists/musicians/designers/activists’ who are involved in collaborative cultural practices. It constructs a docu-
mentary snapshot of individuals in Vilnius who are important to the transmission of culture here. The project will reach a conclusion when the participants who
are asked to recommend the next portrait subject nominate someone who has already appeared: closing the loop.
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ar ne?
NS: Ne. Ðiai daliai plëtoti ieðkosime partneriø,
bendradarbiø Europoje ir pasaulyje. Kuriame
ir patarëjø tarybà, kurià sudarys asmenybës,
turinèios realià átakà didþiajai Europos
kultûros politikai.
LJ: Ar tai reiðkia, kad menininkai ir kiti
kultûros veikëjai, paskelbæ ðià iniciatyvà,
nebëga nuo politikos á naujus jaukius namus
tik sau, o prieðingai – siekia aktyviai dalyvauti

politiniame gyvenime?
NS: Kaip tik taip. Jie siekia dalyvauti politinëje
diskusijoje.
LJ: Ir dël ryðiø su politika, ir dël kitø prieþas-
èiø – ar tai realistinis, ar utopinis projektas?
NS: Manau, kad realistinis. Apskritai laikas
baigti nesibaigianèià socialinio-politinio ir
kultûrinio gyvenimo pertvarkà, nuolatines
reformas ir imti galvoti apie stabilumà.

LJ: Puikiai þinau ðià pokyèiø ir reformø ide-
ologijos dvasià. Jau keliolika metø Lietuvoje
visos vieðojo gyvenimo sritys trimituoja apie
reformas, tik maþai kas spëja susimàstyti apie
jø turiná ir rezultatus. 
NS: Iðties – kà reiðkia reforma?
LJ: O ar bendradarbiavimas su menininkais –
juk Das Loch daugiausiai sudaro menininkai –
kuriant naujos institucijos koncepcijà yra
vaisingas? Þinau, kad Jûs taip pat studijavote

menà, taèiau ðá
mano klausimà
veikiau paskati-
no átempti
menininkø ir
institucijø san-
tykiai Lietuvoje.
NS: Taip, að
studijavau
menus, taèiau,
pradëjæs kura-
toriaus karjerà,
pabaigiau
menininko
gyvenimà.
Mano kurato-
rinë praktika
nëra meninis
projektas.
Prisimindamas
Kelno
menininkø inici-
atyvà, galiu
pasakyti, kad
nesu anksèiau
dirbæs tokiomis
aplinkybëmis,
nesu buvæs
tokioje situaci-
joje; taigi ir
man tai yra
visai nauja
patirtis. Ádomu
tai, kad ðian-
dien meninin-
kai, ypaè ðie
menininkai, yra
labai galingi ir
átakingi, puikiai
ásitvirtinæ meno

rinkoje. Kai kurie jø, pavyzdþiui, Rosemarie
Trockel, jau nëra vien menininkai, o veikiau
savotiðki kultûros faktoriai. Pasiraðiau sutartá
dvejiems metams. Mano misija per ðá laikà
sukurti instituciniø praktikø santykio su
kultûros politika diskursà. Toks yra ir Das Loch
asociacijos tikslas.
LJ: Ar per ðiuos metus numatote ágyvendinti
ir konkreèiø meniniø projektø? Kaip apskritai

planuojate bendrauti su visuomene?
NS: Yra ávairiø bûdø supaþindinti visuomenæ
su mûsø darbu. Kelnas yra ir þiniasklaidos
miestas, net jei ne toks galingas kaip
Frankfurtas, Berlynas ar Hamburgas. Kaip
minëjau, tikiu aukðtosios kultûros, intelektu-
alø galia. Kaip tik todël buriame ne tik
Europos, bet ir viso pasaulio patarëjø
komandà, kuri galëtø átakoti didþiàjà politikà.
European Kunsthalle Cologne reikia galios,
kad ji galëtø ágyvendinti savo sumanymus.
LJ: Koks jûsø poþiûris á ðiuolaikinio meno
institucijø veiklos metodus? Ar manote, kad
jos turëtø visø pirma bûti diskusijø platfor-
momis, idëjø laboratorijomis, ar visgi meno
kûriniø eksponavimo vietomis, menininkø
projektø realizavimo aikðtelëmis?
NS: Ðiuolaikinio meno institucijos negali bûti
tik laboratorijomis. Tai neleidþia joms vykdyti
kitø labai svarbiø funkcijø. Manau, kad ðiuo-
laikinio meno institucija – tai ir paprasèiausia
parodø erdvë. Að mëgstu parodas ir papras-
tus jø lankytojus bei betarpiðkà emociná pas-
tarøjø santyká su meno kûriniais. Manæs
nedomina diskurso, skirto uþdaram meno
kontekstui, kûrimas. Tuo juk turëtø uþsiimti
universitetai. O kunsthalës ir kunstvereinai
nëra universitetai.
LJ: Teigiate, kad kiekviena institucija turëtø
siekti bûti geriausia savo srityje: universitetas
turi bûti geras universitetas...?
NS: Þinoma. Biblioteka turi bûti biblioteka,
archyvas – archyvu, o muziejus – muziejumi
su rinkiniu, kaip rinkiniu...
LJ: Ar turite favorièiø tarp ðiuolaikinio meno
institucijø?
NS: Ne viena jø ðiandien puikiai dirba ir turi
gerø idëjø. Taèiau dauguma jø kalba tik apie
pokyèius ir reformas. Idëjos negali bûti visada
ðiuolaikinës ir aktualios – kai jos nustoja
tokiomis bûti, reikia jø atsisakyti.
LJ: Bet reformos ir pokyèiai, kaip taisyklë, aso-
cijuojasi su revoliucija ir progresu – kitoje pu-
sëje rikiuojasi konservatyvumas ir stagnacija.
NS: Nebûtinai. Ðiuo metu Europoje vyksta
konservatyvi revoliucija ir konservatyvios
reformos.

Ðioje vietoje mûsø ádomus pokalbis nutrûko,
nes jau kone vëluojantá á parodos atidarymà
Stedelijko muziejuje Schafhausenà kolegos
brukte ábruko á taksi. Tad instituciniø modeliø
svarstymai liko nebaigti. Laukite tæsinio.

Lolita Jablonskienë yra LDM Nacionalinës
dailës galerijos vadovë ir Lietuvos paviljono

51-ojoje Venecijos bienalëje antroji komisarë.

LJ: Tad ko siekia ðiandieninis Kelno elitas?
NS: Pirmiausia jie nenori meno institucijø
lauko atiduoti politikams. Kelne nuo 1980
metø veikë kunsthalë, tiesa, veikë ji nesëk-
mingai; taip pat neseniai po rekonstrukcijos
naujose patalpose duris atvërë pakankamai
þymus Kelno kunstvereinas. Taèiau abi ðios
institucijos pasmerktos, mat miestas nuspren-
dë pastatyti vienà naujà kultûros centrà,
kokiø dabar pilna visuose Europos miestuose
– juose ávairiø srièiø muziejai ir kitos kultûros
institucijos ákurdinamos po vienus stogu, taip
suformuojant savotiðkà naujà instituciná mo-
delá. Toká centrà numatyta pastatyti miesto
viduryje, paèiame Kelno centre. Atrodo, kad
diskusijai apie ðios institucijos koncepcijà
nepakako pinigø ir politinës valios, tad
aktyvistai, minëtoji kultûrinë iniciatyva nu-
sprendë kitaip atkreipti miesto politinës
valdþios dëmesá: jie atsisakë pasiûlymo daly-
vauti kuriant kultûros centro modelá ir iðkëlë
mintá – tik idëjà – sukurti visiðkai naujos insti-
tucijos, vadinamos European Kunsthalle
Cologne, koncepcijà. Pagrindiniu institucijos
tikslu turëtø tapti skirtingø kultûrø tyrimai, o

ne politikø vizijø ágyvendinimas. Man tai atro-
do ypatingai ádomus judëjimas, nors ðiuo
metu daugelis dalykø dar nëra nuspræsti.
Kartu su dar tebeformuojama komanda kur-
sime ðios institucijos, kokia ji bebûtø, kon-
cepcijà.
LJ: Vadinasi, kalbame apie koncepcijos
kûrimà – nëra nei konkreèios vietos ðiai
kunsthalei, nei jokios pamatø duobës? 
NS: Nei þemës sklypo, nei duobës, nieko nëra.
LJ: Norëèiau paklausti apie minëtos
kultûrinës iniciatyvos ir Das Loch asociacijos
ideologijà: kà manote apie ðiuolaikinio meno
ir elito santyká apskritai ir ðiuo konkreèiu
atveju?
NS: Tvirtai tikiu aukðtàja kultûra. Mus supa
daugybë aukðtosios ir þemosios kultûros
rûðiø. Ðiuolaikinio meno vieta istoriðkai
visuomet buvo aukðtojoje kultûroje. Tad
kodël turëtume jos vengti? Juolab, kad ji taip
pat gali bûti populiari.
LJ: Naujoji Europos kunsthalë kuriama Kelne,
tam tikra prasme Vokietijos ðiuolaikinës
kultûros ðirdyje. Taèiau minëjote, kad
dëmesys skirtingoms kultûroms yra naujos

institucijos tikslas. Kodël ði misija atrodo svar-
bi Kelno kultûriniam elitui ir Jums
asmeniðkai?
NS: Nes to kaip tik trûksta dabartinei
Vokietijai. Svarbu yra ne tik tai, kà siûlo
meno rinka ar vadinamoji tradicinë institucijø
sistema. Tiesa, tikràjá ðios misijos turiná ir
árankius dar teks sukurti. European
Kunsthalle Cologne koncepcijà numatoma
plëtoti keliomis pagrindinëmis kryptimis.
Pirmiausia viename Europos universitetø (dar
nenusprendëme kuriame) bus pradëta rengti
nauja Europos meno (nuo 1945-øjø) istorija,
atmetanti grynai vakarietiðkà þvilgsná bei
atverianti Rytø/Vakarø ir Pietø/Ðiaurës ryðius.
Antra, remiantis naujausiomis idëjomis apie
ðiuolaikinio meno institucijas Europoje (pvz.,
Art Angel Londone pavyzdþiu), bus ákurtas
produkcijos centras. Treèioji darbo kryptis –
urbanistinë meno institucijø sistemos analizë.
Daugelyje miestø ði sistema ið esmës keièiasi
dël privataus kapitalo átakos miestø plëtrai.
Tokia tad teorinë European Kunsthalle
Cologne koncepcijos dalis.
LJ: Bet produkcijos dalis nebus vien teorinë,

Ar buvote tokie naivûs ar iðsiblaðkæ, kad galëtumëte tikëtis, jog juodoji rinka ir ðeðëlinës sistemos nëra tokios hierarchiðkos kaip bet kuri kita korporatyvinë oli-m. rugsëjo 23 iki lapkrièio 16 d. Ar galite kà nors pasakyti apie kuratoriø psichologijà (turint galvoje diferenciacijà, kombinatorikas/kuratorius/kilimø valytojas)?
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76 Vilnius, ðizofreniðkas miestas per se, buvo iðrinktas projekto scena? Kiek dar sutapimø yra BMW? Nauji nieko neveikimo bûdai! Kaip, manote, gali funkcionuotigarchija? Kodël niekas nekalba apie alternatyvias ir progresyvias mainø schemas, sumanytas menininkø, teoretikø ir gatvës prekiautojø? Ar tai sutapimas, kad

Carsten Nicolai aka Alva Noto – vienas þy-
miausiø garso menininkø, deðimto deðimt-
meèio pabaigoje Berlyne ákûræs ilgà prieðis-
toræ turëjusià leidybinæ firmà Raster Noton.
Eksperimentinë elektronika, garso menas,
post-techno ir skaitmeninës estetikos ákvëp-
tas post-minimalizmas yra raktaþodþiai,
apibûdinantys Carsteno Nicolai veiklos kon-
tekstà. Su Carstenu Nicolai kalbëjomës po jo
koncerto Vilniuje, elektroninës muzikos festi-
valyje Jauna muzika 2005. 

Tauutvydass BBajjarrkevièius: Leidybinë firma
Raster Noton ir jà kartu su jumis ákûræ garso
menininkai Frankas Bretschneideris ir Olafas
Benderis tapo dalimi avangardo, kuris forma-
vo naujàsias eksperimentinës elektronikos
tendencijas, pasiþymëjusias stipriu identitetu
ir konceptualiu poþiûriu á garso meno prak-
tikas deðimtame deðimtmetyje. Tokiais atve-
jais visada ádomu apmàstyti konceptualius
pokyèius. Ar keitësi jûsø solinio projekto Alva
Noto ir Raster Noton idëjos bei identitetas
nuo to laiko, kai aktyviai sudalyvavote scenos
proverþyje deðimto deðimtmeèio viduryje?  
Carrsten NNicolaii: Be abejo, mes pasikeitëme.
Pradëjome nuo maþø dalykø ir, aiðku, kol
pasiekëme tam tikrà auditorijà, praëjo
nemaþai laiko. Todël paèioje pradþioje svar-
biausia buvo sukurti leidybinës firmos iden-
titetà, menininkams palikus ðalutiná vaidmená.
Sukûrëme keletà serijiniø leidiniø koncepcijø
ir jas realizavusiø projektø, kvietëme
menininkus. Be abejo, ilgainiui situacija
keitësi – þmonës pradëjo atpaþinti leidybinës
firmos vardà. Nuo to laiko mes kur kas dau-
giau dirbame su asmenybëmis. Ir vis dar plë-
tojame ir tæsiame serijinius projektus, kuriø
pradþioje tebuvo vienas kitas, dabar jø jau
turime visà pluoðtà. Viena stipriausiø – raster-
post serija, taip pat bendradarbiaujame su
Ilpo Vaisanenu ið Pan Sonic, kuris turi ákûræs
nedidelæ Kangaroo leidybinæ firmà, ir,
manau, savo ðalutiná projektà turës Ryoji
Ikeda.
TB: Visi þinome menø ir muzikos tendencijas,
iðryðkëjusias Rytø Europoje po Berlyno sienos
griûties. Bet galbût dar ádomiau prisiminti,
kas buvo prieð tai – mûsø situacija buvo ðiek
tiek panaði. Jûs klausëtës Laurie Anderson ir
Steve’o Reicho Chemnitze [gimtajame

Carsteno Nicolai mieste] per Baerno antràjà
radijo programà, o vidurinioji lietuviø
menininkø karta klausësi tos paèios muzikos
per lenkø radijà. Prieigos prie muzikos ir
informacijos stygius bei savø iðraiðkos formø
poreikis…    
CN: Be abejo, priëjimas prie muzikos buvo
labai ribotas. Bet mums buvo labai ádomu.
Nusipirkti muzikos áraðø negalëjome, todël
persiraðinëjome á kasetes. Tuo metu pagrin-
dinë muzikos platinimo ir apsikeitimo ja
priemonë buvo paprasèiausi kasetiniai mag-
netofonai. Nuo to að ir pradëjau – tiesiog
perraðinëjau muzikà á kasetes. Bet, manau,
tai man padarë didþiulæ átakà ir suteikë puikø
muzikiná iðsilavinimà. Frankas Bretschneideris,
vienas ið Raster Noton ákûrëjø, tuo metu
turëjo leidybinæ kaseèiø firmà. Að vis dar nau-
doju kasetinius áraðus savo instaliacijose.    
Kalbant apie radijà – mes gyvenome arti
Vakarø Vokietijos, taigi, jø radijo stotys buvo
lengvai pagaunamos. Bet mes specializa-
vomës specifinëje muzikos srityje ir visada
ieðkojome kaþko naujo.
TB: Galbût bûtent dël to informacijos trûku-
mo? Kai ið tiesø trûksta informacijos ar priei-
gos prie tam tikro konteksto, savitas poþiûris
atsiranda natûraliai.
CN: Taip, manau, ðis trûkumas sukûrë ádomià
situacijà. Ir að vis dar esu toks pats – tikrai
niekada neseku hitø Nr. 1. Að vis dar nuolat
þvalgausi naujoviø, neseku paskui dideles
minias ir madingus brand’us. Taip, ko gero,
viskas ir prasidëjo, taip susiþavëjome muzika.
Tuo metu pats muzikos nekûriau, tiesiog
eksperimentavau su garsais ir mediumais.
Kurti pradëjau tik po Berlyno sienos griûties,
kai atsirado produkcijos galimybës.   
TB: Deðimto deðimtmeèio pradþioje?
CN: Taip. Manau, kai atsirado galimybë turëti
kompiuterá ir instrumentus.
TB: Ar tai buvo naudota, analoginë áranga –
tokia patraukli tø laikø eksperimentams?
CN: Þinoma, mes bandëm analoginius instru-
mentus. Mano pirmas komplektas buvo seni
osciliatoriai, prieð tai naudoti ir kà tik iðmesti
ið universiteto. Turëjau senø osciliatoriø ið
Rusijos ir Rytø Europos kolekcijà. Ðità árangà
vis dar naudoju, be abejo, dabar jau skait-
meniniu bûdu, bet toks buvo mano iðeities
taðkas.

Mums patiko abstrakti garso idëja. Buvau
labai susidomëjæs fizika, garso materija. Ið
vienos pusës, plëtojau ðias idëjas savo garso
instaliacijomis, ið kitos pusës – muzikiniu
bûdu. Tokios praktikos apogëjus – bendri
mûsø projektai su japonø pianistu Ryuchi
Sakamoto (Vrioon, Insen), kur viskas ið tiesø
tampa muzikaliai organizuota.    
TB: Kalbant apie Vrioon – atrodo, susidu-
riame su poreikiu praturtinti ir praplësti
muzikalumo, paremto koncentruota minima-
listine estetika, formas. Patiri stiprø ðvieþumo
pojûtá ir sakai: „Niekas iki ðiol to nedarë“. Tai
suteikia labai erdviðkas ir tuo paèiu
muzikalias patirtis. Kaip priëjote bûtent iki
tokio muzikalumo? 
CN: Mane visada domino natûralûs instru-
mentai. Negroju jokiu klasikiniu instrumentu.
Paprastai naudoju gana techniðkai orientuo-
tus garsus, vadinamus ritmais ir daþniais.
Gavæs pasiûlymà padaryti tuos remiksus,
turëjau daug galimybiø. Atradau grynus pia-
nino sample’us – tai yra kaþkas, ko neáma-
noma sukurti kompiuteriu. Buvo ádomu, kaip
tarpusavyje derës minimali elektronika ir kla-
sikinis stiprø pagrindà turintis instrumentas. 
TB: O taip pat tradicinio naudojimo konotaci-
jos, kai turi lauþyti standartus? 
CN: Man tai nebuvo sunku, nes neturiu
ypatingo iðsilavinimo ðioje srityje.
TB: Kaip ir daugelis eksperimentinës muzikos
kûrëjø. Ðiuo atveju ádomi profesionalumo
samprata. Daugelis eksperimentinës muzikos
kûrëjø lauþë standartus, bet eksperimentinis
judëjimas yra priëjæs ribà, kai, anot
Christiano Fenneszo, „grynai“ eksperi-
mentinë muzika nebeegzistuoja. Nes atsirado
nauji standartai, nauja kokybë ir nauji
poþiûrio taðkai. Taigi galiausiai mes turime
permàstytà profesionalumo sàvokà. Ryuchi
Sakamoto labai subtiliai ir profesionaliai
klasikine prasme valdo instrumentà, o jûs
pridedate naujà, taip pat labai preciziðkà ir
profesionalià to muzikalumo, kuris vis dar
vadinamas „eksperimentiniu“, kokybæ.
CN: Taip, manau, eksperimentinës muzikos
srityje kiekvienas yra savo paties mokytojas, ir
tai pakankamai unikalu. Elektroninës muzikos
srityje dirbi su specifiniu garsu – jis pasidaro
svarbus pats savaime. Man buvo ádomu su-
lieti ðiuos du – klasikiná ir unikaløjá – garso

Reportaþas

Tautvydo Bajarkevièiaus interviu su
Carstenu Nicolai Vilniuje
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TB: Aèiû uþ interviu ir áspûdingà koncertà. Tautvydas Bajarkevièius yra garso menininkas
ir meno kritikas, gyvenantis Vilniuje.

