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F.C., nepaskatino futbolo vadybininkø ir
agentø verþtis á Rusijà ir manyti, kad ten jø
kapðelio laukia þaidëjai. Pats Chelsea klubas
investavo á profesionalus ið Portugalijos,
Argentinos, Dramblio kaulo kranto ir
Didþiosios Britanijos. O kritikai bei spauda vis
dar vengia ðvaistytis pagyrimais, nepaisant
Chelsea sëkmës 2004–2005 metais.
Uþsispyræ bièai tie futbolininkai. 

Futbolas yra geresnis alegorinis palygini-
mas nei gali pasirodyti ið pirmo þvilgsnio,
kadangi jo ðaknys glûdi milþiniðkà pelnà
neðanèioje popkultûroje. Pusinë tiesa, iðkritusi
ið rusiðkosios lygties, yra popkultûros api-
brëþimas: niekas jos nemini, net prabëgomis.
(Ar jos iðsiþadama, ar tai – tik neiðmanëliams
vakarieèiams?). Taèiau kai ji transliuojama
keliais televizijos ir radijo kanalais artimiausio-
je aplinkoje, nori nenori uþsifiksuoja pirmiau-
siai. Pagrindinë jos forma – tai, kas
Balkanuose þinoma kaip „turbo folkas“,
back-beato ar roko pagrindu prodiuseriø
sukurtas produktas, kuris perdirba ankstesnës
(sovietinës) epochos stilius ir þvaigþdes. Lyg

Dusty Springfieldas susitiktø steroidø prisisiur-
busá Stockà-Aitkenà-Watermanà, dëvintá
Versace stiliaus Vegas ðokëjø drabuþius. O
ðalia – tuo paèiu uþsiimanti paaugliø trupë.
Publikai (namie, áraðø parduotuvëje ar studi-
joje) nerûpi, kad „Dusty“ dainavo Breþnevui
ir Andropovui, o viso to reikalo prodiuseriai
yra tie patys. Èia neslypi joks politinis avan-
gardas.

Raðau bûdamas tarpinëje erdvëje. Kadan-
gi Lietuva neturi rinkos, ji vargiai gali tikëtis,
kad jos menininkai bûtø átraukti á „þaidimà“.
Nors rinkos ásitvirtinimas sukurtø dar vienà
platformà, ant kurios bûtø galima iðbandyti
kûrybà ir bûdus remti kûrybà – ðtai kur visas
keblumas. Mes esame ðalia ðiø procesø, ta-
èiau galime þiûrëti, mokytis ir komentuoti
juos taip, kad tai iðjudintø mûsø kritikos
ekonomikà ir sukurtø unikalø pagrindà, kuris
palengvintø sinchroniðkà kritikà, uþuot amþi-
nai tûnojus po istorijos þenklu. Bûtent ðioje
erdvëje ir ðia dvasia INTERVIU publikuoja savo
vertinimus.

Istorijos problemos yra Lietuvos meninin-

ko Deimanto Narkevièiaus videomeno tema ir
tampa jo personalinës parodos Berlyno Dailës
akademijos galerijoje metu ávykusio pokalbio
pagrindu. Narkevièius kalba ir apie proble-
mas, su kuriomis susiduria „vakarieèiai“
vertindami jo kûrybà. Liamas Gillickas apmàs-
to savo paties veiklà ðiuolaikinës þenklø
ekonomijos ir „neiðsprendþiamos ávykiø
matricos, kurios nevaizduoja ir nekritikuoja
dominuojanti kultûra“, atþvilgiu. Tuo tarpu
rengdamasis jaunøjø menininkø parodos
Entuziastai atidarymui ÐMC kuratorius
Valentinas Klimaðauskas tiria naujos Lietuvos
menininkø kartos poþiûrá. Norëdami iðsaugoti
ðvieþumà pradedame dar vienà naujà rubrikà
„Post scriptum“, kurioje ðákart du korespon-
dentai kalbasi apie kà tik pasibaigusá didþiau-
sià meno ávyká. Tad pradedame nuo savæs –
IX Baltijos trienalës ir, drástu pasakyti, dviejø
studentø. Kadangi kol kas mûsø leidinys yra
uþ rinkos erdvës ribø, mes neturime kà
prarasti. 

Simon Rees  
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Neseniai kalbëjausi su „visiems metø laikams
tinkanèiu þmogumi“ (akademiku, kritiku,
kuratoriumi), kuris lankësi Vilniuje, ir mûsø
pokalbis nukrypo á sunkumus, kylanèius
atsidûrus tarp dviejø galios sistemø. Ði dilema
ypaè aktuali tiems, kurie ko nors siekia. Kaip
kuratoriai, mes norime, kad apie mûsø paro-
das raðytø tie patys organai (ir asmenys),
kuriuos patys koneveikiame kataloguose ar
akademiniuose straipsniuose, ir peikiame
juos kaip kritikai, tuo pat metu slapta trokð-
dami, kad jie iðspausdintø mûsø nuomones.
(Jau nekalbant apie tai, kà pasakojame stu-
dentams). Tai buvimas tarpinëje erdvëje. 