Carstenas Nicolai yra garso menininkas, taip
pat kuria instaliacijas, susijusias su áraðø tech-

nologijos istorija ir eksperimentiniais moks-
lais. Nicolai instaliacija bus eksponuojama

didelëje keliaujanèioje parodoje Ðiuolaikinio
meno centre 2006 metø pabaigoje.

Lietuvoje

Larso Bang Larseno interviu su 
Henriko VIII þmonomis apie Populizmà
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traktavimo bûdus ir suteikti erdvæ jø koegzis-
tavimui.
Ryuchi Sakamoto yra tikras muzikantas ir
kompozitorius. Savæs niekada taip nepava-
dinèiau. Kai Christianas Fenneszas sako, kad
eksperimentinë muzika daugiau neegzistuo-
ja, manau, jis turi omenyje, kad eksperi-
mentinë muzika yra tapusi „normalia“, t.y.
priimama, kad jos klausomasi nebegalvojant,
jog „tai nëra muzika“ ar „tai pernelyg
neáprasta“. 
TB: Tai vis dar kartais vadinama „garso tero-
rizmu“…
CN: Þinoma, elektroninëje muzikoje yra
intensyvumo. Bet gerai, kad pradedame tai
priimti normaliai ir matyti eksperimentinæ ir
klasikinæ muzikà viename lygmenyje. Nebëra
tokios grieþtos klasifikacijos.
TB: Jûsø kontekstas daþnai siejamas su nau-
juoju muzikiniu minimalizmu. Kai kuriuose
jûsø darbuose ir idëjose jauèiamas siekis mi-
nimalizuoti, vedantis prie koncepcijos „ma-
þiau yra daugiau“ – nereikalingø, pertekliniø
elementø eliminavimo prasme. Tai yra ir
Raster Noton koncepcijos dalis, kuri atsispindi
net pavadinime – vokiðkas „no ton“ reiðkia
„be garso“. Atsimenam jûsø dëmesá ato-
mams, tuðèiai erdvei tarp dviejø pikseliø.
Skaitmeninë estetika suteikia daugybæ gali-
mybiø konceptualizuoti minimalizmà.
CN: Kartais að ðiek tiek skeptiðkai þiûriu á
minimalizmo idëjà. Nes tai, kà mes darome,
galima vadinti minimalizmu dël vienos
prieþasties – mes bandome atkreipti dëmesá á
garsus, kuriø normaliomis sàlygomis negali-
ma iðgirsti. Tai reiðkia, kad turi minimalizuoti.
Noriu padaryti viskà kiek ámanoma ðvariau,
nekreipdamas dëmesio á bereikalingus
dalykus. Toks poþiûris kur kas labiau
funkcionalus nei minimalistinis, t.y. nëra vien
siekis tiesiog þaisti minimaliais elementais. Ið
tiesø mes norime iðsireikðti minimaliais ele-
mentais, apnuogindami patá garsà. Èia slypi
tam tikras atvirumas. Palyginèiau savo
kûrinius su architektûra. Mano muzika labai
panaði á pastatà, kuris nëra uþbaigtas – egzis-
tuoja tik pagrindinës struktûros. Ir nieko dau-
giau. Tik grindys ir kolonos.  
TB: Bet, atrodo, viskas ðiek tiek pasikeitë –
duomenø tëkmë ir intensyvi skaitmeninë
aplinka átakoja ir skaitmeninæ estetikà. Tai
patyrëme ir ðiandieniniame koncerte, kuris
buvo labai intensyvus, kaip savotiðka skait-
meniniø bangø matrica.
CN: Taip, tai vienas ið akcentø: pastaruoju
metu plëtoju estetikà, tyrinëjanèià paèià
duomenø struktûrà. Taip atsiduriu prieðais
skaitmeniná instrumentà – kas jis yra, su kuo
að ið tiesø dirbu. Kai sukuriu „nulá“ – tai

duomenys, tai tekstinis atminties vienetas,
kai sukuriu tylà – tai taip pat duomenys,
kurie struktûroje yra triukðmingi. Pasidaro
gana tanku, o tai taip pat apibûdina mûsø
laikø greitá. Fiziná greitá, tarsi mes ið tiesø
judëtume duomenø tëkmës greièiu.    
Bet, manau, panaudodamas garsà vis dar
gali gana stipriai forsuoti patirtis – vis dar
ámanoma viskà pagreitinti. Man asmeniðkai
ðis laikas yra intensyvëjanèio greièio muzikoje
laikas. Be abejo,
mes labai grei-
tai prie to
priprantame.
Tonai intensyvë-
ja, ritmai greitë-
ja – viskas dël
intensyviø
gyvenimo
ritmø. Ypaè kai
esi ið Rytø – ið
tikrøjø þinai, kà
reiðkia didëjan-
tis visuomenës
gyvenimo tem-
pas. 
TB: Prisimenu
jûsø áspûdþius
apie skirtingas
patirtis þiûrint
Tarkovskio fil-
mus. Laiko
poþiûriu áþvel-
giu paralelæ
tarp Tarkovskio
filmø ir tyliøjø
Francisco
Lopezo ar
Bernhardo
Gunterio
microsound sti-
liaus kompozici-
jø. Jie laikosi
konceptualios
nuostatos
iðskleisti garsus
laike ir neleisti
jiems iðnykti
ðiuolaikiniuose
intensyvumuo-
se. Atrodo, atsiranda daugybë galimø prieigø
– Ryuchi Sakamoto ir jûsø bendradarbiavimo
rezultatas – taip pat gana meditatyvi muzika. 
CN: Taip, be abejo, mes ilgimës tylos ir,
reaguodami prieðingais bûdais, bandome
sulëtinti savo patirtis. Bet dël Tarkovskio –
Stalkeris atrodë labai lëtas prieð deðimt metø,
bet dabar jis atrodo neátikëtinai lëtas: negaliu
patikëti, kad galëjau já taip atidþiai þiûrëti.

Tada pradedi galvoti, kad mûsø supratimas
apie kinà visiðkai pasikeitë. Post-matricos
karta ið kino tikisi visai ko kito. Manau, tai
buvo viena ið prieþasèiø, dël ko pastebëjau,
kad lëtume, be abejo, slypi tam tikra kokybë.  
TB: Galbût ðiame kontekste galime kalbëti
apie specifiná poþiûrá á garsà jûsø garso insta-
liacijose, kur jis labiau orientuotas á erdvines
patirtis?
CN: Garso instaliacijos paremtos kitokiu

iðeities taðku. Performansas yra labai ribotas
laike. Instaliacijos iðsklidusios kur kas ilges-
niame laike ir turi suveikti bet kuriuo
momentu, áþengus lankytojui. Tikriausiai
niekada nesuteikèiau instaliacijoms tokios
dinamikos ir intensyvumo, koká paprastai
pasiekiu savo performansuose. Èia kur kas
daugiau fizikos, kai að stengiuosi susikoncen-
truoti ties paèiu garso fenomenu. 

atpaþinti tai, kas uþdrausta, ið kokio poþiûrio taðko? Kodël jûs sàmoningai atsisakëte átraukti koká nors „specifiná“ BMW turiná á parodà? Ar Sony neiðreiðkë ne-visuomenë, kurioje didelë dalis þmoniø niekada nedirbs? Kas ðiandien draudþiama? Kiek laiko tai draudþiama? Kaip mûsø vakarietiðkoje visuomenëje galima
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vienos rûðies meno akcijas. Todël ávairini veik-
là. Susidoroji su prisiimta rizika. Þinau,
pasakytum kitaip. Sakytum, kad tau ðvelnios
formos ðizofrenija. Kad tavyje slypi kelios
asmenybës. Kad esi fotografas, bet dar ir DJ.
Redaguoji þurnalà, esi leidëjas, bet dar ir
organizuoji vakarëlius. Juose fotografuoji
þmones. Surengi vakarëlá þurnalo pristatymo
proga, leidi þurnalus su vakarëliø liûtø nuo-
traukomis, surengi vakarëlá ir pats jame
didþëjauji. Turi didþëjø grupæ, todël per
vakarëlá pats gali vaikðtinëti, kalbëtis su
þmonëmis ir teirautis, ar jie nenorëtø pub-
likuotis tavo þurnale; leidi CD, pristatai juos
vakarëlyje, áraðai CD-romà su þmoniø nuo-
traukomis, ádedi já á savo þurnalà, nori, kad
tavo skaitytojai pasiklausytø tavo muzikos,
nori, kad vakarëliø liûtai skaitytø tavo teks-
tus, á savo vakarëlius kvieti raðanèius tavo
þurnalui, ið fotografijø darai instaliacijas.
Darai interviu su sutiktais þmonëmis, darai
interviu su tais, su kuriais norëtum susitikti,
sutiktiesiems papasakoji apie savo þurnalà.
Skrajutes, informuojanèias apie tavo
vakarëlius, platini baruose, kuriuose susitinki
dël interviu. Áraðus perki blusø turguose, o
savo vakarëliø skrajutes platini baruose, á
kuriuos uþeini po blusø turgaus, kuri video,
fiksuojanèius, kaip naikini áraðus, pirktus
blusø turguje, iðvaduoji savo ðalá nuo blogos
muzikos, rodai tà video galerijoje ir didþëjauji
atidaryme, á kurá kvieti þmones, raðiusius tavo
þurnalui, mëgaujiesi vakarëliu bei dþiaugiesi
fotografuojamas. Kvieti kitus DJ padidþëjauti
su tavim, bûni MC, o kaþkas kitas – DJ,
pasveikini þmones, susirinkusius á vakarëlá,
supaþindini juos tarpusavyje. Tu esi
menininkas ir esi mediatorius, tu miksuoji
áraðus ir nori, kad þmonës miksuotøsi, tu
netgi pats miksuoji nuotraukas þmoniø, kurie
norëtumei kad susimiksuotø. Tu bendrauji su
þmonëmis, kuriuos fotografuoji, jie kvieèia
tave á savo vakarëlius, kuriuose su kitais
þmonëmis kalbiesi apie fotografijà. Tu gamini
marðkinëlius su savo vardu, kai kurie juos

neðioja, tu priverti juos prisiekti, kad jie dëvës
tuos marðkinëlius eidami á vakarëlius, kuriuo-
se tavæs nebus. Esi visur ir priverti þmones
domëtis, kur tu esi. Esi namuose, dirbi lap-
topu, nuo palikto taðko tæsi visus savo elek-
troninius pokalbius, informuoji þmones apie
savo naujus projektus, tu kuri projektus nuo-
latos. Paskambini, uþsisakai bilietus, iðsikvieti
taksi, nuo taksi iki traukinio neði du ðimtus
svarø svorio ávairiø medþiagø. Dirbi skirtin-
gose vietose. Judi. Judi ið vieno miesto á kità,
ið vienos ðalies á kità. Susigauni kità taksi, ðiek
tiek uþtrunka, kol susiorientuoji Stambule. Tu
fotografuoji ir praðai kitø fotografuoti taip,
kaip tu nori. Apie þurnalo pristatymà
praneðanèias skrajutes platini klubuose, ku-
riuose linksminiesi, dalini skrajutes, informuo-
janèias apie vakarëlá, kurá rengi viename
knygyne savo þurnalo pristatymo proga, skel-
bi informacijà apie kità to paties þurnalo pri-
statymà kitame knygyne, dëkoji
susirinkusiems, tarpusavyje supaþindini
þmones, su kuriais darei interviu, pakvieti

juos á vakarëlá. Tu organizuoji parodas, kvieti
þmones pristatyti savo darbus, organizuoji
atidarymà, apie parodà informuoji þinia-
sklaidà. Prisistatai kuo kitu nei esi, o bûni
toks, koká save pristatai. Tu apsimeti ir esi
nuoðirdus. Tu dainuoji. Darai tyrimà apie
svingà. Fotografuoji fotografijas, þurnalø
virðelius dedi á savo þurnalà, kuri dainø
koverius. Tu esi menininkas, o tai reiðkia, kad
bûtø neblogai, jei uþ visus tavo daromus
dalykus bûtø mokama. Tu kreipiesi dël
paramos, bandai gauti stipendijas, kalbini
malonius þmones, kurie galëtø paskolinti
pinigø, turi padëjëjà, þinantá kaip gauti

pinigø ið þmoniø, kurie nëra malonûs. Tu
organizuoji vakarienes þmonëms, kuriuos
supaþindinai, vakarienës metu aptari tolimes-
nius leidinio planus. Praðai þmoniø paraðyti
apie tavo kûrinius, papasakoji jiems kaip
dirbi, viskà jiems parodai. Paaiðkini esminius
jauno menininko gyvenimo principus. Kad tu
esi menininkas ir tai reiðkia, jog nedarai to
dël pinigø. Kai kas taip mano. Ir tai yra puiki
dingstis uþ niekà tau nemokëti. Galø gale tu
pats ádedi pinigus á projektus, kuriuos kiti
rodys savo muziejuose, kunsthalëse, savo
parodinëse erdvëse ir galerijose. Taigi, tu esi
investuotojas. Skolini pinigus, kuriø niekas
tau negràþins. Finansiðkai rizikuoji.
Spekuliuoji savimi kaip meno vertybe. Esi
prekeivis. Negali visø savo pinigø investuoti á
vienos rûðies meno akcijas. Todël ávairini veik-
là. Susidoroji su prisiimta rizika. Þinai, að tai
pasakyèiau kitaip. Að sakyèiau, kad tau ðvel-
nios formos ðizofrenija. Tavyje slypi kelios
asmenybës. Tu esi DJ, bet taip pat ir
fotografas. Tu organizuoji vakarëlius, bet turi
ir rimtesnæ asmenybës pusæ, kuri leidþia þur-
nalus. Juokauju. Vakarëliø metu dalini
þmonëms nuotraukas. Þurnalus laikai tik
dingstimi vakarëliams – ir vël juokauju, – kur-
damas þurnalus bendradarbiauji su vakarëliø
liûtais, rengi vakarëlá, o DJ yra merrrgina. Yra
daug merrrginø. Be perstojo lankaisi Femmes
with Fatal Breaks vakarëliuose ir esi toks
drovus, kad net negali uþsisakyti gërimo, eini
namo su dviem ðimtais svarø svorio CD, par-
duodi juos kitame vakarëlyje, besilinksmi-
nanèiøjø fotografijas áraðai á CD-romus, ku-
riuos ádedi á savo þurnalà, raðanèius tavo þur-
nalui kvieti á savo vakarëlius, fotografuoji
instaliacijas, jau neminint, ko tikiesi ið savo
skaitytojø ir klausytojø. Susitinki su þmonëmis
dël interviu, interviu yra alibi, kad galëtumei
susitikti su þmonëmis, sutiktiesiems pasakoji
apie savo vakarëliø gyvenimà. Skrajutes,
informuojanèias apie vakarëlius, platini ba-
ruose, kuriuose susitinki dël interviu. Kai per
stipriai lyja, kad eitum á blusø turgø, áraðus
perki padëvëtø daiktø parduotuvëse,
vakarëliø skrajutes iðplatini bare, kuriame po
apsipirkimo gauni puodelá skanios karðtos
arbatos, video, kuriuose fiksuoji, kaip naikini
áraðus, pirktus padëvëtø daiktø parduotuvëje
arba blusø turguje, parduodi muziejui,
iðvaduoji savo ðalá nuo jos paèios blogo sko-
nio, rodai video galerijoje ir didþëjauji
dernisaþe ar finisaþe, nesvarbu kaip ten jis
vadinamas, kur sukvieti þmones, kurie
fotografuoja ir raðo apie tavo þurnalà.
Norëtum, kad tavo bièiuliai didþëjai pailsëtø,
dabar tavo eilë, todël paimi mikrafà ir
padëkoji þmonëms, susirinkusiems á vakarëlá.
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Nuo ððakknø iiki ddanngauus

Blankia pavasario saule apðviestoje
Frankfurto Turgaus aikðtëje Larsas Bang
Larsenas kalbëjosi su menininkø grupe
Henriko VIII þmonos apie jø darbus, sukurtus
projekto Populizmas parodoms. Populizmas
(beveik) vienu metu 2005 m. balandþio –
geguþës mën. prasidëjo Vilniuje, Osle,
Amsterdame ir Frankfurte. Henriko VIII
þmonos – Rachell Dagnall, Lucy Skaer, Peras
Sanderis, Sirko Knüpfer, Simonas Polli ir
Robertas Grieve’as – ðioms keturioms
vietoms sukûrë skirtingus, taèiau susijusius
kûrinius: Tatlino bokðto fragmentà, videoin-
staliacijà, pagamintà keliaujant tarp ðiø
keturiø miestø, ir àþuoliná vargonø vamzdá,
sutvirtinusá ÐMC lankytojø tikëjimo jausmà.