Þinovai tai aiðkina pasitelkdami Halo
Fosterio „dvigubo agento“ sàvokà,
Baudelaire’o tipo figûrà (kuris buvo dar vie-
nas viskà sugebantis agitatorius, kritikas,
poetas, pamfletø raðytojas) – jis galëjo dvily-
pumà paversti kritiðkumu ir dirbti abiejose
pusëse prieð jas abi. Dalis gudrybës yra atvirai
prisipaþinti, publikuoti vienà kità protestà,
kalbant poststruktûralistiðkai, bûti refleksy-
viam. INTERVIU ásikuria kaip tik èia, ant
barikadø, ir mosuoja dviem vëliavom. (Mes
raðome institucijai ir prieð institucijà, taip pat
uþ ir prieð Lietuvos meno ir meno kritikos
situacijà). 

Kai diskutuojant nutylima dalis tiesos,
diskusija praranda smûgio galià, tarsi bûtø
ðaudomasi puse salvës. Geras pavyzdys bûtø
keista pozicija, tekusi ðiuolaikiniam rusø
menui 2005 metais. Tai metai, kai rusø
menas áþengë á tarptautinio meno pasaulá
kaip cause célèbre: jam skirti didþiuliai anali-

tiniai straipsniai, bienalë, þurnalø numeriai,
stambi paroda Niujorko Solomono R.
Guggenheimo muziejuje. (Mes irgi
prisidëjome aptardami 1-àjà Maskvos bienalæ
pirmajame numeryje). Taèiau artimiausiems
kaimynams visa tai atrodo keistai, nes ðá
staigø kilimà gaubia pusë tiesos. 

Populiariausias paaiðkinimas – esà Rusijos
menas pateko á pagrindiná þaidimà dël
(vietos) ðiuolaikinio meno rinkos aparato ir já
lydinèiø subsidijø tarptautinei rinkai, kurias
garantuoja milijardieriai kolekcininkai, norin-
tys, kad jø skonis bûtø ávertintas uþsienyje.
Be to, tada jie galëtø pradëti pirkti tarptau-
tiniu mastu (sukeldami uþsienio prekybos
agentø susidomëjimà). Rinka valdo. 

Paskui tai dar labiau paskatino dailë-
tyrininkai, nes, santykinai atsivërus ðiai valsty-
bei ir atsiradus galimybei prieiti prie kolekci-
jø, jie suþymëjo naujus taðkus (kolorizmas-
suprematizmas-konstruktyvizmas) ásijungdami
á modernizmo revizijos þaidimà, ið naujo
brëþiantá modernybës marðrutà Paryþius-
Niujorkas su rusiðku intarpu. (Ádomu, kiek jø
verþësi á plaèià mokslinæ Lenkijos-Maskvos
parodà Varðuvos Zachæta nacionalinëje dailës
galerijoje ar á Rygà ir Talinà, kuriø naciona-
linës institucijos apþvelgia savo sovietmeèio
kolekcijas?) Kritikai ir kuratoriai, kuriems
menas ið Rusijos reprezentuoja paskutiná
politiná (suprask, marksistiðkai trockiðkà)
avangardà. Ir kuris atitinkamai yra átraukia-
mas á jø projektus. 

Keista – tas faktas, kad Romanas
Abramovièius nusipirko Londono Chelsea

Tarpinë erdvë
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Transatlantinis (Londonas-Niujorkas)
Johno Slyce’o elektroninis pokalbis su
menininku Liamu Gillicku. Jø diskusija
vingiavo nuo Venecijos iki Euston Road
Londone ir sukosi apie multimedijiná
Gillicko darbo metodà.

Johnas Slyce’as: Kaip galëtum paaiðkinti to-
kius ávairius savo veiklos aspektus? Èia, regis,
siekiama daugiau nei vien áveikti ankstesná
grieþtà darbo pasidalijimà, skyrusá produktus
ir naudà – ribas, kurias dabar mados diktatui
paklûstantys prekiautojai, pirkëjai ir daugybë
stebëtojø jei ne perþengia, tai bent ignoruo-
ja. Tame, kà tu darai, esama kaþko esminges-
nio – tavo darbuose jauèiu kitoká santyká su
praeitimi ir dabartimi. Kà galëtum pasakyti
apie tà lygiavertiðkumà, kuris tavo veikloje
tenka muzikai, dizainui, konceptualioms
struktûroms bei tam, kà galima redukuoti á
atvaizdà ant lapo? 
Liamas Gillickas: Manau, reikëtø pagalvoti
apie Deleuze’o laiko sampratà, ypaè iðplëtotà
jo knygose apie kinà. Mane domina tai, kad
postsinematinëje aplinkoje mes kitaip kon-
ceptualizuojame laikà. Man svarbu iðvengti
daugybës loginiø spàstø. Atmesti linijiná laikà
nesigriebiant senosios ciklinio laiko sam-
pratos. Dar daugiau – nebekurti meno kon-
tekstui neo- ar postdiuðaniniø struktûrø. Að
dirbu su specifiniais projektais anapus laiko –
kai kuriems jø prireikia ypatingos realizacijos,
nebekuriant mise-en-scéne ar instrumenta-
lizuotos ir skaidrios meno konteksto ideolo-
ginës erdvës. Èia vertinama ne tiek galerijos
ar meno konteksto prigimtis per se, kiek pro-
jekto plëtotë, kuri man padeda iðvengti for-
mos ir turinio perskyros ar tradiciniø
sprendimø. Mano darbams bûdingas stiprus
dokumentinis aspektas, taèiau daþnai jis
pasireiðkia per fikcijà. Kai kuriais atþvilgiais tie
darbai nepatvarûs, kita vertus, jie tvirtai
egzistuoja dabartyje. Kai kurios mano kuria-
mos struktûros yra tinkamos naudojimui,
kaip pasakytø Lawrence’as Weineris, taèiau
kartu aplink kiekvienà darbà sukuriu nuorodø
tinklà bei daugialypius áëjimo ir iðëjimo
taðkus.   
JS: Paminëjai Weinerá. Man visad patiko jo
mintis: „Mes priklausome savo laikui, nes
bandome suvokti, kas esame“. Nemëginu
ignoruoti kà tik pateikto tavo atsakymo – ið
tiesø, laikau já vienu aiðkiausiø tavo pozicijos

ir praktikos teiginiø. Taèiau dël tø, kas
negyvena Londone ar Niujorke, norëèiau
pakreipti mûsø pokalbá ir paþvelgti á tavo
veiklà laiko poþiûriu. Pasirodei ypatingu britø
menui metu. Ir beveik vienintelis – galiu
prisiminti dar keletà – paèiu jaunojo britø
meno arba „yBa“ [young British art] gyvavi-
mo momentu sugebëjai imtis veiklos, kuri
buvo reikðmingai susijusi su istorine koncep-
tualizmo praeitimi ir atrado savo vietà bei
ásitvirtinimo bûdus uþsienyje nepriklausomai
nuo itin lokaliniø „yBa“ sensacijos sàlygø.
Galbût prieð pradëdami detaliau kalbëti apie
ankstesnius teiginius mes galëtume perþvelg-
ti tavo formavimosi metus ir laikà, kai pradë-
jai dirbti su struktûromis, kuriomis ir ðiandien
operuoji.
LG: Be reikalo kartais sumenkinu rimtà devin-
tojo deðimtmeèio aplinkà Goldsmiths’e
[Goldsmiths’o koledþe Londono universitete].
Tai buvo nepaprastai ádomus laikas, nes tarp
skirtingø dëstytojø tuo metu tvyrojo átampa
nesutariant, kaip vertinti meno konteksto
kaità ir palikimà. Prieð patekdamas á
Goldsmiths’à domëjausi konceptualizmo
strategijomis ir bûtent dël to ten ëjau. Ðian-
dien sunku pasakyti, kiek ten taip vëlai tebe-
buvo kuriama savotiðka barokinio konceptu-
alizmo forma. Tai buvo vieta þmonëms, kurie
netiko konservatyvesniems ir labiau struk-
tûruotiems mokslams Londone. Mano
baigiamojoje parodoje buvo darbas, tiksliau,
du darbai, þenklinæ bûsimà kûrybos kryptá.
Vienas eksponuotas ant sienos, tai buvo psi-
chologinis ir koncepcinis Adi Dasslerio,
Adidas ákûrëjo, „portretas“, kurá sudarë du
iðtapyti ir iðlankstyti, prie sienos pritvirtinti
aliuminio paneliai. Kitas vadinosi „17 negyve-
namø Amerikos salø“, jis buvo paremtas viso
pasaulio salø, kuriose Jungtinës Valstijos turi
oro bazes, bet kur nëra tenykðèiø gyventojø,
planu. Ðá kûriná sudarë ið medienos droþliø
plokðtës iðpjauti paneliai su didelëmis
skylëmis kiekvieno jø viduryje, kurios tiksliai
atitiko cilindrines aliuminio „ðerdis“, pritvir-
tintas tiesiai prie sienos. Man svarbiausia
buvo, kad ðis „minkðtas“ modernizmas, kuris
iðryðkino tai, kà dabar suvokiu esant pil-
tuvëlio formos plyðiu tarp modernybës ir
modernizmo trajektorijø, leido suprasti, kad
mums reikia atrasti naujus bûdus kaip vaiz-
duoti, struktûruoti ir kritikuoti aktualius ðiuo-
laikinio kapitalo darinius uþuot griebusis