Larrsass BBanng LLarrsenass: Vargonø vamzdis,
pavadintas 32 pëdos = nuo 1730 metø
augusio nago ilgis = 8Hz / subgarsas, sklei-
dþia garsà, sunkiai pakeliamà þmogaus klau-
sai. Tada smegenys bando ásijausti á ðias sub-
garsines vibracijas, kurios sukelia svaigulá, ir
tikriausiai, pasiklausius pakankamai ilgai, ga-
lima pradëti haliucinuoti – o gal net matyti
Dievà! Tam tikra prasme ðiuos vargonus gali-
ma bûtø pavadinti proto-populistine
priemone. Kodël juos rodote bûtent
Lietuvoje?
Henriko VVIII þþmonos: Tai karðtai tikinti katali-
kiðka ðalis. Vargonø tradicija èia áaugusi ir
ásitvirtinusi realybës forma. Ðiuo poþiûriu
mûsø vargonø vamzdis atsiduria anapus
religijos ir komentuoja ne tik jos raiðkà, bet ir
represyvumà. Taigi, èia varþomasi tarp
baþnyèios ir sovietmeèio Lietuvos istorijos,
kurias mëginame þenklinti. Þinoma, svarbu ir
tai, kad ði vargonø dalis iðgauna þemiausià
registro garsà, nurodantá á paranormaliø ir
ekstrasensiniø reiðkiniø sritá… tai lyg ir po-
pulizmo kalambûras, reiðkinio, kuris visuomet
pasirenka þemiausià galimà bendravardiklá.
Ðis daiktas veikia ir kaip atrakcionas ar
reginys. Jis atspindi ir jo gamybos procesà:
ðiø vargonø gamintojas turëjo uþmegzti dau-
gybæ kontaktø, kad iðsiaiðkintø, kaip juos

pagaminti, nes tokio dydþio vargonø
vamzdþio dar nëra buvæ. Europos vargonø
gamintojø bendruomenë yra nedidelë, taèiau
dabar visi vienas kità þino, nes á juos visus
buvo kreiptasi patarimo!
LBL: Ágyvendindami Tatlino bokðto projektà
jûs siûlote galø gale pastatyti tà bokðtà, kurá
Vladimiras Tatlinas 1920 metais skyrë III
Komunistø Internacionalui, taèiau jis
niekuomet nebuvo pastatytas. Gal, rodydami
já kaip savo instaliacijas ar skulptûras vieðose
vietose, per kokius deðimt metø pastatysite
bokðtà tokiø masteliø, kokie buvo sumanyti?
Kaip þmonës Vilniuje reagavo á tokià bolðe-
vikinio meno istorijos revizijà?
H8Þ: Tokios politinës reakcijos, kokios
tikëjomës, nebuvo. Kalbëjomës su ðalies
kultûros ministro pavaduotoju apie 1991-øjø
televizijos bokðto ávykius Vilniuje. Jis mûsø
darbà suprato kaip skulptûrà vieðai erdvei,
kuri galëtø papuoðti kai kurias komplikuotas
miesto vietas. Ið principo ðiuo projektu
norëjome iðryðkinti santyká tarp meno ir val-
stybës. Vëliau bus ákurta interneto svetainë ir
projekto plakatai bus iðklijuoti Londono
metro, o technikos universitetams bus pasiû-
lyta sugalvoti, kaip statiná sukonstruoti.
Surinkæ tokià informacijà, norëtume pastatyti
pagrindiná bokðto gabalà. Manome, kad galø
gale pamatysime fragmentuotà ir korpo-
ratyviai atrodanèià Tatlino bokðto versijà, tin-
kanèià 1 % bet kokios ðalies valdþios! Ðiuo
poþiûriu ji dokumentuos ir atspindës ðiuo-
laikines finansavimo strategijas… Tikimës,
kad Tatlino bokðto projektas taip pat gali
tapti platforma þmoniø komentarø ir kritikos
apykaitai. Kai darai panaðius dalykus, nori
nenori esi priverstas atsiminti, kad egzistavo
tokia internacionalo svajonë, kad buvo
puoselëjama utopija. Kodël dabar nebëra
tokiø svajoniø? Taigi, Tatlino bokðto projektas
vienu metu yra menininko vaidmens
visuomenëje romantizavimas ir deromantiza-
vimas, nes jame slypi ásiðaknijæs idealizmas, o,
kita vertus, jis atskleidþia þmoniø poþiûrá ir
visas technines, biurokratines bei ekonomines
kliûtis, su kuriomis susiduriame ágyvendinda-
mi projektà.  

LBL: Videoinstaliacijoje Misteris Isterija
politinei populizmo realybei taikote psichia-
triná isterijos apibûdinimà. 
H8W: Kalbëjome apie tai, kaip galima bûtø
apibrëþti antitezæ populizmui – kaip ir kada
tu nesi populistas? Tada susidûrëme su realy-
bës ir to, kas nëra realybë, apibrëþimo prob-
lema, atvedusia prie tokiø temø kaip
beprotybë, nusikalstamumas ir kintantys
isterijos apibrëþimai. Senovës graikams
Isterija buvo viena ið deiviø, o XIX a. medici-
nos moksle tapo moteriðka liga, dar kartà
apibrëþusia moterá pagal ankstesná kliedëjimo
ir nenuovokumo modelá kaip iracionalià bûty-
bæ. Ðiuolaikines isterijos apraiðkas galima
vadinti simptomais be prieþasties arba
atotrûkiu tarp bendros nuomonës ir individu-
alaus suvokimo. Taigi, visos vietos, kuriose
Misteris Isterija buvo filmuojamas – Berlyno
laikraðèio redakcijos ofisas, Berlyno gimdymo
namai, Vilniaus policijos komisariatas ir
Berlyno akcijø birþa, – siejasi su tam tikru
realybës paslankumu. Tai vietos „minkðtoje
realybëje“, tokioje kaip þiniasklaida arba
birþa, bûdingos tai kapitalizmo daliai, kuri
spekuliuoja daiktø vertëmis. Policijos komi-
sariatas tikriausiai nëra tokia jau „minkðta“
realybës dalis, greièiau prieðingai – vieta dog-
mos átvirtinimui bei konflikto vieta…
Gimdymo namai – vieta, kur vyksta kartø
realybës poslinkiai, vieta kaþkam, kas atsiran-
da dar be realybës. Ið principo tai yra pirmi-
ausiai pamatoma vieta. 
LBL: Visi trys projektai sukasi apie tikëjimo ir
ásitikinimo temas ir kiekvienas turi keletà
sluoksniø. Ar kaþkuris ið tø sluoksniø susijæs
su jûsø paèiø patirtimi?
H8W: Menui naudojame áprastus ir kasdie-
niðkus dalykus, kuriuos paverèiame neápras-
tais. Ir – tikimës, nenuskambës pernelyg
saldþiai – ieðkome þmogiðkumo institucijose,
þiûrime, kiek jos gali leisti sau nukrypti, dary-
damos paðalinius dalykus. 

Larsas Bang Larsenas yra parodos Populizmas
kuratorius drauge su Cristina Ricupero ir

Nicolausu Schafhausenu.

tribucija“ – kà tai reiðkia? Ar buvote ásivëlæ á kokià nors neteisëtà veiklà savo tiriamojo darbo metu, prieð prasidedant parodai? Kas pabuèiavo varlæ? Ar reali pa-pasitenkinimo, kad trienalës leidinyje buvo iðspausdintos Soni ir Shanel reklamos? „Nedideli kiekiai, tiesioginis darbas su kontaktais, niðinë rinkodara ir superdis-

Menass, ppopulizmass iir ddemokrattija: III ddallis

Tu esi menininkas ir tai reiðkia, kad nedarai
to dël pinigø. Kai kas taip mano. Ir tai puiki

dingstis uþ niekà tau nemokëti. Galø gale tu
pats ádedi pinigus á projektus, kuriuos kiti
rodys savo muziejuose, kunsthalëse, savo
parodinëse erdvëse ir galerijose. Taigi, esi

investuotojas. Skolini pinigus, kuriø niekas
tau negràþins. Finansiðkai rizikuoji.
Spekuliuoji savimi kaip meno vertybe. Esi
prekeivis. Negali visø savo pinigø investuoti á

Lietuvoje

Dieteris Lesage’as apie menà ir vakarëlius
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Paèiame Paryþiaus centre, Marais rajone
ásikûrusioje naujoje galerijoje
schleicher+lange pastaruoju metu sëkmingai
buvo pristatyta keleto ðiuolaikiniø Lietuvos
menininkø kûryba. Arûno Gudaièio, Kristinos
Inèiûraitës ir Gintaro Makarevièiaus
pasirodymà privaèioje Paryþiaus galerijoje ga-
lima vadinti ðuoliu á tarptautinæ meno rinkà.
Kadangi Lietuvoje meno rinkos infrastruktûra
dar nesusiformavusi, tai gali bûti naujo
Lietuvos meno integracijos etapo pradþia.
Apie tai ir apie meno sistemos plëtrà
Lietuvoje 2005 metø geguþæ kalbëjosi
Arûnas Gudaitis ir Kristina Inèiûraitë.

Arûnass GGudaiitis: Kûriniai ne visuomet ásigyja-
mi tarpininkaujant galerijai. Pavyzdþiui, po
parodos meno leidinyje pasirodþiusi pub-
likacija su kûrinio reprodukcija yra paskati-
nusi vienà kolekcionieriø susisiekti su manimi
elektroniniu paðtu. Nors ir tokiu atveju svar-
bus vaidmuo tenka kûriná parodþiusiai institu-
cijai, parduoti kûrinius galima ne tik per
galerijas. Tiesa, jos kryptingai ta linkme dirba. 
Kristina IInèiûraiitë: Kaip bebûtø, svarbu, kad
galerininkai ið Paryþiaus pradeda domëtis
Lietuvos meno scena, atvyksta á Vilniø,
renkasi menininkus – atsiveria naujas kon-
tekstas, á kurá galime patekti, kuriame galime
pristatyti savo produkcijà. Að visø pirma verti-
nu ne komercinius galerijos privalumus, bet
tai, kad darbus galiu parodyti Paryþiaus meno

visuomenei ir plësti ryðius meno pasaulyje. 
AG: Ir patys galerininkai akcentavo, kad
stengsis pristatyti menininkus, kuriø darbai
dar nerodyti Paryþiaus kontekste. Tiesiog
sveikintina galerijos iniciatyva plësti meno
rinkos geografijà. Galime tik spëlioti, kodël
jie pasirinko bûtent Vilniø. Gal ir dël to, kad
patys yra vokieèiai, savo veiklà pradëjæ
Berlyne – sociokultûrinis palikimas bei
pasaulëþiûra turbût turi átakos renkantis
menininkus.
KI: Menininkui ið mûsø regiono daþniausiai
sunku tikëtis bûti pakviestam á galerijas,
kurios jau susiformavusios ir turi aiðkius pri-
oritetus. Daugiau galimybiø pasirodyti nau-
jose galerijose, kurios tik formuoja savo gana
liberalø veidà. Net patys schleicher+lange
galerininkai yra atkreipæ dëmesá, kad jø gale-
rija iðsiskiria ið kitø galerijø tarpo Paryþiuje jau
vien dël to, kad ji priklauso ne prancûzams ir
tarp kvieèiamø menininkø nëra vietiniø.
Pradinis etapas ðiek tiek rizikingas keliomis
prasmëmis: konkretus prancûziðkas kontek-
stas, galerija ir pakviesti skirtingø regionø
menininkai – kaip visa tai susistyguos?
Galerijos gyvavimo pradþioje apie tai galime
tik spëlioti. 
AG: Laikui bëgant iðsikristalizuos aiðkesni kri-
terijai – galerininkas gali uþimti vienà ar kità
pozicijà, kuri ir apspræs galerijos veidà. Vis
vien nebus iðvengta tam tikrø komerciniø
interesø. Nes kitu atveju bûtø tiesiog sugaið-

tas laikas, veltui investuota daug energijos ir
lëðø.
KI: „Kapitalas ateina ten, kur jo reikia, ir
pasilieka ten, kur gerai priþiûrimas“, –
garsaus ekonomisto ir bankininko Walterio
Wristono pastebëjimas tinka ir meno rinkai,
kuri auga kaip ant mieliø. Bûtent meno
rinkos augimas keièia tradicinës galerijos
suvokimà, jos apibrëþimà. Paryþiuje, Bazelyje,
Londone, Madride, Niujorke ir kituose di-
dþiuosiuose miestuose vyksta meno mugës,
kuriose dalyvauja nesuskaièiuojamas kiekis
galerijø. Skubama pirkti-parduoti. Anot
Niujorko universiteto profesoriaus Roberto
Storro, tokie renginiai jau sietini ne su
apþiûrëjimu, bet su þymëjimu (spotting), o
paþinimo dþiaugsmà èia keièia susiþavëjimas
ið pirmo þvilgsnio. Ðie procesai, matyt,
koreguoja net paèià meno ateitá. 
AG: Þinoma, meno rinkoje taip pat galioja
verslo principai. Jei darbe áþvelgi komercinæ
sëkmæ, tau kaip galerininkui nelabai svarbu,
kokia bus reakcija ið kritikø ar meno instituci-
jø pusës. 
KI: Galioja ir tam tikri meno rinkos stereotipai
– ne vienas galerininkas yra minëjæs, kad kur
kas sunkiau parduoti videodarbus nei tradi-
ciniø vaizduojamojo meno rûðiø kûrinius –
populiarià maþo formato tapybà ar pieðinius. 
AG: Viskas dësninga: materialiame pasaulyje
parduodami labai materialûs daiktai. Tik kyla
kitas klausimas: ar perkamas menininko var-
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Svetur

Arûno Gudaièio ir Kristinos Inèiûraitës
pokalbis apie Paryþiø

Esi remediatorius, remiksuoji áraðus ir ið naujo
nori, kad þmonës remiksuotøsi, tu net remik-
suoji fotografijas, tas, kuriose esantys
þmonës, ið naujo norëtumei, kad remik-
suotøsi. Tu refotografuoji þmones, su kuriais
ið naujo kalbiesi ir vël ið naujo kalbiesi su
kitais þmonëmis apie fotografijà. Ðtai tie
marðkinëliai su tavo vardu, o ðtai ir tas mielas
vaikinas, kurá norëjai priversti prisiekti, kad
dëvës tik tavo marðkinëlius eidamas á
vakarëlius be tavæs. Tavæs niekur nëra ir
þmonës priversti domëtis, kur tu galëtumei
bûti. Nesi namie, tavo autoatsakiklis atsako
uþ tas kelias asmenybes, kurios tu esi. Kà tik
iðlipai, susigavai taksi, nuo taksi iki oro uosto
neðiesi penkiasdeðimt svarø svorio medþiagø.
Iðskrendi ið Berlyno. Greit sugráði. Nuolatos
kaþkà veiki. Susirandi kità taksi, netrukus
susiorientuoji, jau gaudaisi Stambule.
Fotografuoji ir praðai kitø fotografuoti taip,
kaip tu nori. Su tais, kuriø praðai nufotogra-
fuoti, darai interviu, interviu áraðus tran-
skribuoji ir spausdini savo þurnale. Kalbintus
þmones pasikvieti á þurnalo pristatymà, skra-
jutes su informacija apie savo vakarëlius dali-
ni per ðá pristatymà viename knygyne, skra-
jutes su informacija apie savo þurnalo pri-
statymà dalini klube, kuriame linksminiesi,
savo vakarëlio metu skelbi kità vakarëlá,
apgailestauji, kad kai kurie þmonës negalëjo
ateiti, dalini adresus, prisiþadi atsiøsti pakvie-
timus. Organizuojamose parodose medijuoji
tarp þiniasklaidos ir menininkø, tariesi dël
interviu, á atidarymà kvieti kritikus, renki pa-

rodos kritikos straipsniø kopijas, siunti jas
parodoje dalyvaujantiems menininkams.
Prisistatai kitokiu nei esi, o esi toks, kokiu
save pristatai. Apsimeti ir esi nuoðirdus.
Viskas kinta. Domiesi karine tematika.
Fotografuoji kareivius, fotografuoji
menininkus. Tu pats esi menininkas ir tai
reiðkia, kad bûtø neblogai gauti pinigø uþ
visus daromus dalykus. Kartais tave paremia,
puiku, jei gauni stipendijà, paþásti tà malonø
vaikinà, kuris tau paskolintø dar pinigø, tebe-
turi padëjëjà, kuris sugeba gauti pinigø ið
þmoniø, kurie pasirodo besà labai labai blogi
þmonës. Darai vakarienes þmonëms, kuriø
nebereikia vienø su kitais paþindinti,
vakarienës metu aptari publikacijos planus, o
nuo praeito karto dar tebëra uþsilikæ ðiek tiek
vyno. Ir vël jø praðai paraðyti apie tavo kûry-
bà. Jie jau þino, kaip tu dirbi ir kà reiðkia bûti
menininku, kai yra tokiø, kurie galvoja, kad
darai tai ne dël pinigø. Taip, þinoma. Puiki
dingstis tau në velnio nemokëti uþ visa tai,
kà padarai. Galø gale tu, bûdamas suðiktu
menininku, ádedi suðiktus pinigus á projektus,
kuriuos kiti rodys savo suðiktuose muziejuo-
se, savo ðûdinose kunsthalëse, savo suknis-
tose parodø erdvëse ir mëðlinose galerijose.
Vadinasi, esi investuotojas. Skolini pinigus,
kuriø niekas tau niekada negràþins. Imiesi
sumautos finansinës rizikos. Spekuliuoji savi-
mi kaip „meno vertybe“. Gal nematai? Esi
prekeivis! Negali sukiðti visø savo pinigø á
vienos rûðies meno akcijas. Na kà, tuomet,
kaip jie pavadintø, tu „ávairini savo veiklà“.

Susidoroji su rizika, kurios imiesi. Nuostabu.
Pasakytum kitaip. Galit man nepasakoti.
Sakot, man labai nemaloni ðizofrenijos
forma. Kad manyje slypi kelios asmenybës.
Na ir kà? Taip ir yra. O kà, anksèiau nepaste-
bëjot? Að filosofas, bet dar ir raðytojas. Esu
þurnalo redaktorius ir kvieèiu þmones raðyti
tam þurnalui. Kartais dirbu su menininkais
prie projektø, uþsibaigianèiø parodomis,
kuriose susitinku þmones, praðanèius paraðyti
apie jø kûrybà. Kartais padarau tai be
uþmokesèio. Þinau, kaip ðiais laikais sunku
menininkui verstis. Juk darote tai ne dël
pinigø. Kai kas taip mano. Ir tai puiki dingstis
uþ niekà nemokëti. Galø gale tu pats ádedi
pinigus á projektus, kuriuos kiti rodys savo
muziejuose, kunsthallëse, savo parodinëse
erdvëse ir galerijose. Taigi, esi investuotojas.
Skolini pinigus, kuriø niekas tau negràþins.
Finansiðkai rizikuoji. Spekuliuoji savimi kaip
meno vertybe. Esi prekeivis. Negali visø savo
pinigø investuoti á vienos rûðies meno akcijas.
Todël ávairini savo veiklà. Susidoroji su prisiim-
ta rizika. Tu pasakytum kitaip. Þinau, bet að
nevartoju keiksmaþodþiø. Pasakytum, kad
tau ðvelnios formos ðizofrenija. Kad tavyje
slypi kelios asmenybës. Manau, kad suprantu.