sekso ir mirties ar postmodernios ironijos.
Þinoma, tuo metu kûrinys apie neapgyven-
dintas Amerikos salas buvo visiðkai nepaste-
bëtas. Mano kviestinis vertintojas buvo
Patrickas Caulfieldas, taigi gali ásivaizduoti,
kad darbas á jo dëmesio laukà nepakliuvo.
JS: Ásivaizduoju. Bet mane ðis darbas pri-
bloðkia ne tik tuo, kad neatitinka savo laiko,
bet ir tuo, kad „iðkrenta“ ið visos savo
aplinkos ir to, kas atsirasdavo Goldsmiths’e.
Gráþkime prie laiko sampratos, apie kurià
pradëjai kalbëti anksèiau. Gal galëtum pla-
èiau apibûdinti prieð tai minëtus dokumen-
tinius savo kûrybos aspektus? Kokie yra laiko
sampratos bruoþai ir – pratæsiant – kaip sklei-
dþiasi laiko visumos galimybë tavo darbuose?
LG: Dokumentinës tendencijos mene mane
domino nuo pat pradþiø. Postmodernioji kri-
tika, kurios buvome veikiami, teigë, kad
þmonës nebesigaudo ávykiuose. Baigdamas
meno studijas að ëmiausi daugybës tiriamøjø
eksperimentiniø projektø, áskaitant ir
mënesinio leidinio duomenø bazës tyrimus
Vokietijoje bei taip vadinamà kûriniø „doku-
mentø“ ciklà, kurá atlikome kartu su Henry
Bondu. Kurdami tà ciklà faksu gaudavome
iðankstinæ informacijà, kurià siuntinëja nau-
jienø agentûros tikëdamosi jas bûsiant kitos
dienos „naujienomis“. Mes dalyvaudavome
tuose ávykiuose. Kai kuriuose jø, pavyzdþiui,
átariamojo Airijos respublikonø armijos nario
teisme, mes buvome vieninteliai dalyviai. Ðiø
projektø intencijos ir rezultatai buvo gana
nepretenzingi. Taèiau jie palietë tai, kas
ilgainiui virto tebevykstanèiu apklausos ir
dokumentavimo procesu, kurá pagrindinë
þiniasklaida buvo apleidusi. Dabar mes
matome gausybæ tokiø darbø, ir daugelis jø
atsiranda ið konkurencinës átampos bei ven-
giant meno kaip prekës statuso. Mano
poþiûrá á laikà ir dokumentavimà taip pat
átakojo prancûzø kino erdvës suvokimas, kurá
deðimto deðimtmeèio pradþioje apmàstë
tokie menininkai kaip Dominique’as
Gonzalez-Foersteris ir Philippe’as Parreno. Jie
pasiûlë bûdà, kaip iðvengti mene „skaidru-
mo“, kuris man visad atrodë átartinas. Jø
poþiûris, pavyzdþiui, buvo susijæs su parodos
kaip filmo realiame laike samprata, iðliekant
tvirtai ásiðaknijus kasdienybëje. 
JS: Dokumentinis reportaþas, kinas, architek-
tûra, dizainas, muzika – anksèiau að svarsty-
davau, ar visas ðias sritis ir formas tu suvoki
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kaip perkrautus, bet ið esmës tuðèius indus,
kuriuos galima dar kaþkuo pripildyti, kaþkuo
kitu nei jø turinys ir esamos funkcijos. 
Daþnai á tavo kûrinius ið pat pradþiø reaguo-
davau labai dëmesingai ir tik vëliau, eigoje,
pagalvodavau, kad jie skirti patirti susierzini-
mà, kurá patiriame vaikðèiodami gatve ir ðiaip
gyvenime. Paminëjai Deleuze’à ir prancûzø
teorijà, bet mane tavo darbai daþnai verèia
gráþti prie Benjamino minèiø. Kokiø? Tokiø
kaip ði: „Neoninë reklama, ðvieèianti á mus
nuo balos gatvëje, yra aiðkiausias mûsø
dabartinës kultûros ir ekonomikos paveiks-
las“. Kà dar pasakytum apie laikà kaip „èia ir
dabar“ ir kaip ásivaizduojamà ateitá? Turbût
galëtume pasiremti tavo dalyvavimu parodoje
Utopijos stotis Venecijos bienalëje [2003] ar
netgi pasitelkti mokslinës fantastikos for-
matà, kuris gal dar labiau tiktø? 
LG: Su Utopijos stotimi problema ta, kad að
visiðkai nesutinku su þodþio „utopija“ varto-
jimu kalbant apie daugumà dabartiniø meno
projektø. Man kelia átarimà, kai ðis þodis var-
tojamas tarsi kaltinant dël þlugusiø pastangø
realiai kà nors visuomenëje pakeisti. To pro-

jekto pagrindas atrodë itin
konkretus, instrumentali-
zuotas ir pragmatiðkas.
Todël að jam suprojektavau
sëdimàsias vietas ir galiau-
siai turëjau gana arðiai
kovoti, kad tai bûtø laiko-
ma vieta sëdëjimui, o ne
„menu“. Nesu tikras, ar
tam tikrus poþiûrius laikau
tuðèiais indais. Taèiau ási-
traukiu á tam tikrus diskur-
sus ir paskui juos palieku
siekdamas panaudoti tai,
kà vadiname taikomosiomis
utopijomis arba pastan-
gomis kaþkà iðtaisyti. Man
ádomi erdvë tarp moderny-
bës ir modernizmo, dviejø
poriniø trajektorijø, kurios
niekada nesusitinka. Ir að
turiu persijungti ðalutiniame
kelyje á modernybës kalbà,
nagrinëdamas tam tikrus
klausimus apie tai, kaip
þmonës veikia duoto
pasaulio atþvilgiu. Ðtai kur
tavo komentaro apie
Benjaminà áþvalga, nors
nedaug kas já pasitelkia
kalbant apie kûrinius. Prieð
pora metø esu sukûræs
darbà, kuriame pakeièiau
pusiau privataus / pusiau

vieðo pësèiøjø tako apðvietimà ir pavadinau já
„Abipusës perëjos kûrinys“. Pavadinime slypi
labai aiðki aliuzija á Benjaminà. Nemanau, kad
daugialypë miesto publika yra pasyvi duoto
pasaulio atþvilgiu. Taèiau að veikiu greta jos
tarsi pasimetæs ir suklaidintas operatorius
apgaulingø startø ir spekuliacijos pasaulyje.
JS: Kurioje vietoje ágyvendintas Abipusës
perëjos kûrinys? Nieko apie já neþinojau.
LG: Iðsukus ið Euston Road Londone. Naujai
pastatytoje perëjoje po ofisø pastatu. Vieta,
kuri gali bûti ir uþdaryta, ir atidaryta. Pasaþas,
kur yra á kà paþiûrëti, bet nëra ko pirkti. Su
paradoksaliais ðiuolaikinio poilsio ir pragma-
tizmo þenklais: sporto centru ir privaèiu vaikø
prieþiûros centru. Taigi eidamas gali stebëti
arba dirbanèius þmones, arba kaþkà
veikianèius vaikus. Kiekviename perëjos gale
yra vartai, kurie naktá gali bûti uþdaryti.
JS: Kuri konceptualiai veikia kaip kaþkas
panaðaus á portalà ir erdvæ ekrano atminèiai
suprojektuoti? Tose tavo anksèiau minëtose
modernybës ir modernizmo trajektorijose
esama kaþko iðkreipto. Iðkreiptas laikas,
iðkreipta erdvë – pastarosios gajumas prime-

na subraiþytà plokðtelæ, kur adata nebeuþlipa
ant kito takelio. Noriu paklausti, kokios ðian-
dien yra dokumentiniø praktikø galimybës?
Kokiose erdvëse ði prieðprieðinës atminties
veikla yra aktuali?
LG: Tam tikra prasme esama poreikio
paprasèiausiai uþpildyti svyruojanèiø ir sudë-
tingø politiniø sistemø ar bent jau
neiðsprendþiamos ávykiø matricos, kurios
nevaizduoja ir nekritikuoja dominuojanti
kultûra, dokumentacijos trûkumà. Að galvo-
ju, kad ði iðkreipta idëjø, kurios veikia tarp
modernybës ir modernizmo, „erdvë“ yra
nepaprastai ádomi veiklos sritis. Nesu tikras,
kokie darbai èia gimsta, taèiau mes matome
daugybæ pastangø susidoroti su ðia erdve.
JS: Kiek, tavo nuomone, sëkmingos pastan-
gos susidoroti su ta tarp modernybës ir mo-
dernizmo esanèia „iðkreipta idëjø erdve“
priklauso nuo siekio áveikti istorijos kontinu-
umà? Matyt, norint tai suprasti, reikia
atsiþvelgti á skirtingas patirtis bei nevienodà
santyká su modernybe ir modernizmu
Londone ir Niujorke, ar netgi Vilniuje.
LG: Manau, kad visam tam suprasti reikia
naujos postcentrinio diskurso sampratos. Tai
ne tas pats, kas sena centro ir periferijos
idëja. Turi egzistuoti bûdas, kaip iðvengti
paradoksalaus poreikio globalizuoti proble-
mas, bûdingas ekopolitiniams diskursams ir
klasikiniø globalizacijos formø grësmëms.
Man visad buvo svarbu veikti anapus laiko ir
anapus formos. Londonas ir Niujorkas yra
daug kuo gana panaðios vietos, linkusios
atspindëti viena kità dëmesio centro ir
dinamikos prasme. Daugeliu atvejø erdvë
tarp modernybës ir modernizmo skiriasi tik
detalëmis. Taigi kartais bûtina kurti daug
siekianèias áþvalgas, kurios ne tik paprasèiau-
siai priklausytø nuo anekdotiðkø dokumen-
tavimo formø, bet ir bandytø iðvengti
apibendrinanèiø teiginiø, kurie ignoruoja
specifines sàlygas. Bûtent ði susitarimo erdvë
man iðlieka ádomi.