Dieterio Lesage’o paskaita, skaityta ÐMC
balandþio 6 d. Publikuojama antroji paskaitos

dalis, visas tekstas: Dieter Lesage, Vertoog
over verzet. Politiek in tijden van globalise-

ring, Amsterdam/Antwerpen:
Meulenhoff/Manteau, 2004, p. 289-293. 

jamos temos, pavyzdþiui, juodosios rinkos, magija ar okultizmas, gali bûti kliûtimi vertinant tokius Baltijos regiono siekius kaip atvirumas, skaidrumas irroda arba kuris nors kitas jûsø naudotas formatas suteiks juodajai rinkai galimybiø ar erdviø jame egzistuoti? Ar varlë tapo princu? Ar manote, kad jûsø nagrinë-
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Ðiaurës Rytø Europos dalimi. 
KI: Kaip ásivaizduoji savo ateitá?
AG: Visa ko kaita ir judëjimas ágauna vis
didesná pagreitá. Keièiasi gerbûvio suvokimas.
Tos problemos, kurias turëjome prieð penkis
metus, ðiandien nebeaktualios, á daugelá
dalykø jau galime þiûrëti istoriðkai. 
KI: Lietuvoje socialiniai, ekonominiai ir

kultûriniai skirtumai maþëja lyginant su kito-
mis Europos sàjungos ðalimis. Tolimoje ateity-
je, kai mûsø ekonomika dar labiau sutvirtës,
turbût vis sunkiau pastebësime kartø skirtu-
mus, nes neiðvengsime intensyvesnës
migracijos. Lietuvoje greièiausiai atsiras vis
daugiau imigrantø. Kraujas bus sumaiðytas.

Daugiau apie Arûno Gudaièio ir Kristinos
Inèiûraitës (ir kitø jaunosios kartos Lietuvos
menininkø) kûrybà galite suþinoti Lietuvos

instituto ir Lietuvos dailës muziejaus Ðiuolai-
kinës dailës informacijos centro ákurtame tin-

klapyje: www.youngartists.lt 

Valentinas Klimaðauskas kalbasi su lenkø
meno istoriku ir kritiku Piotru Piotrowskiu
apie menà, medijas ir baþnyèià balandþio
mënesá ávykusios popieþiø kaitos proga.
Antroje interviu dalyje pasirodo originaliomis
technovizijoms garsëjantis Vilniaus
menininkas Darius Mikðys, o pasiûlymas
pakalbëti ðia tema virsta paties sumanymo
dekonstrukcija.

1 ddallis
Vallentinass KKlimaððauuskass:
Man atrodo, kad tradicinës
institucijos (pavyzdþiui, val-
stybë ar baþnyèia) pradëjo
kësintis á naujàsias medijas.
Atsiranda balsø, reikalau-
janèiø ávesti privalomà
dokumentø pateikimà,
norint atsidaryti elektro-
ninio paðto dëþutæ ar ási-
gyti SIM kortelæ mobiliam
telefonui… Kà jûs manote
apie naujø medijø ir
baþnyèios santyká
Lenkijoje?
Piotrass PPiotrowskis:
Lenkijos baþnyèiai (kaip ir
valstybei) reikia naujø
medijø savireklamos tikslais
ir komunikacijai su liaudi-
mi, kuri, kaip ir kitose ða-
lyse, sieja „liberalià
kultûrà“ ir „liberalias ver-
tybes“ su þiniasklaida.
Lenkø Romos katalikø
baþnyèia turi tokià galià
(jos politinë galia turbût
yra didþiausia tarp Europos
ðaliø), kad sugebëjo priver-
sti parlamentà á þiniasklai-

dos ástatymà átraukti frazæ apie pagarbà
krikðèioniðkoms vertybëms þiniasklaidoje.
Laimei, tai tëra retorinis ásipareigojimas ir
realioje socialinëje praktikoje daug nereiðkia.
O á pirmàjà jûsø klausimo dalá galiu atsakyti,
kad yra buvæ ðiokiø tokiø bandymø iðplësti
valstybës kontrolæ komunikacijø atþvilgiu,
taèiau, laimei, jie nebuvo sëkmingi. Ðiaip ar
taip, liaudies kontrolë nëra baþnyèios iniciaty-
va, veikiau pati valstybë (kaip ir bet kuri kita)
svajoja kontroliuoti þmones.

VK: Sekmadiená (geguþës 8) naujasis
popieþius Benediktas XVI sakë kalbà, skirtà
þiniasklaidai, kurioje ragino jà labiau stengtis
kuriant pozityvø dialogà tarp nacijø ir pan. Ar
pozityvi ir „moralizuojanti“ þiniasklaida gali
padëti sukurti geresná pasaulá? O gal ji taptø
dar viena cenzûros priemone?
PP: Netikiu, kad baþnyèia ið tiesø suinteresuo-
ta realiu dialogu tarp nacijø ar bet kuriø kitø
grupiø. Jeigu taip ir yra, naujasis (taip pat
kaip ir senasis) popieþius kalba apie dialogà,
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das, ar kûrinys? Jei parduodamas vardas,
tuomet nesvarbu, ar tai video, ar kitokia
iðraiðkos priemone atliktas kûrinys. Ðiuo atve-
ju Vakarø meno rinka yra pranaðesnë nei
lietuviðka, nes jau seniai yra legitimavusi
tokias meninës iðraiðkos formas kaip video,
performansas, medijø menai.
KI: Su meno rinka uþsienyje dar maþai esame
susidûræ, nors privaèiø galerijø susidomëjimas
lietuviðku ðiuolaikiniu menu auga. Kur kas
liûdniau yra Lietuvoje, kurioje ðiuolaikinis
menas savo rinkos neturi. Nenuneigsime
fakto, kad intelektualinë produkcija turi turëti
savo kainà. Nëra meno rinkos – nëra galimy-
bës suþinoti, kiek vertas ðiuolaikinio meno
kûrinys. Ðiuolaikinio menininko statusas
miglotas, visuomenë neþino, kaip vertinti
menininkà, apskritai trûksta adekvataus
poþiûrio á ðiuolaikinio meno kûrëjà. Daugelis
vis dar mano, kad esame grupelë naiviø
entuziastø, laisvalaikiu kurianèiø darbus,
kurie suprantami tik siauram þmoniø ratui. 
AG: Taip þiûrima ne tik á Lietuvos
menininkus. Esu bendravæs su nevienu jaunu
Vakarø menininku, jø situacija labai panaði.
Tik ten labiau apibrëþtas menininko statusas,
egzistuoja daugiau galimybiø naudotis valsty-
bës teikiamomis lengvatomis, ávairiø privaèiø
fondø parama, stipendijomis bei kûrybinëmis
dirbtuvëmis tokiuose pasauliniuose meno
þidiniuose kaip Niujorkas ar Londonas. 
KI: Lietuvoje vis dar populiari ið modernizmo
epochos atëjusi romantiðka bohemiðko
menininko samprata. Lietuviðkose gyvenimo
bûdo laidose ar þurnaluose daþniausiai paro-
doma klasikinë tapytojo studija, pakalbama
apie jo gyvenimo moteris, apie jo klajones po
platø pasaulá. Ðie pasakojimai apie menininkà
neretai net mistifikuojami – vien ko vertas
straipsnis populiariame Lietuvos dienraðtyje
apie lietuvio tapytojo susiþavëjimà sargo
darbu kapinëse. Kodël jiems skiriamas toks
dëmesys? Todël, kad modernistai tapytojai
yra vertinami mûsø visuomenëje – jie turi
savo rinkà vietinëje terpëje, jø kûriniai par-
duodami tradicinëse, á modernistinæ dailæ
orientuotose lietuviðkose galerijose. Jei
kûrinys turi vertæ, já sukûræs menininkas yra
gerbiamas visuomenëje ir juo labiau domisi
þiniasklaida. Kuo labiau domisi þiniasklaida,
tuo sparèiau meno rinkoje auga jo sukurto
meno vertë. O ðiuolaikiniam menui Lietuvoje
dar teks palaukti...
AG: Ar ðiuolaikinio meno rinka Lietuvoje ið
viso atsiras? Ar ji èia reikalinga? Gintaras
Beresnevièius yra taikliai apibûdinæs ðià
situacijà, kalbëdamas apie skirtingus piþono
ir snobo prioritetus. 
KI: Gal iðeitis bûtø Vilniuje ákurti tokias ðiuo-

laikinio meno galerijas, kurios dalyvautø
meno rinkoje uþsienyje. Èia tiktø kol kas
vienintelës tokio tipo galerijos IBID Projects,
kursuojanèios marðrutu Vilnius-Londonas-
tarptautinës meno mugës, pavyzdys.
AG: Vis dëlto svarbus vaidmuo tenka galeri-
jos geografinei vietai. Tik tiek, kad ðiuo-
laikinei galerijai nebûtini mega-plotai. Tai
tarsi duomenø bankas, o galerija savo forma
labiau primena ofisà. Kita prieþastis, kodël
galerijø veikla
orientuota á
didþiuosius
pasaulio cen-
trus, yra
konkurencija.
Juk ne taip ir
svarbu, kokio
dydþio ofisas –
svarbu, kokia
informacija
jame kaupiama
ir pristatoma
tiek paèioje
galerijos erdvë-
je, tiek inter-
nete.
KI: Tokie infor-
macinës
visuomenës pri-
valumai.
Nepaisant to,
Lietuvoje
neturime
pakankamai
ðiuolaikinio
meno instituci-
jø, kuriose galë-
tume rodyti
savo kûrinius.
Pavyzdþiui, ðiuo
metu sukuriu
po tris ar
keturis naujus
filmus per
metus, kuriuos
parodau tik
uþsienyje.
Skambës liûd-
nai, taèiau ðiais
metais Vilniuje planuojamà mano 2002-2005
metø videofilmø retrospektyvà reiktø pava-
dinti premjera, nes Lietuvoje jie rodyti tik
nedaugeliui. Ironiðka, kad kuriu darbus, susi-
jusius su lietuviðku kontekstu, kurie vietinëje
visuomenëje retai pristatomi. 
AG: Taigi vël gráþtame prie lietuviðkos rinkos
siaurumo. Taèiau turëtume atkreipti dëmesá ir
á vietos specifikà. Lietuviðko ðiuolaikinio meno

scena pernelyg uþdara ir jauna. Ji turi savo
nuoseklø identitetà, o kartø klausimas vis dar
lieka atviras.
KI: Lietuviai sëslûs ir èia kartos glaudþiai susi-
jusios. Kitur, ypaè megapoliuose, kur didelë
migracija, sunku sekti kartø evoliucijà.
Pavyzdþiui, Anri Sala pradëjo sëkmingà
menininko karjerà Paryþiuje, pasinaudojæs ir
kûryboje þaidæs savo albaniðka kilme, o atsis-
tojæs ant kojø tarptautinëje meno scenoje,

pradëjo kurti darbus, nutolusius nuo savo
kilmës refleksijø. Panaðiø pavyzdþiø yra ir
daugiau. 
AG: Kalbant apie savo ðalies reprezentavimà
uþsienyje, schema lyg ir aiðki – uþsienyje pri-
statomi kûriniai, daugiau maþiau atspindintys
lietuviðkas socialines realijas. Ðis susidomëji-
mas blësta, kaip ir blësta – o gal jau ir visai
dingo – domëjimasis Balkanais, Vidurio ar

paroda mes koká ðeðëlá? Girdëjau, kad tiek ÐMC, tiek ICA parodos metu gali bûti pastebëti keisti, antgamtiðki reiðkiniai. Skamba neátikëtinai, taèiau ar tai tiesa?demokratija? Ar pardavëte sielø velniui? Ar parodoje bus kûriniø, kurie galëtø uþkerëti publikà? Juodoji rinka daþnai asocijuojama su ðeðëline ekonomika. Ar ði

Þmonës

Valentino Klimaðausko interviu su
Piotru Piotrowskiu ir Darium Mikðiu
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paremtà krikðèioniðkøjø vertybiø sistema, t.y.
mato save kaip tam tikrà galià, kuri ðiame
dialoge jei ir toleruoja kitus subjektus, tai
nepripaþásta jø kaip lygiaverèiø. Aiðku, kad,
jei baþnyèia turëtø galimybæ, ji tikrai norëtø
ávesti tam tikrà cenzûrà. Visgi tikiuosi, kad ir
ateityje ji neturës tokios galimybës. 
VK: Kokie yra santykiai tarp meno, meno
institucijø ir baþnyèios a.a. Jono Pauliaus II
tëvynëje?
PP: Tai labai sudëtingas klausimas. Daug laiko
praleidau tyrinëdamas ðià temà ir esu visiðkai
ásitikinæs, kad jo átaka Lenkijos kultûros ir
meno srityse, ypaè po 1989-øjø, yra labai
destruktyvi. Jis Lenkijos baþnyèiai suteikë
ekstremalià galià, jungianèià dvi tendencijas:
nacionalizmà ir religijà, tradicines Lenkijos
mainstreamo vertybes. Jo konservatyvus
poþiûris turëjo didelæ átakà ðioje ðalyje, kuri
yra konservatyvi savo kilme ir istorija. Visos
problemos dël meno cenzûros (religinës, sek-
sualinës ir pan.), kurias esu aptaræs
Populizmo leidinyje, yra kilusios ið ðio ðaltinio. 
VK: Kà Jono Pauliaus II mirtis reiðkia Lenkijos
þiniasklaidai ir visuomenei? Ar liturgija 7/24
vyko visais – nacionaliniu, privaèiu, þiniasklai-
dos, virtualios realybës ir meno institucijø –
lygiais?
PP: Po (ir netgi ðiek tiek prieð) jo mirtá
Lenkijos þiniasklaida buvo labai isteriðka. Man
netgi sunku ásivaizduoti, kaip visa þiniasklaida
galëjo taip ignoruoti visas kitas naujienas.
Lenkijos spaudoje pasirodë tiek nostalgiðkø
istorijø, tiek apologetiniø straipsniø ir beveik
në vieno kritiðko. Visgi manau, kad tai buvo
Lenkijos baþnyèios galios pabaigos pradþia,
nes lenkai daþniausiai matë popieþiø kaip
„savo popieþiø“. Dabar, kai toks nacionalinis
atramos taðkas pradingo, galbût iðnyks ir jo
politinë-religinë bazë, o Romos katalikø
baþnyèia susilpnës. Labai norëjau naujuoju
popieþiumi matyti juodaodá kardinolà. Tai
bûtø buvæs ðokas Lenkijai, turinèiai stiprià
nacionalistinæ bazæ – jis bûtø suteikæs galimy-
bæ susilpninti ðià ideologijà. Deja, taip
neávyko. Taèiau vokieèio pasirinkimas yra tai-
pogi daug þadantis...:)

2 ddallis
Vallentinass KKlimaððauuskass: Siûlau pakalbëti
apie popieþiø, nors dar neþinau kokiu aspek-
tu. Að nesu tikintis, tikiu, tu irgi.
Darrius MMikðys: Kodël tiki, kad netikintis?
VK: Mano nuomone, tu esi labiau nano ir
mega galaktikø romantikas, medituojantis
gnostikas ir medijø ðamanas nei praktikuo-
jantis katalikas. Bet klausimas buvo toks: ar
tu tikintis?
DM: Bet toks klausimas uþduodamas kine

herojui atsidûrus „ant ribos“. Tai kas gi
nutiko?
VK: Tikiu, kad esame ant senøjø institucijø
(tokiø kaip valstybë ir baþnyèia) ásiverþimo á
naujàsias medijas epochos pradþios ribos...
DM: Taip, tikëjimui reikalinga „þinia“, kuriai,
deja, neuþtenka vien medijos galybës. Þiniai
reikalinga ir idëja, o mes matome, kad naujø,
su ðiuolaikine pasaulio samprata sutam-
panèiø religiniø idëjø baþnyèia kol kas neper-
duoda. Arba perduoda, bet mes „nepagau-
name“. Arba neperduoda, nes kol kas mes jø
nesuprastume. O greièiausiai dar
nepasigaminome tos idëjos, nes kol kas tik
mokomës jos þodyno ir kuriame árankius jos
eksploatavimui. Mûsø esamas/buvæs dievas
dabar vis labiau panaðus tik á „materijos
kodo“ distributoriø ir jei tas kodas mums
taps „atviru“, naujas dievas vël bus
„nukeltas“ uþ naujojo horizonto. Taigi, man
atrodo, ir medija „ásiverþia“ á religijà ir keièia
jos lokacijà sàmonës þemëlapyje. O valstybë,
kaip fiktyvus darinys, þinoma, yra sukurta ir
nuolatos perkuriama medijø pagalba.
VK: ...taip pat nesu tikras, ar bûtø ádomu
kalbëtis apie sakraliná menà ar menà ir
tikëjimà.
DM: Ádomiai kalbëti bûtø ádomu.
VK: Be abejo. Siûlau sudalyvauti kitame inter-
viu, kurá skirsime www.bernardinai.lt.
DM: Nebent bernardinai.com.
VK: Ar tau virtuali erdve.lt atrodo pernelyg
klaustrofobiðka palyginus su virtualia
erdve.com?
DM: Erdve.com klaustrofobiðkesnë. Bet siûlau
laikinai boikotuoti LT dël valstybëje vyk-
stanèios korupcijos, kuri trukdo kûrybinëms
bendruomenëms veikti vertingø vertybiø
aplinkoje. Bet pirmiausia trukdo toms ben-
druomenëms kurtis.
VK: Gráþkime prie popieþiaus temos. Ádo-
miausias man ðiuo atveju atrodytø popieþiaus
Jono Pauliaus II mirties spektaklis reginio
prasme. Dar gilià naktá buvo pradëtos
tiesioginës ir netiesioginës transliacijos ið
Vatikano ir Krokuvos, rodyti filmai apie
popieþiaus gyvenimà, mirtá, etc. Vatikanas
palaiko itin gerus santykius su medijomis:
SMS ir el. paðtu pasaulis buvo informuotas
apie popieþiaus mirtá anksèiau nei stovintys
Ðv. Petro aikðtëje Romoje. Kà tu manai apie
naujø medijø ir konservatyvios baþnyèios
draugystæ?
DM: Manau tà patá, kà ir apie politikø bei
þiniasklaidos ryðá. Dar vienas ádomus faktas –
baltai juodi dûmai konklavos metu bei ðios
senoviðkos „medijos“ modernizavimas ir
panaudojimas.
VK: Be abejonës, bendras baþnyèios palanku-