Londone gyvenantis kritikas ir kuratorius
Johnas Slyce’as 2005 metø gruodá pirmà

kartà lankësi Vilniuje ir skaitë praneðimà ÐMC
kavinës pokalbiuose apie Londono meno

scenos kaità deðimtame praëjusio amþiaus
deðimtmetyje. Slyce’as, kuris yra apsigynæs

disertacijà Lenkijoje, atvykæs á Vilniø pasinau-
dojo proga ir apsilankë Rasø kapinëse, kur
yra palaidota Lenkijos generolo Pilsudskio

ðirdis. Liamo Gillicko darbas ðiuo metu
eksponuojamas ÐMC vykstanèioje parodoje

Supernova, apþvelgianèioje potapybinës
abstrakcijos raidà Didþiosios Britanijos mene.

Iðkreiptos erdvës pavyzdys 
Dëmesio:
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planavimas gali pavirsti ðnipðtu. O vien
bergþdþias norëjimas baigiasi neurozëmis.

VK: Ar meno pasauliui reikalingi menininkai
þvaigþdës?
VS: Meno pasauliui reikalingi tokie
menininkai, kurie sugebëtø netgi tokiu
pritvinkusiu nuo kûriniø laikmeèiu dar
sudominti aplinkinius.
KÐ: Manau, reikalingi ir tokie, taèiau Lietuvo-
je vaizduojamojo meno atstovø tarp „þvaigþ-
dþiø“ nëra, nes dar nesusiformavo tam palan-
kios verslo struktûros. Egzistuoja „naciona-
linës premijos“, taèiau jø specifika kita. 
JJ ir SL: Meno pasauliui reikalingos asmeny-
bës ir genijai, bet nebûtinai þvaigþdës. Andy
Warholas puikiai pasinaudojo þvaigþdës pozi-
cija, taèiau dabartinës þvaigþdës turi praaugti
pop kultûrà. Labai reikalingi menininkai-poli-
tikai, menininkai-verslininkai arba
menininkai-ateiviai. 
TB: Nekvestionuojamos „rinkos“ ir „kar-
jeros“ sàvokos tam tikra prasme visas meno
sferas niveliuoja á „taikomojo meno sferà“. 

VK: Visi þinome, kad ðiandieninëje jaunystës
kulto kultûroje debiutø realybës ðou yra vie-
nas sëkmingiausiø ðou verslo sektoriø. Ar
meno pasaulis taip pat turi naudoti tas paèias
þvaigþdþiø gamybos sistemos strategijas kaip
ir pramogø industrija?
BP: Taip, ir turëtø motyvuoti þiûrovus veikti,
o ne pasyviai vartoti.
TM: Menininko kaip asmenybës iðvieðinimas
yra neiðvengiama procesà stimuliuojanti sàlyga.

VK: Su naujos kartos atëjimu siejamos viltys
kartais gráþta bumerangu. Pavyzdþiui, 1997
metais Londono Royal Academy vykusioje
YBA (Young British Artists) parodoje
Sensation Marcus Harvey vaikø rankomis
tapytas vaikø þudikës Myra Hindley portretas
buvo apipiltas raðalu, vëliau prie jo turëjo
budëti pora apsauginiø, keli akademijos na-
riai atsistatydino ir t.t. Ar tikite, kad publikos
ðokiravimas galëtø bûti jûsø meniniø ásitikini-
mø dalis? Ar tik bûdas pritraukti mass media
dëmesá?
TB: Ðokiravimas ar mass media dëmesys
patys savaime man nëra aktualûs. 
SBI: Ðokiravimas yra ne bûdas, o neiðven-
giamybë.

VK: Ar manote, kad dar ámanoma ðokiruoti? 
GD: Tai árodo suomio menininko (vardo
neþinau) video, kuriame autorius filmuoja
katæ, ant kurios masturbuojasi, o vëliau
sukapoja kirviu. Nurimus diskusijoms darbà
nupirko KIASMA. 

VK: Koks, Jûsø nuomone, yra tipiðkas ðiuo-
laikinio meno (kûrinys, autorius, etc.)
pavyzdys?
AD: Paroda Bismuth Monk, kûrinys Iðjungtas
Bismutho video.
LB: Wimo Delvoe Cloaca – ðûdus gaminanti
maðina. 
GD: Kà tik pasibaigusi BMW trienalë. 
AB: Dmitrijaus Nagijevo laida Okna.
TB: Ryoji Ikeda Matrix.
TM: Jeff Koons.
VS: Gëda ir prisipaþinti, bet iki ðiol meno
istorija að kaip ir nesidomëjau. Nors po
truputá ir pieðiau, ir lipdþiau, ir droþiau, netgi
mezgiau.

VK: Koks menininkas ir/ar meno laikotarpis
Jus labiausiai ákvepia?
BP: Generatyvinis menas
http://en.wikipedia.org/wiki/Generative_art,
Aesthetics & Computation Group MIT 
Media Lab.
AR: Dabartinis laikmetis mane ákvepia labiau-
siai, be abejonës, o prieð tai 1970-ieji ir jø
architektûra, inþinerija, elegancija etc. Esu
gerokai kvëptelëjæs www.monolake.de.
TS: Na, man vis dar patinka Maurizio
Cattelan. 
TM: Rachel Whiteread ir su ja susijusi naujoji
britø meno banga.
KÐ: Norëèiau nugyventi vienà ið gyvenimø
XIX amþiaus pradþios–vidurio Vilniuje, pa-
studijuoti Vilniaus universitete kartu su
Adomu Mickevièiumi ir jo karta. Tai nereiðkia,
kad mane ákvepia bûtent A. Mickevièiaus
kûryba. 
JJ ir SL: Atskiri autoriai, darbai, mintys nuo
ðeðto deðimtmeèio iki dabar, nuo Duchamp’o
iki YBA, nuo to, kà matëm, iki to, ko neatsi-
menam.

VK: Kurio kito menininko kûrinio autoriumi
arba kokiu autoriumi norëtumëte bûti?
BP: Norëèiau bûti kaþkas tarp Harmony
Korine ir Zach Liebermann. 
LB: R. Mutt. 1917 m.
JJ ir SL: Norëtume iðgert su Christo ir
Jeanne-Claude ir parûkyti su Gilbert ir
George:)
GD: Norëèiau vaidinti C. Sherman fotografi-
jose.
AR: Norëèiau pabûti Merlinu Mensonu.
KÐ: Norëèiau pabûti Jurgio Kunèino roma-
nuose kaip vienas jø dalyviø paèiam autoriui
to neþinant. Taèiau jo kûriniø autoriumi
nenorëèiau bûti. Taip pat norëèiau bûti Jono
Ðvaþo kûrinio Nukirsti medþiai autoriumi.
TB: To menininko kûrinio, kurio autoriumi
gali bûti ir bet kas kitas.

VK: Kokioje ávykusioje ar neávykusioje paro-
doje (kurioje nedalyvavote) norëtumëte 
sudalyvauti? 
LB: Liudviko Buklio Retrospektyva.
AR: Norëèiau sudalyvauti Elektrodienose
2006.
TB: Ground Control, 1997.
TS: The Wrong Gallery, NYC.
KÐ: Pirmojoje lietuviø dailës parodoje 1907
metais Petro Vileiðio namuose Vilniuje, pabûti
þiûrovu pirmosios personalinës Jono Ðvaþo
parodos atidaryme LTSR dailës muziejuje
Vilniuje 1965 metais, taip pat eksponuoti
savo kûriná Nukirsti medþiai pomirtinëje J.
Ðvaþo kûriniø parodoje Dailës parodø rû-
muose 1977 metais, dalyvauti Sutemose ir
Cool places.

VK: Ar kas nors dar paklausia, ar tai, kà jûs
darote, tikrai yra menas?
TM: Deja, ne. Negi visiems tai taip akivaizdu?
VS: Niekam net nekyla minèiø klausti, patys
pasako „èia tai menas“.
LB: Man paèiam toks klausimas kartais kyla.
JJ ir SL: Taip, nuolat (tai labai geras klausi-
mas ir labai rimtas, beveik religinis).
KÐ: Kai buvo iðleistas parodos 2 Show kata-
logas, já ið kaþkur gavo mano virðininkë (bib-
liotekoje, kurioje dirbu). Subëgo visas skyrius
(maþdaug 5 bendradarbës ir 1 bendradarbis).
„Èia ir Kæstutis dalyvauja, èia ir Kæstutis daly-
vauja!!!“, – klegëjo kolegës. „Èia ir tavo
darbø yra, Kæstuti?“, – nenustygo vietoje,
nes garsëjau bibliotekoje kaip „Dailininkas“ ir
„Kûrëjas“ (visomis klasikinëmis modernizmo
prasmëmis). Energingai ëmë versti pirmuo-
sius puslapius. Ið pradþiø garsiai ir linksmai
stebëjosi „paveiksliukø“ keistumu. Verèiant
toliau, skambûs balsai tapo duslesni.
Trumpam iðëjau ið skyriaus. Gráþau maþdaug
po deðimties minuèiø. Katalogas gulëjo
vieniðas ant stalo, skyriuje tvyrojo mirtina
tyla, bendradarbës kiekviena demonstratyviai
kuitësi prie savo stalo. Apie katalogà ir paro-
dà daugiau nebeiðgirdau në þodþio. Nuo to
laiko ið „Kûrëjo“ pavirtau apsiðaukëliu.