mas þiniasklaidai turi politiná atspalvá, bet
mane labiau domina medijø sakralizacija,
kuria aktyviai uþsiima baþnyèia. Naujasis
popieþius pradëjo savo inauguracijà nuo sim-
bolinio þurnalistø paðventinimo, buvo
paskelbti jo el. adresai susiraðinëjimui ávairio-
mis kalbomis, á kuriuos jis pats ir atsakinëjo.
Panaðûs procesai vyksta ávairiose religijose,
pvz. arabiðki mobilûs telefonai rodo, kurioje
pusëje yra Meka. Mane labiau domina ði
naujojo technologinio sakralinio baroko era...
DM: Apskritai, manau, kad Lietuvoje
baþnyèia neturi „sakralumo“ kredito.
Sakralizuojama – kristalizuojama?
Kristalizuojama, kristalizuojama ir taip tikin-
tieji atverèiami á medijos dorybæ. 
VK: Kalbi apie skystø kristalø displëjø ðven-
tyklas? 
DM: Ir kiðeninius altorëlius. 
Air Bus, lenktyniaudami su Boeing, þydams
siûlë lëktuvuose árengtas sinagogas arba,
jeigu neklystu, meèetes arabams. Neseniai
skaièiau apie patentuotà „media antkapio“
iðradimà – antkapyje ámontuota videosistema
lankytojams leidþia perþiûrëti mirusiojo
praneðimus ir palinkëjimus/pabarimus.
Kaþkada màsèiau apie medijas, kurios netyèia
gali iðsaugoti gyvybæ: tarkime, staiga mirðti, o
tavo el. paðto dëþutë yahoo serveryje „gyve-
na“ toliau. Bet að negirdëjau apie svetainæ,
kurioje apsilankæs bûtum paðventintas ar
pakrikðtytas, ar apie paðto serverá, ið kurio
iðsiøstos þinutës apaèioje atsirastø lotyniðka
reklama.
VK: Evangeliniai SMS’ai uþkariauja ne tik TV
ar radijà, bet ir miðias bei pamaldas:
http://www.popemessage.com/ gali
uþsisakyti popieþiaus minèiø ðiai dienai,
http://www.ev-jugend-hannover.de/ gali mel-
stis þinutëmis, o budistai mobiliuosius tele-
fonus netgi ðventina http://wired-vig.wired.
com/news/culture/0,1284,64624,00.html.
Taip pat galime prisiminti tele-evangelines
laidas, kurias stebëdamas neabejotinai gali
jaustis medijuotos procesijos dalyviu. Kas,
tavo manymu, yra tikresnis medijø popieþius
– ðventas tëvas ar Marshalas McLuhanas, ar
kaþkas kitas? 
DM: Jeigu galëtume nepaisyti (ar bûti
neskaitæ) Marshalo McLuhano, popieþius,
þinoma, bûtø plaèiau medijuojama ir medi-
juojanti figûra. Bet vien dël to jis negali bûti
„medijø popieþiumi“. Popieþiaus institucija
nustato kanonà ir vykdo jo monitoringà, o tai
paskutiniu metu jai visai nesiseka daryti.
Galima manyti, kad religija ðiuo metu turi
maþiausiai átakos medijai per visà savo gyva-
vimo istorijà. Jei paleolito olø pieðinius laiky-
tume dalyviais ritualø, kurie galëjo bûti religi-

jos uþuomazga, ir jei pasektume religijos
átakà vaizdavimo ir praneðimo bûdams iki
mûsø dienø, galëtume tvirtinti, kad religija
praktiðkai inicijavo ir sukûrë medijà. Ði tik
neseniai subyrëjo á daugelá medijos formø ir
mediatoriø, kurie savo ruoþtu yra „popieþiai“
savo átakos zonose. Medijuojanèius kûrinius
kuriantys menininkai taip pat kartais bûna
savo darbø popieþiais, o kartais gali bûti ne
tik savo, bet ir kitø autoriø darbø popieþiais
arba atvirkðèiai – visai nebûti nei savo, nei
jokio kito kûrinio popieþiumi (manau,
McLuhanas yra ir savo, ir daugelio kitø
kûriniø popieþius). Galëtume net pagalvoti
apie ðito mudviejø teksto popieþiø, jei ásivaiz-
duotume, kad jis jau atspausdintas.
VK: Taip, bet ereziniø tekstø ar ereziniø
medijø panaudojimo galimybë tik sustiprina
reakciniø sluoksniø kovà su antidogmati-
nëmis interpretacijomis. Juk internetiniø sve-
tainiø monitoringo, reitingavimo, patikimu-
mo filtravimo programinë áranga yra tam
tikra virtuali inkvizicijos forma. Ar tavæs
nebaugina stiprëjanti virtualios erdvës panop-
tikumo idëja (pvz., tam tikrø valstybiø tam
tikri sluoksniai reikalauja, kad bûtø privalo-
mas ID pateikimas atsidarant savo el. paðto
dëþutæ ir pan.)?
DM: Bet ir reakcionieriai gali didinti erezijø

atsiradimo tikimybæ. Juk tarpsta visokios sek-
tos ir alternatyvos „tikrajai versijai“ (galëtume
prisiminti chaoso teorijà). Toliau galime jais ir
nesidomëti, nes religija jau seniai nebesukuria
jokio svarbaus produkto. Nors, þinoma, dar
tebeturi socialiniø funkcijø. O virtualiosios
erdvës anarchija erzina tiek pat kiek ir gali-
mas atvirkðtinis, „tvarkingas“ jos variantas.
VK: Ar nemanai, kad popieþiaus mirties
„spektaklis“ masinëse informacijos
priemonëse praplëtë liturgijos sampratà tiek
erdvëje, tiek laike? Tiesioginës transliacijos ið
Vatikano metu iðvietintos baþnytinës miðios
buvo perkeltos á visà taip vadinamo krikðèio-
niðko pasaulio erdvæ. Tokiu bûdu masinës
informacijos priemonës atliko liturginiø medi-
jø vaidmená?
DM: Að paprastai perjungiu kanalà, kai rodo
kaþkà visiðkai neádomaus. Tuomet tas ávykis
dingsta ið realybës lauko. Ið tikrøjø, medija
kaip veidrodis atspindi preferencijas, t.y.
veikia kaip veidrodinis ávykio serveris, kuris
pakeièia realøjá ávyká. Pvz., sporto varþybø
transliacija vyksta ne „ið“ kaþkur, o tiesiog
vyksta ir ávyksta prieðais esanèiame maþdaug
40 x 60 cm dydþio plotelyje. Niekam ne pas-
laptis, kaip atsiranda vaizdas „dëþëje“, bet
esu tikras, kad TV þiûrovas nekontempliuoja
realiosios vietos „perkëlimo“. Ir manau, kad

medija jau nebëra joks tarpininkas, nes ji
labiau suinteresuota savimi paèia ir nukreipta
á save ir savo makijaþà bei daþnai yra turinys
sau paèiai. Pvz., naujojo BBC orø prognoziø
dizaino aptarimas tampa BBC þiniø turiniu. Ir
ne tik faktui atsitikus. Ávykis buvo anonsuoja-
mas jau prieð pusmetá ir tapo laukiama þinia
þiniø vartotojams. Prie alaus bokalo besipi-
nantis lieþuvis, manau, yra tikresnis
tarpininkas (maþiau ádomus, kas be ko).
VK: Jei galvotum apie ðio teksto iliustratyvø
popieþiø, kas jis bûtø?
DM: Medijuojantis traktorius arba „popie-
þiaus traktorius“, kurá pavyko sugauti Kauno
Klinikø kieme. Mûsø neaptarta tema –
„popieþiaus maðinos“. Ir kadras ið TV ekrano
„dûmai konklavos metu“ – taip pat mûsø
dar neplëtota tema. 
VK: Kaip tu pradëtum interviu apie popieþiø?
DM: Pasipraðyèiau audiencijos pas popieþiø.
Interviuojamas bûtø Jo Ðviesybë.

Valentinas Klimaðauskas yra ÐMC kuratorius
ir meno kritikas.

Piotras Piotrowskis yra Poznanës 
A. Mickevièiaus universiteto Meno istorijos

instituto direktorius.
Darius Mikðys yra menininkas, gyvenantis

Vilniuje.

kritikø keliais? Ar elgtis bûtent taip jus paskatino mûsø potraukis pavojams? Ar BMW apskritai gali tapti diskusijos objektu (tik, þinoma, ne tema, juk nesate te-Ar buvo lengva, ar bent ne pernelyg sudëtinga, kuruoti parodà, kuri, atrodo, neperkëlë nieko nei tiesiai ið Disneilendo, nei sekë idealistiniais praktikuojanèiø



1918 bendruomenes? Ar ði paroda skirta „pardavimui“? Ar manote, kad tai yra jos ateitis, ar tik darote tokià prielaidà, tarsi juodoji rinka ir e-bay turëtø daug siste-miniø parkø fanatai!)? Neatrodo, kad BMW klausimai bûtø paimti ið dykumø, prekybos centrø ar teminiø parkø. Kodël? Ar esate kada nors kalbëjæsi apie BMW
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Did you engage in any illicit activities dur-
ing the research period prior of the exhibi-
tion?

BMW’s topics don’t seem to be taken from
the desert neither from a shopping mall
nor business parks. Why?

Do you have anything to say about the psy-
chology of curators? (when differentiated
selector/curator/carpet cleaner)

Can BMW be a subject ever? (of course not
a theme, you are not theme-parkers!)

Is it a coincidence that Vilnius, a schizo-
phrenic city per se, was chosen as a stage of
the project? How many more coincidences
are in BMW?

What is forbidden today? How long is it
forbidden? How could you recognise any
‘forbidden stuff’ in our western society,
from which point of view? Why did you
consciously choose not to locate any ‘specif-
ic’ BM content into the show?

Is that show ‘for sale’? Do you consider it as
its main future or supposedly so, like if
black markets and e-bay systems were not
so far from each other?

Do you think BMW show can be considered
as a full-scale emergency kit built into one’s
brain, plus a crash course in disaster sur-
vival, real and imagined?

New Ways of doing Nothing! How do you
think a society where a large proportion of
people will never work, can be run?

Did you find extremes in the quest for new
ways of doing nothing?

Was it possible to ‘curate’ a triennial?

How a triennial/biennial can become a
show?

Was it easy or not too difficult to curate a
show that seemed to have been recruited
neither straight from Disneyland nor from
idealistic ways of practicing criticism today?

Did you work from our attraction to dan-
ger?

Who kissed the frog?

Will the actual exhibition – or similar for-
mat you use – present possibilities or spaces
for black markets to exist within it?

Did the frog transform into a prince?

Is imagination still a BM drug?

‘Small quantities, direct networking, niche
marketing and superdistribution’ - what
does that mean?

Why did you communicate with a world-
wide unclear distribution of logos from
March to the activation of a midget in
Venice Biennale, with the creation and dis-
tribution of a new word (Ultimiere) to be
googled to lead you somewhere else?

How many ghost-artists were invited to the
show? 
What about the clones?

Why did the guard cry? If this is a piece -
then who made it?

How did you manage to loose control and
allow parallel structures to happen? Or was
it all carefully planned and staged?

How did you become two? Were you one
or three in the beginning?

Didn’t Sony express any discontent with the
fact that Soni and Shanel had their ads in
the publication of the triennial?

Do you think the topics your are approach-
ing, for example, from black markets to
magic to the occult, represent an obstacle
in the understanding of the Baltic region’s
pursuit for more open, transparent, demo-
cratic endeavors?

BMW=Home?

Claiming that ‘black markets are always
agnostic’ are you trying to say that the
same statement applies to the exhibition?
And is it true that you are trying to mimick
the logic of operation of black markets? 

How did you react to the fact that part of
the exhibition in London and Vilnius was
hacked and re-created in Tallinn without
your consent? Was it a surprise or just a
part of the script?

Have you learned any magic tricks?

Did you sell your souls to the devil?

Will there be works in the exhibition that
cast spells on the audience?

Will audiences be ‘enchanted’ with the
works on exhibition?

Black markets are commonly referred as
shadow economies. Will this exhibition cast
any type of shadows?

I heard through the grapevines that a series
of weird, un-natural phenomena would
potentially haunt the CAC and ICA alike
during the exhibition period. This sounds
weird, but is it true?

Do you remember the first time you got
paid for it?

Have you ever talked about BMW commu-
nities?

The ultimate conceptual car will move so
fast, even at rest, as to be invisible. Do you
think artworks, curating practices, demate-
rialised work, are concerned by car will?

Does that show can be based on a state-
ment like: everything is repackaged into
something with more consumer appeal (i.e.
Black market within the art world and
without any will of being alternative).

Do you think BMW’s people are new
Bonnies and Clydes gathered to challenge
the suburbian values? Is BMW toxic?

Can we consider that BMW is made of mass
paranoias about new diseases?

How did BMW (artists, curators, writers)
invest the fact that we live in deeply uncer-
tain times?

Is BMW an extreme position in curatorial
field?

Do you think BM systems go faster than
entropic ones?

Like Ballard suggested: “if the future is a
marriage between Microsoft and the Disney
Corporation, what can the rest of us do
about it?” Do you have any plans from that
show?

Can a schizoshow become a simultaneous
structure whether contradictory or not, like
describing some shadow zones and keeping
them activated, having a future and a past
at the same time? Is that the reason why
you subtitled the triennial a shizoshow?
Was it necessary to choose a side?

Is BMW a permanent crisis?

Is BMW because as curators you wanted to
deal only with the flux? Like: what will I do
and where will I play in five minutes?

Did you finish the show?

Do you think ‘interesting’ curators work is
to provoke, challenge, unsettle, question
and offer the viewer the keys to a door he
or she has never noticed in a side-corridor
of their minds?

Does that ‘BMW shizoshow’ has a future?

Is BMW an endless show?

Were you naive or oblivious to expect that
black market and shadow networks aren’t
as hierarchic as any corporative oligarchy? 

Why didn’t anyone talk about alternative
and progressive schemes of exchange pro-
vided by artists, theoreticians and street
vendors?

Who stole the show? Vilnius or London? 

Does the invention and careful mainte-
nance of a secret life lead to freedom? 

Is it about being non- transparent or about
being double at least?

1. Jonas Dahlberg
2. Sofia Hernandez Chong Cuy
3. John Menick, Gabriel Lester, 

Marko Lulic
4. John Menick, Gabriel Lester, 

Marko Lulic
5. Ursula Davila, Holly Block, 

Carla Herrera-Prats
6. Patrick Killoran
7. Gabriel Lester
8. Mageli Arriola, John Menick
9. Alexis, Raimundas, Sofia (CACTV 

playing in the background)
10. Ursula Davila, Luisa Lagos
11. Top: Valerie Tevere. Center: 

Linda Park, Patrick Killoran. 
Below (arms and head): 
Raimundas Malaðauskas

12. Alexis Vaillant, Yane  Calovski
13. Yane  Calovski
14. Jonas Dahlberg, 

Adam Pendleton, Luisa Lagos
15. Wendy Tronrud, 

Alejandro Cesarco
16. Sofia Hernandez Chong Cuy, 

Joshua Decter
17. Patrick Killoran, 

Douglas Ross, 
Anthony Huberman

18. Francois Bucher

19. Linda Park, 
Raimundas Malaðauskas

20. Anonym
21. Andreja Kuluncic
22. Alexis Vaillant, 

Adam Pendleton
23. Marko Lulic
24. Marko Lulic
25. Maria Garcia Torres
26. Armelle Papadrielle
27. Carla Herrera-Prats
28. Alexis Vaillant, 

Armelle Papadrielle
29. Sofia Hernandez Chong Cuy 

(making some quesadillas! 
Que deli!)

30. www.ultimiere.com
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On 30 April, 2005 a gathering at Sofia Hernandez’s 
place in Fort Green, Brooklyn, was organised to initiate 
the BMW project. Every guest was asked to bring at 
least one black market item to the party.

The questions below from the future were received by Sofia Hernandez Chong Cuy (NYC), Raimundas Malašauskas (Vilnius) and Alexis Vaillant
(Paris), the curators of BMW, the 9th Baltic Triennial of International Art, that took place at CAC Vilnius and ICA London 23 September-16
November, 2005.
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strengthens the reactionary fight against
antidogmatic interpretations. The software
for website monitoring, rating and filtering is
a form of inquisition. Doesn’t the idea of a
virtual space panopticon scare you (for
instance, some groups in certain countries
demand to introduce the obligatory ID sys-
tem for the opening of your e-mail box etc.?
DM:But reactionaries can also augment the
production of heretical texts. Various sects
and alternatives to the ‘real version’ are
flourishing (remember the theory of chaos).
We do not have to be interested in them any
further because religion for a longer time has
already created no significant product. It cer-
tainly has kept some social functions but the
anarchy of the virtual space annoys no less
as its opposite ‘orderly’ version.    
VK:Don’t you think that the ‘performance’
of the Pope’s death in the mass media has
extended the concept of liturgy in space as
well as in time? During the live broadcast
from the Vatican the displaced Holy Mass
was transported to the overall space of the

so-called Christian world.  Is that the way
mass media has played the role of liturgical
media?
DM:If the broadcast is completely uninter-
esting I usually switch to the other channel,
and then this event disappears from the field
of reality. Indeed media as a mirror reflects
preferences, i.e. it works as a mirroring event
server which replaces the real event. For
instance the translation of a sports game is
not ‘from’ somewhere, it simply takes place
and happens in the 40 x 60 cm square in
front of your eyes. Everybody knows how
the image appears in the ‘box’ but I am sure
that the TV viewer does not contemplate on
the ‘displacement’ of the real site. And I
think that the media is not any kind of medi-
ator anymore because it is more interested in
itself, more directed to itself and its own
make-up and is often the subject to itself.
For instance the new BBC weather broadcast
design becomes subject of BBC news, and
not only after the fact. The event was
announced half a year ago and became a

welcome message for the news consumers.
The wiggly tongue above the beer glass is a
more realistic mediator, I think (though less
interesting, of course).  
VK:If you thought about the illustrations for

this text, what would they be? 
DM:The mediating tractor or ‘Pope’s trac-
tor’, which I managed to catch in the yard of
Kaunas medical clinics. We have not dis-
cussed this subject of the ‘Pope’s car’, and
also this TV image ‘conclave smoke’ is the
subject we have not developed. 
VK:How would you start the interview
about the Pope?
DM:I would ask for an audience. His
Eminence would be interviewed in that case.

Valentinas Klimaðauskas is a curator at the
CAC in Vilnius.

Piotr Piotrowski is a head of the Institute of
Art History of the A. Mickiewicz University in

Poznan, Poland.
Darius Mikðys is an artist based in Vilnius.
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and almost nothing critical. I think, however,
that it was the beginning of the end of the
power of the Church in Poland, since the
Poles usually saw the pope as ‘our pope’.
Now, when this national point of reference
disappeared, maybe the politico-religious
background will be lost, and the Roman-
Catholic Church will be less powerful. I
would very much welcome  a black cardinal
as the next pope. It would be a shock in
Poland with its strong nationalistic back-
ground, so important in this country, and
provide a sort of opportunity to make such
an ideology weaker. Unfortunately, it has not
happen but a German is somehow also
promising...:)

Parrt III
Vallentinass KKlimaððauuskass:I suggest talking
about the Pope but still do not know from
what point of view. I am not religious and, I
suppose, you as well. 
Darrius MMikðys:Why do you suppose so?
VK:I think you are more of a romantic for a
nano and mega galactic, meditating gnosti-
cian and media shaman than a practicing
catholic. However the question is: are you
religious?
DM:But this question is usually given to a
film character at the point where he arrives
‘on the edge’. So what actually happened?
VK:I believe we are on the edge of the
epoch where old institutions (such as the
Church or State) start invading new media… 
DM:Indeed, the faith needs a ‘message’
which unfortunately is not sufficed by the
power of the media. A ‘message’ also needs
an idea but we see that the Church does not
translate any new religious ideas yet which
would accord with the conception of the
contemporary world. Or maybe it does trans-
late ideas but we do not ‘catch’ them or per-
haps we would not understand them yet.
But most probably we do not produce such
an idea because we are still in the process of
learning its vocabulary and creating tools for
its use. Our current/former God is similar to
the distributor of ‘matter code’, so if this
code becomes ‘open’, the new God will
again be transported behind the new hori-
zon. That is why I think that media ‘invades’
religion and changes its location on the map
of consciousness, and the State as a fictional
phenomenon is of course created and con-
stantly re-created by means of media. 
VK:...and as well I am not sure if it were
interesting to talk about sacral art or art and
faith.   
DM: It would be interesting to talk in an

interesting way.
VK:Certainly. I suggest participating in
another interview which we will dedicate to
www.bernardinai.lt.
DM:bernardinai.com only.
VK:Do you think that the virtual space.lt is
too claustrophobic in comparison to the vir-
tual space.com?
DM:Erdve.com is more claustrophobic, but I
suggest a temporary protest against ‘lt’
because of the corruption taking place in this
state. It hinders artistic communities to act in
an environment of rich values. But worst of
all, it obstructs the formation of such com-
munities.
VK: Let’s return to the subject of the Pope.
From the visual perspective I would be most
interested in the spectacle of Pope John Paul
II’s death. Live and other broadcasts from the
Vatican and Kracow and films about the
Pope’s life, etc. started early at night. The
Vatican keeps very good relations with new
media: the worlds of SMS and e-mail were
informed about Pope’s death before those
standing in St Peter’s Square in Rome. What
do you think about this friendship between
media and the conservative Church?
DM:I think the same what I think about the
relationship between politicians and media.
Another interesting area is the white and
black smoke during conclave – the moderni-
sation and use of this archaic ‘media’.  
VK:No doubt, the general benevolence of
the Church towards the media has a political
touch but I am more interested in the sacrali-
sation of media that is actively performed by
the Church. The new Pope began his inau-
guration from the symbolic consecration of
journalists, his e-mail addresses were
announced for correspondence in various
languages, and he himself answered the let-
ters. Similar processes are taking place within
different religions, for instance, the Arabic
mobile phones show the direction towards
Mecca. I am more interested in this era of a
new technological baroque…
DM:I think that the Church in Lithuania gen-
erally has no credit of ‘sacrality’. Sacralised –
crystallised? Crystallised and crystallised the
believers become converted to the virtue of
media.  
VK:Are you talking about the shrines of
crystal displays? 
DM: As well as pocket-sized altars. 
Air Bus, racing Boeing, offered synagogues
installed in the planes for Jews, or, if I am
correct, mosques for Arabs. I have recently
read about the patented invention of the
‘media tombstone’ – the video system

embedded in a tomb enabling visitors to
review messages, wishes or ratings.
Sometime ago I was thinking about the
media that accidentally could save life – say
suddenly you die but your e-mail box in the
yahooserver continues to ‘live’. However I
have not heard about any website where
you could be consecrated or baptised, nor
about any mail server which would circulate
the messages with an advertisement in Latin
at its bottom.   
VK:Evangelical SMS invade not only the TV
or radio but also Mass celebrations and wor-
ships: in the website http://www.popemes-
sage.com/you can order the Pope’s thoughts
for the day, http://www.ev-jugend-han-
nover.de/offers to pray in messages, and
Buddhists even consecrate their mobile
phones in http://wired-vig.wired.com/news/
culture/0,1284,64624,00.html. We could
also remember the tele-evangelic broadcasts,
which provide you the feeling that you
undoubtedly are the participant of this medi-
ated procession while watching them. Who,
according to you, is more the Pope of the
media – the Holy Father or Marshal
McLuhan, or someone else? 
DM:If we could take no account (or if we
have not read) McLuhan, the Pope would
certainly be a figure that is being broadly
mediated and mediating. However, he can-
not be ‘the Pope of the media’. The Pope’s
institution settles the canon and performs its
monitoring and recently it has no success in
fulfilling this task. It is possible to think that
the current influence religion has on the
media is the weakest in all its history. If we
would consider Paleolithic cave drawings as
participants of the rituals that could have
been an embryo of religion, and if we would
follow the influence of religion for ways of
representation and translation up to our
days, we could state that it was religion that
practically initiated and created the media.
The latter has only recently crumbled into
many media forms and mediators that are
‘Popes’ in the zones of their own influence.
The artists that produce mediating works are
sometimes ‘Popes’ of their artwork, and
sometimes they can be Popes not of only
their artwork but also other author’s work,
or on the contrary, they are Popes neither to
their own nor to other artwork (I think that
McLuhan is the Pope of his own work and of
the others’). We could even think that he is
the Pope for this our text about the Pope if
we imagined that it is already published. 
VK:Yes, however the possibility to use
heretical texts or heretical media only

In the first part of the interview Valentinas
Klimaðauskas talks to a renowned Polish art
historian and critic Piotr Piotrowski on art,
media and the Church on the occasion of
the Popes succession this April. In the second
part of the interview he discusses with a
Vilnius-based artist Darius Mikðys, famous for
his original techno-visions, and the interview
topic becomes its own deconstruction. 

Parrt II
Vallentinass KKlimaððauuskass:I believe that tradi-
tional institutions (such as State and Church)
have started to invade new media. There are
voices wanting to make obligatory use of ID
when obtaining email accounts or SIM cards
for mobile phones... What is your opinion on
the relationship of new media and the
church in Poland?
Piotr PPiotrowski:The Church (as well as the
State) in Poland needs new media in order to
promote itself, and to make contact with the
people, as in any other country, yet at the
same time it complains about ‘liberal cul-
ture’, or liberal values broadcasting in the
media. The Polish Roman-Catholic Church,
however, was so strong (its political position
is perhaps the strongest among European
countries) that it had even forced the
Parliament to add a sentence to the media
act stating that the media should respect a
Christian value system. Fortunately it’s just a
rhetorical obligation and does not mean too
much in social practice. As for the first part
of your question, as far as I know, there was
a sort of attempt to extend a state control
over communication, but fortunately it was
not successful. However, it was not the
Church’s initiative, rather the State’s who
dreams (as any other state) to control the
people.
VK:On Sunday (8 May) a new pope
Benedictus XVI made a speech dedicated to
the media saying that it should do more to
make positive dialogues between nations
etc. Would positive and ‘moralistic’ mass
media help shape a better world or would it
be only one more technique for censorship?
PP:I do not believe that the Church is inter-
ested in a real dialog between nations and
any other groups. If it does, a new (as well
as an old) Pope is willing to conduct such a

dialog but on the basis of a Christian value
system, i.e. it sees itself as a power, which at
least tolerates
other subjects
in such a dia-
log, but does
not recognise
them as equal
partners.
Definitely, if the
Church would
have such a
possibility, it
would like to
introduce a sort
of censorship. I
hope, however,
it will not have
such a chance
in the future.
VK:What are
the relations
between art,
art institutions
and the church
in the father-
land of the late
John Paul II?
PP:This is a
very complicat-
ed question. I
have spent
much time to
researching
such a topic,
and I am
absolutely con-
vinced that his
influence in
Poland, particu-
larly after 1989,
was very
destructive in the field of culture and art. He
gave an extreme power to the Church in
Poland, combining two tendencies: national-
ism and religion, traditional Polish main-
stream values. His conservative attitude was
very influential in this country, which is con-
servative by origin and by historical defini-
tion. All of the trouble with a censorship
over art (religious, sexual etc.), what I have
described in the Populismreader, comes

from that source. 
VK:What did death of John Paul II mean to

the media and society in Poland? Was it 7/24
liturgy on the national level as well as on the
private, media, virtual and art institutions’
levels?
PP: After (and even shortly before) his death
Polish media were hysterical. I could not
even imagine how the media was able to
neglect all other news, except for that one
story. There were so many nostalgic stories in
the Polish press, so many apologetic articles,

Say what?

Valentinas Klimaðauskas talks to
Piotr Piotrowski and Darius Mikðys

30 31niðkoms vertybëms? Ar BMW toksiðkas? Ar galima teigti, kad BMW – tai daugybë masiniø naujø ligø paranojø? Kà BMW (menininkai, kuratoriai, raðytojai) gali pasakyti apie tai, kad ðiais laikais labai daug netikrumo? Ar vaizduotë – vis dar BM narkotikas? Ar kuratoriniame lauke BMW uþima radikalià pozicijà? Ar mano-



leries take part in art fairs. Everybody is in a
hurry to buy-and-sell. According to ex-MoMA
curator of painting and New York University
Professor of Art History, Robert Storr, such
events should already be referred to in terms
of ‘spotting’ rather than ‘looking’, and ‘get-
ting to know you’ is transformed into ‘love at
first sight’. These processes seem to change
even the future of art. 
AG: Surely, the commercial codes are valid. If
you see commercial success in a work of art,
you as a gallerist do not care too much,
what the reaction of art critics or art institu-
tions will be. 
KI: Certain stereotypes of the art market per-
sist: many gallerists have mentioned that it is
much more difficult to sell videos compared
to the traditional kinds of art – small-scale
paintings and drawings are more popular. 
AG: Everything follows the law: in a material
world, very material things are sold. 
Yet, another question arises: do they buy the
artist’s name or the work of art? If the name
is on sale, then it is unimportant whether
this is a video or a work created in a differ-
ent medium. In this case, the Western art
market is superior to the Lithuanian one,
because it has long ago legitimated such
means of expression as video, performance
and media art. 
KI: We have had little contact with the inter-
national art market yet, although private gal-
leries are increasingly interested in contem-
porary Lithuanian art. The situation is much
sadder in Lithuania where contemporary art
does not have its market. We cannot deny
the fact that intellectual production should
have its price. If there is no art market, there
is no possibility to find out what the value of
a work of contemporary art is; the status of
contemporary artists is very vaguely defined
– the society does not know how to evaluate
artists; an adequate attitude towards the cre-
ator of contemporary art. Many still think
that we are a group of naive enthusiasts
who create art in their free time, and only a
small circle of people can understand us. 
AG: Not only Lithuanian artists are regarded
in this way. I have communicated with many
young Western artists whose situation is very
similar. Only the artist’s status is better
defined there; more possibilities to use the
privileges provided by the government, sup-
port from various private funds, fellowships
and art residences in centres of the [art]
world such as New York or London. 
KI: The romantic idea of a bohemian artist
conceived in the modernist era is still popular
in Lithuania. Lithuanian TV programs or mag-

azines focusing on life-style usually present
the classical artist’s studio; they tell about
women in his life and his wanderings around
the world. Such stories about artists are
often mystified – for instance, a story in a
popular Lithuanian daily about a Lithuanian
artist’s fancy for a cemetery guard’s job. Why
do they receive such attention? Because
modernist painters are appreciated in our
society: they have their own local market;
their works are sold in traditional Lithuanian
galleries oriented around modern art. If a
work of art has a value, the artist who has
created it is respected in society, and the
media are more and more interested in him.
The more they are interested, the higher the
value of his art rises in the art market. 
Meanwhile, contemporary art will have to
wait some more in Lithuania...
AG:Will a market for contemporary art ever
emerge in Lithuania? Is it necessary here?
Gintaras Beresnevièius has pointedly
described this situation speaking about the
different priorities of a ‘try hard’ and a ‘snob’. 
KI: Perhaps a solution would be to establish
such galleries of contemporary art in Vilnius
that would participate in the international art
market. One could use the example of the
only gallery of this type, IBID Projects, run-
ning along the itinerary Vilnius-London-inter-
national-art-fairs. 
AG: Yet, the gallery’s geographical location
has an important role here. As the gallery
does not need mega-space, it is more like a
databank and the gallery’s shape is reminis-
cent of an office. Another reason why the
activities of galleries are orientated towards
the great centres of the world is the aspect
of competitiveness. After all, it is not so
important what is the size of the office – the
important thing is what information it accu-
mulates and presents both in the gallery’s
space and on the Internet. 
KI: Such are the advantages of information
society. In spite of this, we do not have
enough contemporary art institutions in
Lithuania where we could show our work.
For instance, now I create three or four new
films per year, which I show only abroad. It
will sound sad, but the retrospective of my
videos from 2002-2005 planned this year in
Vilnius should be called a ‘premiere’, for they
have been seen by only a few people in
Lithuania. It is ironic that I create works relat-
ed to the Lithuanian context, which are
rarely presented to the local audience. 
AG:Thus, we come back to the tightness of
the Lithuanian market. Nevertheless, we
should pay attention to the local specifics.

The scene of Lithuanian contemporary art is
too closed and too young. It has its own
consistent identity, but the issue of genera-
tions still remains open. 
KI:Lithuanians are sedentary, and genera-
tions are closely related here. Elsewhere,
where migration is high, it is difficult to fol-
low the evolution of generations, especially
in megapolis. For instance, Anri Sala started
his successful artist’s career in Paris where he
used and played with his Albanian origin,
and when he ‘got his feet’ into the interna-
tional art scene, he started to create works
detached from any reflection of his origin.
There are more examples of this kind. 
AG: Speaking of representation of your own
country abroad, the scheme seems to be
clear: works more or less referring to the
Lithuanian social reality are presented
abroad. This interest wanes as wanes also –
or perhaps has disappeared completely – the
interest in the Balkans, the Central or
Northern parts of Eastern Europe. 
KI: What future do you imagine for yourself?
AG: The change of everything and move-
ment are gaining momentum. The under-
standing of well-to-do life is changing. The
problems that existed five years ago are no
longer urgent today; we can look from a his-
torical perspective at many things. 
KI: In Lithuania, social, economical and cul-
tural differences are decreasing as compared
to other countries of European Union. In the
near future, when our economy becomes
even stronger, perhaps, we will find it
increasingly difficult to notice differences
between generations, for we will not be able
to avoid a more intensive migration. More
and more immigrants will come to Lithuania.
Blood will be mixed. 

To find out more about the work of Arûnas
Gudaitis and Kristina Inèiûraitë (and an

emerging generation of Lithuanian artists)
visit the website developed by the Lithuanian

Institute and the Contemporary Art
Information Office of the Lithuanian Art

Museum: www.youngartists.lt

The new Paris dealer schleicher+langesituat-
ed in Marais District at the centre of the city
has recently presented work by several
Lithuanian artists. Exhibitions by Arûnas
Gudaitis, Kristina Inèiûraitë and Gintaras
Makarevièius could be considered a jump
into the international art market. Because
there is no well-established art market infra-
structure in Lithuania this could be seen as
the beginning of a new era of integration for
Lithuanian art. Arûnas Gudaitis and Kristina
Inèiûraitë sat down to talk about this and
about potential for the development of an
art-system within Lithuania.

Arûnass GGudaiitis: Works of art are not always
acquired through the mediation of galleries.
For instance, an article with a reproduction
of my work in an art magazine or newspa-

per, which has appeared after an exhibition,
has encouraged a number of collectors to
contact me via e-mail. Although in this case
the institution that showed the work played
an important role, it is possible to sell works
not only through galleries. In fact, collectors
are purposefully working in that direction. 
Kristina IInèiûraiitë: Whatever the case, gal-
lerists from Paris are getting interested in the
Lithuanian art scene; they come to Vilnius,
choose artists and a new context opens,
which we can enter and present our produc-
tion. First of all, I appreciate not only the
commercial advantages of the gallery, but
the fact that I can show my works to the art
public in Paris and expand my contacts in the
art world. 
AG: Gallerists have emphasised their aim to
present artists whose works have not yet
been shown in the Paris art scene. The
gallery’s initiative to expand the geography
of the art market deserves a compliment. We
can only guess why they have chosen Vilnius.
Perhaps, this is related to the fact that they
are of German origin and started their activi-
ties in Berlin – their socio-cultural heritage
and worldview may influence their choice of
artists. 
KI: An artist from our region can hardly
expect to be invited to galleries that have

already settled and have clear priorities. We
have more chances to show in new galleries
that are still shaping their liberal enough
face. Even the gallerists of schleicher+lange
have observed that their gallery is exception-
al among other galleries in Paris, inasmuch
as French people aren’t running it, and there
are no local artists among their stable. At
this initial stage, risk comes from various
sides: the specific French context, the gallery
and the artists invited from different regions
– will everything ‘click’? We can only guess
at the beginning of the gallery’s activities. 
AG: Eventually, clearer criteria crystallise: a
gallerist may take up a certain position,
which will determine the gallery’s relatively
liberal ‘face’. Nonetheless, one cannot avoid
certain commercial interests. Because they
need a return on the huge amount of energy
and resources invested and can’t afford to
senselessly waste time.
KI: “Capital goes where it is wanted and
stays where it is well-treated” – this remark
by the famous economist and banker Walter
Wriston accurately reflects the art market as
it literally ‘mushrooms’. It is the growth of
the art market that changes the conception
and definition of the traditional gallery. In
Paris, Basel, London, Madrid, New York and
other metropolis a countless number of gal-

people to write about your work again. They
know already how you work and what it
means to be an artist: that is that some guys
think you don’t do it for the money. Yeah,
right. It’s a great excuse not to pay you shit
for all the things you do. So what the fuck
happens is that you, as a fucking artist, put
fucking money into projects that others will
show in their fucking museum, in their shitty
Kunsthalle, in their sexhibition space, in their
gutter gallery. So you are an investor. You
give loans nobody will ever repay you. You
take fucking financial risks. You speculate on
yourself as an ‘artistic asset’. Don’t you see?
You are a trader! You cannot put all your
money into one kind of artistic stocks. So,
well, you ‘diversify your activities’, as they
would say. You manage the risks you take.
Great. You would say it differently. Don’t tell

me that. You say I suffer from a very
unpleasant schizophrenia; that I have multi-
ple personalities. Well yes I am. Didn’t you
know that before? I am a philosopher, but
also a writer. I am an editor of a magazine
and I invite people to write for this maga-
zine. I occasionally work with artists on proj-
ects that end up in exhibitions where I meet
people who ask me to write about their
work. Sometimes I do it for free. Because
you know how hard things are for an artist
these days. You don’t do it for the money.
That is what some people think. It is a great
excuse not to pay you for all the things you
do. So what happens is that you, as an artist,
put money into projects that others will
show in their museum, in their Kunsthalle, in
their exhibition space, in their gallery. So you
are an investor. You give loans nobody will

repay you. You take financial risks. You spec-
ulate on yourself as an artistic asset. You are
a trader. You cannot put all your money into
one kind of artistic stocks. So you diversify
your activities. You manage the risks you
take. You would say it differently. I know,
but I don’t use the f-word. You say you suf-
fer from a gentle schizophrenia. You are
multiple personalities. I think I understand. 

Delivered by Dieter Lesage at the CAC as the
inaugural lecture in the CAC/Café Talks on

06/04/2005. This was the ‘performative’ half
of the paper. First published in English in:

Dieter Lesage, Vertoog over verzet. Politiek in
tijden van globalisering,
Amsterdam/Antwerpen:

Meulenhoff/Manteau, 2004, pp. 289-293.
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second hand shops or at the flee market to a
museum, you liberate your country from its
bad taste in general, you show a video in a
gallery and you are the DJ at a dernissage, or
a finissage, or whatever it is called, where
you invite people who make photographs
and enjoy writing critiques on the magazine.
You want your fellow DJ’s to have a break,
it’s your turn now and you take the mike to
welcome all the people who came to the
party. You are a re-mediator, you remix
records and you re-want people to remix,
you even remix photographs, and you remix
photographs of people you re-want to remix.
You re-photograph the people you re-talk to;
you re-talk to other people about photogra-
phy, again. There is this T-shirt with T-Ina on
it, and there is this funny guy you want to
swear to wear your T-shirt when he goes to
parties on his own. You are nowhere and
you make people wonder where you might
be. You are not at home, your answering
machine is answering for the multiple per-
sonalities you are. You just got off, you took
a cab, and you’re wearing fifty pounds of
material from the cab to the airport. You’re
leaving Berlin. You’re coming back soon.
You’re always on the move. You take anoth-

er cab; it takes less time to find your place in
Istanbul now you know your way. You make
photographs and you ask others to make
photographs the way you want it. You inter-
view the people you asked to make photo-
graphs, you transcribe the tapes of the inter-
views, you type the transcriptions of the
interviews and get them published in your
magazine. You invite the people you inter-
viewed to the presentation of the magazine,
you distribute flyers announcing your parties
at the presentation of your magazine in a
bookshop, you distribute flyers announcing
the presentation of your magazine in the
club where you are having a party, you
announce the next party at your party, you
apologise the people who couldn’t make it,
you are sharing addresses, you promise peo-
ple to send them invitations. You mediate
between the media and the artists in the
exhibitions you organise, you make arrange-
ments for interviews, you invite critics to the
opening, you make copies of critiques of the
exhibition, you send them to the artists in
the exhibition. You represent yourself as
someone else than you are and you are the
way you represent yourself. You pretend and
you are for real. Things may vary. You’re

doing research on the military. You make
photographs of soldiers and you make pho-
tographs of artists. You are an artist yourself
and that means it would be nice to get some
money for all the things you do. Sometimes
you get subsidies, it’s great to get grants,
you know this nice guy who might lend you
some more money, you still have that solici-
tor who helps you in order to get money
from people who just happen to be very bad
people. You make dinner for people you
don’t need to introduce any more, you dis-
cuss publication plans over dinner and there
is still some wine from last time. You ask
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You are an artist and that means: you don’t
do it for the money. That is what some peo-
ple think. It is a great excuse not to pay you
for all the things you do. So what happens is
that you, as an artist, put money into proj-
ects that others will show in their museum,
in their Kunsthalle, in their exhibition space,
in their gallery. So you are an investor. You
give loans nobody will repay you. You take
financial risks. You speculate on yourself as
an artistic asset. You are a trader. You cannot
put all your money into one kind of artistic
stocks. So you diversify your activities. You
manage the risks you take. You would say it
differently. I know. You say you suffer from a
gentle schizophrenia. You are multiple per-
sonalities. You are a photographer, but also a
DJ. You have a magazine, you are a publish-
er, but you also organise parties. You take
photos from party people. You throw a party
when you present a magazine, you make
magazines with photographs of party peo-
ple, you throw a party and you are the DJ.
You have a DJ collective, so you can walk
around at your own party, you talk to people
and ask if they want to publish in your ma-
gazine, you make CDs, you present them
with a party, you make CD-roms with photo-
graphs of party people, you insert CD-roms
in your magazine, you want your readers to
listen to your music, you want your party
people to read your texts, you invite those
who write in your magazine to come to your
parties, you make installations from photo-
graphs. You do interviews with people you
meet, you do interviews with people you
would like to meet, you tell the people you
meet about your magazine. You distribute
flyers announcing your parties in the bars
where you meet people for an interview. You
buy records in flee markets, you distribute
flyers announcing parties in the bar where
you have a coffee after visiting the flee mar-
ket, you make videos recording how you
destroy the records you bought at the flee
market, you liberate your country from its
bad music, you show the video in a gallery
and you are a DJ at the vernissage where
you invite people who wrote for your maga-
zine and enjoy the party and being pho-
tographed. You invite other DJ’s to DJ with
you, you are an MC and someone else is the

DJ, you welcome the people who came to
the party, you introduce people to one
another. You are an artist and you are a
mediator, you mix records and you want
people to mix, you even mix photographs,
you mix photographs of people you want to
mix. You talk to the people you photograph,
they invite you to their parties, where you
talk to other people about photography. You
make T-shirts with your name, you have peo-
ple wearing those T-shirts, and you make
them swear to wear your T-shirt when they
go to parties where you are not. You are
everywhere and you make people wonder
where you are. You are at home, you are
working on your laptop, you are taking up
all your e-mail conversations where you left
them, you are updating people on your proj-
ects, you are doing projects all the time. You
call for tickets, you call for a cab, and you’re
wearing two hundred pounds of materials
from the cab to the train. You work in differ-
ent places. You move. You move from one
city to another, from one country to another.
You take another cab; it takes hours to find
your place in Istanbul. You make photo-
graphs and you ask others to make photo-
graphs the way you want it. You distribute
flyers announcing the presentation of the
magazine in clubs where you are having a
party, you distribute flyers announcing a
party you are organising at the presentation
of the magazine in a bookshop, you
announce another presentation of the same
magazine in another bookshop, you thank
people for being there, you are introducing
people you interviewed to one another, you
invite them to come over to the party. You
organise exhibitions, you invite people to
present their work, you work with people on
the presentation, and you write announce-
ments of the exhibition to the media. You
present yourself as someone else than you
are and you are the way you present your-
self. You pretend and you are for real. You
sing. You’re doing research on the swing.
You make photographs from photographs,
you put magazine covers in your magazine,
and you cover songs. You are an artist and
that means it would be nice to get some
money for all the things you do. You write
for subsidies, you try to get grants, you talk
with nice people who might lend you some
money, and you have a solicitor to help you

in order to get money from people who
aren’t nice. You make dinner for people you
introduce to one another; you discuss publi-
cation plans over dinner. You ask people to
write about your work, you tell them how
you work, and you show them all. You
explain them the basic facts of a young
artist’s life. That you are an artist and that it
means: you don’t do it for the money. That is
what some people think. It is a great excuse
not to pay you for all the things you do. So
what happens is that you, as an artist, put
money into projects that others will show in
their museum, in their Kunsthalle, in their
exhibition space, in their gallery. So you are
an investor. You give loans nobody will repay
you. You take financial risks. You speculate
on yourself as an artistic asset. You are a
trader. You cannot put all your money into
one kind of artistic stocks. So you diversify
your activities. You manage the risks you
take. I would say it differently. You know. I
say you suffer from a gentle schizophrenia.
You are multiple personalities. You are a DJ,
but also a photographer. You organise par-
ties but you have a serious side too that pub-
lishes magazines. Just kidding. You give peo-
ple photographs at parties. You consider
magazines as an excuse for a party – kidding
again – you collaborate with party people to
create magazines, you throw a party and the
DJ is a girrrrl. You’re lots of girrrrls. You walk
around with no breaks at parties of Femmes
with Fatal Breaks and you are so shy you
don’t even dare to order a drink, you go
home with two hundred pounds of CDs, you
sell them at another party, you put photo-
graphs of party people on CD-roms you
insert in your magazine, you invite those
who write in your magazine to come to your
parties, you make photographs of installa-
tions, not to mention what you expect from
your readers and listeners. You meet people
for interviews, you do interviews as an alibi
to meet people, and you tell the people you
meet about your party life. You distribute fly-
ers announcing your magazine in the bars
where you meet people for an interview. You
buy records in second hand shops when it is
just too rainy to go the flee market, you dis-
tribute flyers announcing parties in the bar
where you have a nice hot cup of tea after
shopping, you sell the videos recording how
you destroy the records you bought at the
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revision of Bolshevik art history?
H8W:It wasn’t received as politically as we
thought. We talked to the State Secretary in
the Ministry of Culture who responded in
terms of the 1991 TV tower killings in
Vilnius. He saw in it a public sculpture that
could beautify some problem spots in the
city. In general we want to use the project to
highlight the relationship between art and
the State. The next stage is to launch a
wesite and present posters of the project in
the London Underground, and to involve
technical universities to detail how it could
be done. With this knowledge we want to
build a substantial chunk of the tower soon.
So we figure we will end up with a frag-
mented and corporate looking version of
Tatlin’s Tower that could fit into every
nation’s 1% rule! In this sense it will docu-
ment and reflect contemporary funding
strategies… Hopefully the TTproject can also
develop to become a hub for exchange of
people’s comments and critiques. When you
do something like this you are also forced to
remember – whether you like it or not – that
there was a dream of an international, that
there was a utopia that was being nurtured.
Why is there no such dream now? So the TT
project is at the same time a romanticisation

and a de-romanticisation of the artist’s role
in society, because it has this grass-rootsy
idealism to it at the same time as it will lay
bare what people will put up with, and what
technical, bureaucratic, economical barriers
we will come up against trying to realise it.
LBL:In your video installation Mr. Hysteria
you are applying the psychiatric definition of
hysteria to the political reality of populism. 
H8W:We talked about how you might
define the antithesis to populism – how or
when are you not a populist? This brought
up the issue of what is defined as reality and
as the other of reality. This got us on to
themes such as madness and criminality and
the changing definitions of hysteria: for the
ancient Greeks, Hysteria was up there
amongst the other goddesses, until the
moment of 19th century medical science
when it became a female illness with the
woman basically defined as irrational draw-
ing on earlier ideas of a wandering womb.
Its contemporary incarnation could be said to
be symptoms without a cause – or a gap
between consensus and individual percep-
tion. So the locations where Mr. Hysteriais
filmed in – the editorial office of a Berlin
newspaper, a maternity clinic in Berlin, a
police station in Vilnius, and the Berlin Stock

Exchange – all concern a certain flexibility in
reality. They are places that live on a soft
reality, such as the mass media reality or, on
the stock exchange, the part of capitalism
that speculates on the value of things. The
police station is perhaps not a particularly
soft reality, but rather the opposite – a place
for reinforcement of dogma and place of
conflict… The maternity clinic is about a shift
in reality between generations; about some-
body appearing without a reality. It is basical-
ly the place you see first.
LBL:All three projects seem to revolve
around themes such as faith and conviction.
On more level than one – I mean, also in
relation to your own practice?
H8W:We use art to try to do things out of

the ordinary, to make things that are not
ordinarily there. And – hopefully without
being too tacky – you could also say that we
look for the humanity within institutions, for
how much leeway they can give to do other
things.

Lars Bang Larsen curated the Populismexhi-
bition together with Cristina Ricupero and

Nicolaus Schafhausen.
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that appears in space installation, designed
for more spatial experiences?
CN:Sound installations have very different
starting point. Performance is very time-
framed. Installations are stretched in much
longer time and have to take effect at any
moment the viewer enters the space.
Probably I would never give to installations
the kind of dynamism and intensity that I

give to performances. There is much more
physics and I try to concentrate on a basic
phenomena of sound. 
TB:Thank you for your interview and the
spectacular show.

Tautvydas Bajarkevièius is a sound artist and
art critic based in Vilnius.  

Carsten Nicolai is also a renowned as an
installation artist producing works referring
to the history of recording technology and
experimental science. Nicolai will have an
installation in a major touring exhibition

coming to the CAC in Vilnius at the end of
2006.
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Lars Bang Larsen
talks with 
Henry VIII's  Wives
about Populism
From tthe GGrasss-Rooots tto tthe Skky

Under a flimsy spring sun on the Marktplatz
in Frankfurt, Lars Bang Larsen talked to the
artists group Henry VIII’s Wivesabout the
work they did for the Populism exhibitions.
Populismopened (almost) simultaneously in
Vilnius, Oslo, Amsterdam and Frankfurt dur-
ing April and May 2005. Henry VIII’s Wives–
Rachel Dagnall, Lucy Skaer, Per Sander, Sirko
Knüpfer, Simon Polli and Robert Grieve –
produced three different yet interrelated
projects for the four venues: a piece of
Tatlin’s tower; a video installation realised on
the road between the four openings; and a
ten metre long organ pipe in oak that made
more fervent believers of the exhibition
guests at the CAC in Vilnius.

Larrs BBanng LLarrsen:The organ pipe – with the
title 32 Feet =The Length of a Fingernail
grown since 1730 =8Hz / Subsonic– makes
a sound that is barely audible to the human
ear. Instead the brain tries to tune in to the
subsonic vibes, which makes you queasy and
dizzy and if you listen to it for long enough
it supposedly makes you hallucinate – and
maybe even see God! I guess you could say
that the organ is a kind of proto-populist
medium. Why were you interested in doing
this in Lithuania?
Henry VVIII’s WWives:It is a fervently Catholic
country that is densely populated with
churches. The tradition of the organ does
that as it is an ingrained and established

form of reality.
In this sense
our organ pipe
goes beyond
religion and
comments on
expression as
well as repres-
sion. So there is
a play-off
between the
Church and the
Soviet history of
Lithuania that
we were inter-
ested in map-
ping. And of
course the fact
that it plays the
lowest note in
the register
points towards
the realms of
the paranormal
and the
extrasensory…
this is also a sort of pun on ‘populism,’
which goes for the lowest common denomi-
nator. It is a kind of fair ground ride or spec-
tacle. It also reflects on its own production:
the builder created a network to figure out
how to do it because it has never been built
on this scale before. The organ builder com-
munity is fairly small in Europe but now the
whole network knows about it because they 

have been taken into advice!
LBL:With your Tatlin’s Towerproject you
propose to finally construct the tower that
Vladimir Tatlin proposed for the 3rd
Communist Internationalin 1920 but never
was built. You figure that it will take you
about a decade to realise it in full scale, bit
by bit, as installations and public sculptures.
How did people in Vilnius respond to this
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So in the end we have refreshed the notion
of professionalism. Ryuchi Sakamoto has very
subtle and very professional approach to the
instrument in a classical way and you add
the new, also very precise and professional
quality of musicality that is still called  ‘exper-
imental’.
CN: Yeah, I think in the experimental field
everybody educates [himself] in a way that is
unique. When you work in electronic music
you really have to work with the specific
sound – it in itself becomes important. And I
found interesting to merge these two things
– classical and a unique approach to sound –
and to give space for both to co-exist. Ryuchi
Sakamoto is a real musician – he’s a compos-
er actually. I would never consider myself in
those terms. But when Christian Fennesz
says, that there is no longer experimental
music – I think he means that experimental
music becomes normal, accepted, that we
are able to listen to it without limiting our-
selves saying ‘this is not music’ or ‘it’s too
unusual for me’.
TB:It’s still sometimes called ‘sound terror-
ism’…
CN:Of course there are intensities. But it’s
good that it comes to that point we accept it
and really we can see both – experimental
and classical music – in one line on the hori-
zon. Things don’t need to be classified that
strongly. 
TB:You come from a background that is
highly connected with new musical minimal-
ism. In some of your works and concepts we
find the aim to reduce, which sometimes
moves towards the concept ‘less is more,’
eliminating unnecessary elements. It became
part of the concept of Raster Noton. Even
the name ‘Noton’, which means ‘no tone’ in
German. We remember your emphasis on
atoms and the empty spaces between two
pixels. Digital aesthetics facilitates multiple
ways of conceptualising and provides the
conceptual background to minimalism.
CN:Sometimes I’m chilling-down this idea of
minimalism. Because sometimes what we are
doing is minimal for one reason: we’re trying
to shift attention to things that you normally
would not hear. So it means you need to
make things minimal around you. I try to
make everything as clean as possible because
I don’t want to concentrate on unnecessary
things. It’s actually a functional approach
more than a minimal approach. It’s not really
that I want to play with minimal elements.
Actually we want to express ourselves with
minimal elements, I mean, to strip the sound
down really. It has a certain openness. I

regard my pieces similar to architecture. My
music is very similar to a building that is not
really completed when just the ground struc-
ture exists. There’s nothing put on top of it –
just the columns and floors. 
TB:But it seems, things have changed a little
bit – data flows and intensive digital sur-
roundings influence digital aesthetics. As we
saw in your performance today – it was very
intense like a matrix of digital waves. 
CN:Yes, this was one of the points around
which during those years I developed aes-
thetics that approaches data structure itself.
And I really confront myself with a digital
instrument – what is the instrument, what
I’m really working with. And when I create
‘zero’ – it’s data, it’s text memory, when I
create silence - it’s data, which is very noisy
inside the structure of the instrument. It
becomes quite dense. This describes also a
speed of our time. Physical speed, like we’re
really inside the moment of data speed. But I
think with sound you still can force things,
quite heavily – it’s still possible to speed
things up. For me there is increasing speed
that I can really hear in music at the
moment. And of course we all are adjusting
easily to this. The tunes are getting higher;
the rhythms are getting faster as well,
because we have an intense rhythm of life.
Especially when you come from the East –
you really know what increasing speed of
society means. 
TB:I remember your impressions about var-
ied experiences with Tarkovsky films. I see
the parallel in terms of time, between
Tarkovsky films and quiet microsound com-
positions by Fancisco Lopez or Bernhard
Gunter. They emphasise the concept of
depicting sounds in time and to not let them
disappear in contemporary intensities. It
seems we have lots of approaches to that –
Ryuchi Sakamoto and your collaboration is
also quite meditative.
CN: Yes, of course we are longing for quiet-
ness and trying to slow down our experi-
ences by reacting in the opposite way. When
I saw Tarkovsky’sStalkerabout ten years ago
– the movie was slow. But if I look it now I
feel it’s incredibly slow – I couldn’t believe I
could watch it that carefully. Then you start
to think – our perception of what’s happen-
ing in a film has totally changed. The post-
Matrix generation has a totally different
expectation from a film. I think I was spot-
ting this because it’s of course a quality – this
kind of slowness.
TB:Maybe in this context we can speak
about your specific approach to the sound Carsten N
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Carsten Nicolai aka Alva Notois one of the
world’s most famous sound artists and
founder (in the late 1990s) of the Berlin
based label Raster Noton– which had a long
prehistory. Experimental electronics, sound
art, post-techno, and post-minimalism under
the strong influence of digital aesthetics are
keywords describing the context in which
Carsten Nicolai works. I talked to Carsten
Nicolai after his performance in Vilnius, in
the Young Music 2005festival of electronic
music.

Tauutvydass BBajjarrkevièius:Raster Noton– the
label and artists (yourself, and co-founders
Frank Bretchneider, Olaf Bender and others
involved) – were part of the avant-garde
responsible for the cutting-edge tendencies
of experimental electronics in the 1990s:
known for its strong identity and conceptual
background in the sound art field. In such
cases it’s always curious to think of concep-
tual shifts – in your solo project Alva Noto
and the label Raster Noton – and to ask
whether things have changed since the
breakout of the scene: and if so, in which
way/direction?
Carrsten NNicolaii:Of course we’ve changed.
We started quite small, and of course it was
a long way to reach a certain audience. It
was much more important to create a kind
of identity for the label first, and the identity
of the artists we left as a secondary perspec-
tive. And this we did mostly via creating
series concepts. Artists were being invited to
participate. And yes, this changed a little bit
because over the last years people have
recognised the label. We’re focusing much
more on personalities at the moment as well.
We’re still following the concept of series. In
the beginning we had two, now we have
quite a bunch of continuous series, or loose
series. To mention a few, one of the
strongest series at the moment is the raster-
postseries, we have people like Ilpo
Vaisanen from Pan Sonic, who runs his little
Kangaroolabel, and I think Ryoji Ikeda will
have little side project as well. 
TB:We all know about tendencies in Eastern
Europe that were happening in the arts and
music after the fall of the Berlin Wall. But

maybe it’s even more interesting to remem-
ber what was before that, because the situa-
tion was a bit similar to ours. You were lis-
tening to Laurie Anderson and Steve Reich in
Chemnitz [Carsten Nicolai’s native town at
that time known as Karl-Marx-Stadt] on
Bayern Zwei Radio and the middle genera-
tion of Lithuanian scene had access to the
same music on Polish radio. The lack of
access to music and information and the
need for own ways of expression…
CN:Of course we had very limited access to
music in general. But we were very interest-
ed. We couldn’t buy it so we were organis-
ing it by tapes, in the early days we simply
had the tape recorders and it was our main
tool for distributing music. And exchanging.
It was really the way I started – I was copying
music in tape quality but I think this gave me
a great impact and a great education. Frank
Bretschneider, who was the co-founder of
Raster Noton, even had a little tape label. I’m
still using a lot of tape for installations.
Talking about the radio, we were quite close
to West Germany and though for us it wasn’t
a problem because we speak the same lan-
guage and we could receive the frequencies
of the radio station as well. So this was quite
easy access to the music. But I think we real-
ly specialised in specific music because we
always liked to discover new things.
TB:Maybe because of the lack of informa-
tion? When you lack the access to some par-
ticular context or information, you come to
your own approach naturally.
CN:Yeah, I think this lack produced an inter-
esting situation. And I’m still like this. I will
certainly never follow No.1 hits. I still always
look for new things, not following the big
crowd or trendy brands. This is probably how
it all started and we fell in love with music. I
didn’t make music at the time, just experi-
mented with sounds and media. It was just
much later after the wall came down that
access to production came.
TB:Early nineties?
CN:Early nineties. I think it started with the
possibility to own a computer for instance,
also to afford instruments. 
TB:Was it the second hand, analog equip-
ment – so attractive for experiments at that

time?
CN:Of course we tried analog things. My
first setup was old found oscillators from the
university that they had just thrown out. I’ve
got an old Russian and East European oscilla-
tor collection. This is how I started and I’m
still using this kind of stuff. More in a digital
way, of course, but this was the starting
point for me. We liked this abstract idea of
sound. I was really interested in physics, the
material basis of sound. On the one hand I
developed it in my installations, on the other
hand in my musical approaches. It kind of
peaked in our collaborations with Japanese
pianist Ryuchi Sakamoto (Vrioon, Insen),
where everything becomes really musically
arranged.  
TB:Speaking about Vrioon– it seems that it
was some kind of need to enrich and expand
the forms of musicality based on very con-
centrated and minimal esthetics. You get a
strong impression of freshness and say:
‘Nobody did it before’. It brings very spacey
and very musical experiences. How did you
approach that kind of musicality?
CN:I was always interested in natural instru-
ments. I cannot play any ‘classical’ instru-
ment. Usually, I’m using sounds in terms of
rhythms and frequencies, quite technically
oriented. When I got an offer to do these
remixes, I stood in front of a variety of possi-
bilities. I found pure piano samples and
thought this is interesting for me because
this is something I cannot do with a comput-
er. I was interested how both would fit
together – minimal stuff that I’m doing and
this kind of classical instrument that has very
strong background.
TB:And also connotations of the traditional
use, when you have to break the standards?
CN:For me it was very easy because I was
not educated too strongly in this field. 
TB:As is the case with lots of artists in the
area of experimental music. The notion of
professionalism is interesting here. Lots of
artists in the experimental field were break-
ing standards, but the experimental move-
ment approached the point, as Christian
Fennesz says, when it is no longer ‘purely’
experimental music. Because we already have
new standards, qualities and approaches.

LJ:The new European Kunsthalle is specifi-
cally conceived for Cologne, the city, which
is somehow the heart of German contempo-
rary culture. However, you mentioned that
the mission of the new institution would be
to work with cultural differences. How did
this idea become urgent for the cultural elite
of Cologne and you personally?
NS:This is exactly something that’s missing in
the present situation in Germany. Talking
about things that are not coming by defini-
tion only from the art market system or the
so-called traditional institutional system.
Though we will still have to create the exact
tools and content for this new mission. At
the moment I see the possible development
of the concept of the European Kunsthalle
Cologne in several directions. Firstly, one of
Europe’s universities (we haven’t decided
which one) should work on the history of
European art after 1945, not only from the
Western European perspective, but also
investigating East-West/South-North rela-
tions. Then a production centre should be
established following the best recent ideas
about contemporary art institutions in
Europe, like Art Angel in London, for exam-
ple. The third direction should be the urban
evaluation of the system of art institutions. In
many cities the system undergoes major
changes because of influence of private
money on city development. That’s the theo-
retical part of the European Kunsthalle
Cologne concept.
LJ:But the production part is not a theory,
is it?
NS:No. For developing this part we will look
for partners, collaborators in Europe and
worldwide. We are building an advisory
board, consisting of personalities who can
influence European cultural politics on the
large scale.
LJ:Does this mean that the artists and other
culture figures who started this initiative
don’t try to avoid politics by creating a new
perfect home for themselves – rather they
really want to have an active say in today’s
politics…
NS:Yes, they want to take part in the politi-
cal discussion. 
LJ:In connection with political engagement
and in general – how utopian is the project,
and how realistic?
NS:I think it is realistic. And generally speak-
ing, it is high time to finish the permanent
reformation of social/political and cultural life
and start thinking about steady basic ideas. 
LJ:I know it too well, as you may know, this
spirit of change and reformation. For more

than 10 years in Lithuania every sphere of
public life trumpeted about reforms and peo-
ple haven’t really reflected enough about
their content and outcome.  
NS:Exactly – what does it mean, a reform?
LJ:Another thing that interests me is
whether you find the collaboration with
artists – Das Lochis mainly an artists’ initia-
tive – on this new art institution productive.
As far as I know your own background is
that of an artist, however, my question is
more prompted by the real tightness of the
artists/art institutions’ relationship in contem-
porary Lithuania.
NS:Yes, my background is as an artist but
when I started my career as a curator I
stopped being an artist. My curatorial prac-
tice is not an art project. And speaking about
the Cologne artists’ initiative, I never worked
in such a situation before; it is completely
new for me too. Interestingly, artists, in gen-

eral and these artists in particular, are so
powerful today and well established in the
market. Some of them, like Rosemarie
Trockel for instance, are not only artists, they
are cultural political factors. My contract is
for two years. And I see my main mission
during this period of time to build a dis-
course about institutional practices related to
cultural politics. This is the aim of the Das
Lochcultural initiative as well. 
LJ:Do you intend to present art projects dur-
ing these two years? How do you plan to
communicate with the public?
NS:There are lots of possibilities to make
things visible. Cologne is also a media/press
city, even if not as powerful as Frankfurt,
Berlin or Hamburg. As I’ve said before, I
believe in high culture, in the power of intel-
lectuals, and this is why we are building up
the group of not only European but also
international advisers, which could have real
influence and even political power. European
Kunsthalle Cologne needs power to realise
its ideas.  
LJ:What is your personal attitude towards a
contemporary art institution? Do you see it
more as a platform, which stimulates a dis-
course, a laboratory of ideas or rather as a

space that exhibits art works, where artists
realise projects?
NS:Contemporary art institutions cannot
only be laboratories. That does not allow
them to do all the other important things
they have to do. A contemporary art institu-
tion is also an ordinary exhibition place. I like
exhibitions and I like common visitors to
exhibitions with their natural emotional
response to art works. I am not interested in
establishing a discourse solely for the art
context. This is more the domain of universi-
ties. Kunsthalles and Kunstvereins are not
universities. 
LJ:Do you mean that institutions should try
and be as good examples of a certain model
as they can: a good university should be a
good university…?
NS:Yes. A library has to be a library, an
archive must be an archive and a museum
should be a museum with a collection like a

collection… 
LJ:Do you have
any favourites
among contempo-
rary art institution?
NS:A number of
institutions today
do a good job and
develop good
ideas. But it’s again

mostly about reformation. I think that at a
certain moment one has to stop developing
ideas, which aren’t contemporary any more. 
LJ:But we usually associate reformation and
change with revolution and progress – the
opposite is conservatism and stagnation. 
NS:Not necessarily. Europe now goes
through a conservative revolution and
through a conservative reformation. 

At this point our conversation was cut short
as Nicolaus was bundled into a taxi by col-
leagues to avoid being late for his own
opening at the Stedelijk. It is a conversation
about institutional models that I am keen to
continue… Watch this space.

Lolita Jablonskienë is a chief curator of the
new National Gallery of Art, and is co-com-
missioner of the Lithuanian presentation (of

Jonas Mekas) at the 51st Venice Biennale.
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Seeccoonndd ttiimmee rroouunndd

Thousands of words have been written in
review of sequels, second films, and second
novels. Critics, and audiences alike, want to
know whether the potential of the first
installment has been fulfilled and if the
approach and audience experience is still
fresh: or whether it all feels second-hand.
INTERVIU stands at this threshold. Only time
will tell. 

We write, as the Contemporary Art Centre is
about to release the major catalogue
Emission that is also a second edition of
sorts: as it follows on from the major exhibi-
tion and publication Lithuanian Art 1989-
1999: The Ten Years. Its focus is seven artists
who belonged to the generation of the
1990s from the perspective of the mid-point
of the first decade of the third millennium.
Structured around seven monographic pro-
jects the Emission catalogue abuts the artists,
sets them like dominoes, gives them a little
shove – who can predict how they will fall?

For some reason 2005 seems to be a zeit-
geist year. Prophesying – and its other – is
usually reserved for decadal shifts. But a
number of events have taken place in quick
succession at the mid-point of the decade
that make deeper historical analysis palpable:
listing a few is easy enough; the death of a
Pope, the 60th anniversaries of the liberation 

of the Nazi death camps and the end of the
war in Europe, the opening of the Holocaust
Memorial in Berlin, the process of ratifying
the EU constitution, the launch of the super-
sized Air Bus and Boeing. It is also, depend-
ing how you are counting, 15 years since the
liberation of a huge proportion of Europe
[and Europeans] from the Soviet occupation.
And all of this has become the subject of a
number of cultural events, articles, debates,
and artworks throughout Europe [and the
world?]

INTERVIU is no different. Lolita Jablonskienë
and Nicolaus Schafhausen talk about the
not-too-distant-future from their respective
positions in charge of cultural institutions
under construction: their critical perspectives
are honed by experience of two decades.
Lithuanian artists Arûnas Gudaitis and
Kristina Inèiûraitë talk about the art market,
which, for Lithuania is the newest institution
of all. Valentinas Klimaðauskas talks to Darius
Mikðys and Piotr Piotrowski one of Poland’s
leading public intellectuals about what Karol
Wojtyla meant in that country. Tautvydas
Bajarkevièius talks to renowned sound-artist
Carsten Nicolai whose interest in experimen-
tal music started in the years of the DDR and
in relation to outmoded Soviet technologies.
Curator Lars Bang Larsen converses with the
collaborative 

group Henry VIII’s Wiveson their ongoing
project Tatlin’s Toweraiming to construct
Vladimir Tatlin’s proposed monument to the
3rd Communist International (1920). Is
Tatlin’s Tower another monument to a failed
ideal? INTERVIU hopes not.

In the spirit of newness we launch book
reviews and reprint a text performed by
philosopher Dieter Lesage here at the CAC in
April. The reviews are aimed at books pub-
lished in Lithuanian, or have appeared in
recent translation, that we predict could
have an impact on the contextualisation and
reception of contemporary art here. A hope
that is in vain if we are to believe Dieter
Lesage’s text about the shiny-plastic-quality
of the current art milieau where nothing
counts. It is truly time to reach for our crystal
ball – and promise to reveal all in September.

Linara Dovydaitytë, Simon Rees

I met Nicolaus Schafhausen in Amsterdam, a
couple of hours before the Populismexhibi-
tion opening at the Stedelijk Museum. The
next day Amsterdam turned into a populist
feast par excellencefor the celebration of
the 30th anniversary of Queen Beatrix’s coro-
nation. A week earlier Populism, curated by
Schafhausen, Cristina Ricupero and Lars
Bang Larsen, opened at the CAC in Vilnius
and by the time I arrived in Amsterdam more

than two thousand visitors had been clocked
by Superflexand Jens Haaning’s visitors’
counter. We started our conversation about
new European art institutions in Vilnius, as
news broke that Schafhausen was leaving
the directorship at Frankfurter Kunstverein to
lead a nascent institution. Because I am
working on the establishment of a national
museum of modern and contemporary art, I
was keen to chat about how institutions rise

and define their mission in the complex cul-
tural field and how they interact ‘institutional
critique’ that has developed within contem-
porary art practices. Frankly speaking, I
expected a conversation between two peo-
ple ‘standing in front of a foundation pit’
and was pleasantly surprised to encounter a
completely different attitude towards found-
ing an art institution. 

Lolita JJabblonskienë:Shall we start from the
beginning: what is the title of the new institu-
tion and when will it open?
Nicolauus Scchaffhauusen:I should maybe say a
few words about art institutions. If you look
at them, especially at Middle European institu-
tions involved in distribution of contemporary
art, you will see that their financial structure,
the proportion of public and private funding,
their strategic functions in the urban structure
of cities has changed dramatically in the last
six or seven years. At least I think so after
having worked as a director, not only as an
artistic director but also the director of two
different private institutions that had histori-
cally been quite powerful in terms of influ-

ence on the discourse within the art system.
LJ:You mean the art system in Germany or
wider?
NS:I mean wider. Though Germany is, of
course, one of the centres of Europe, even
after suffering several economical crises since
unification. It is an extremely important coun-
try when it comes to the reception, distribu-
tion and production of contemporary art. It
also has a very interesting history of institu-
tions working with contemporary art. A num-
ber of institutional models – from Kunstverein
to Kunsthalle, city based, publicly funded
institutions, and further to big private and
public museums – were adopted in many
other European countries and to my opinion

developed in a much more successful way.
LJ:Why do you think it happened so?
NS:This is one of the basic questions that I
have to answer while working on the concept
of the European Kunsthalle Cologne.
LJ:So this is the official title?
NS:Yes, that’s the recently accepted title of
the project – European (not Europäische)
Kunsthalle Cologne, even if it sounds contra-
dictory. What does European Kunsthalle
Cologne mean? It is not even clear if it ever
will exist as a real physical space. However,
when I was invited to apply for the director-
ship of this non-existent institution I thought
(from a common Middle European perspec-
tive) that working on it might be one of the

goals in my work as a curator. I think I have
the necessary experience: I know how to
work in the local German and international
contexts, how to work with cultural differ-
ences; I have worked in other European coun-
tries, cities, within different institutional mod-
els, etcetera, etcetera. I start [in June 2005
which is quite soon] with the support of the
private initiative called Das Loch. It is an asso-
ciation built by the cultural elite of Cologne.
People like Rosemarie Trockel, one of the
most important German artists, Kasper König,
the director of the Ludwig Museum, a well-
known gallerist Christian Nagel and the
extremely famous actor Udo Kier, and others
founded the association Das Loch,which

translates as ‘a hole’. When looking at the
recent status of Cologne in the European art
system, one clearly sees that it has lost the
power and influence in writing contemporary
art history which it definitely had, at least
from the Western European point of view,
from late 1940s to late 1980s. 
LJ:And what are the aspirations of this
Cologne cultural elite now?
NS:First of all it does not want to leave the
field of art institutions in the hands of city
politicians only. Cologne already had a
Kunsthalle, since 1980, which wasn’t succes-
sful for many years and a quite well known
Kölnischer Kunstverein recently reopened
after reconstruction and operates in the new
space. However, both of these spaces are des-
tined to be destroyed as the city plans to
build one new cultural centre, something you
find in many other European cities, in which
museums of different fields and various other
cultural institutions are brought under one
roof and construct this new institutional
model. The plan is to build it in the middle of
the city, in the centre of Cologne. There
seems to have not been enough money and
political will to develop the concept of this
institution, so the activists, this cultural initia-
tive tried to approach the political power with
a different proposal: declining the offer of the
city to take part in conceiving the cultural
centre and having an idea – only an idea and
not more than that – to work on the concept
of a new institution; the so called European
Kunsthalle Cologne. The institution would
work on cultural differences and not only
implement the visions of city politicians.
Personally, I think it is a very interesting move-
ment though at the moment nothing is really
clear or settled. Together with a team that is
not yet built I will start working on the con-
cept of the European Kunsthalle Cologne –
whatever it will be.
LJ:I understand that you’re going to work on
the concept – there’s no piece of land, no real
foundation pit that you would be looking
into?
NS:No. No piece of land, no pit, nothing. 
LJ:May I ask you something about the back-
ground of this initiative? What do you think
about the relations between contemporary art
and elite(s): in general and in this particular
case?
NS:I deeply believe in high culture. We are
surrounded by various kinds of high and low
culture. Contemporary art historically was
always situated in the system of high culture.
So why should we avoid it? Besides it does
not mean that high culture can’t be popular.
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