VK: Gal norite kaþko paklausti? 
SBI: Kodël þmonës turi mirti?
TM: Kas svarbiau – ar entuziazmas debiutui,
ar debiutas entuziazmui? 
LB: Noriu, bet kai susitiksim.
VS: Ar nebus pernelyg nuobodus mano
kûrinys tarp kitø?
JJ ir SL: Ar paroda Entuziastai yra atsitiktinu-
mas, ar ÐMC nori bendradarbiauti su jaunais
menininkais? Kokia ÐMC pozicija jaunø
Lietuvos menininkø atþvilgiu?
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ÐMC vykstanèios jaunøjø menininkø pa-
rodos Entuziastai kuratorius Valentinas
Klimaðauskas parodos dalyviams pateikë
multi interviu testà, kuris buvo sumany-
tas kaip tam tikra lingvistinë Rorschacho
dëmë, turëjusi sukelti menininkø „reakci-
jà“ ir asociacijas, o ne sudaryti sàlygas
„objektyviems“ „prasmingø“ klausimø-
atsakymø þaidimams. Karjera, hierarchi-
në meno sistema ir pop kultûra,
menininkø praeitis, svajonës ir ateitis,
kultûrinës ir socialinës átakos buvo
pagrindinës testo kryptys bei problemos.
Sumanytame kaip anketos parodija,
ðiame interviu labiau stengtasi paþinti
jaunøjø menininkø santykius su savimi ir
aplinka nei atlikti gilesnius jø kartos 
psicholandðafto tyrimus.

Anksèiau uþ kitus á anketà atsakë ðie
menininkai: Antanas Dombrovskij (AD),
Arturas Bumðteinas (AB), Bartosz Polonski
(BP), Domas Noreika (DM), Liudvikas Buklys
(LB), Gintaras Didþiapetris (GD), Andrius
Rugevièius (AG), Tautvydas Bajarkevièius (TB),
Stasys Bonifacijus Ieva (SBI), Tomas
Martiðauskis (TM), Titas Silovas (TS), Valdas
Stanionis (VS), Kæstutis Ðapoka (KÐ), Jurga
Juodytë ir Saulius Leonavièius (JJ ir SL).

Valentinas Klimaðauskas: Pasikartosiu, bet
koks turi bûti debiutas, kad vël sugráþtum
arba kad nereikëtø gráþti?
LB: Reikia bûti, kad nereiktø gráþti vël ir vël. 
KÐ: Turi bûti virtinë pakartotiniø debiutø, kad
pirmasis (ar áteisintas kaip pirmasis) bûtø
retroaktyviai atgaminamas kaip debiutas ir
kaip sëkmingas debiutas. 
DN: Vieða erdvë nëra tikrovës pagrindas, o
judëjimas fiziniais tariamos erdvës labirintais,
kaip, tarkim, sugráþimas ar nepaprastas
pasirodymas, nëra tikslas. 
BP: Kûrinys turëtø átikinti þiûrovà savo
teisingumu. Kûrinys turi kalbëti apie tai, kas
visuomenëje yra svarbu, parodyti, kad bus
geriau, t.y. nuteikti þiûrovà geresnei ateièiai.
Kûrinys turëtø turëti kainà.
AR: Manau, debiuto nevertëtø organizuoti,
kadangi jis bûtø jau pavëluotas, juk pirminis
ir tikrasis debiutas ávyksta daþniausiai mums
to dar neþinant. Apskritai debiutas rëmina
visa kà, daro „dainø dainelæ“ – konkursà,
kuris pats yra laikinas procesas, galintis

nusidriekti tolimesniø veiksmø
organizacijose ir skatinti jose
pasikartojimo simptomà. Jo
nepastebëjus ir neiðnaudojus
rizikuojama patekti á amþino debiu-
tanto pozicijà, kuri yra gerbtina
kaip koncepcija, taèiau þalinga kaip
áprotis. Manau, debiutà reikëtø
planuotai skaidyti á dalis, kad jis
taptø kuo maþiau egocentriðkas,
neðaliðkas ir ásilietø nepriklausomai á
tiesiàjà kûrybos patirtá. Geriau
neturëti jam laiko.
VS: Debiutas turi bûti toks, kad
daugiau prie to nebereikëtø 
sugráþti.

VK: Kas svarbiau: gráþti ar ásitvirtin-
ti? O gal negráþti, bet ásitvirtinti?
KÐ: Svarbiau ásitvirtinti ir tada 
sugráþti, kad ciniðkas ásitvirtinimo
faktas nebûtø toks akivaizdus. 
TM: Visais savo pavidalais debiutas
susijæs su ásitvirtinimu, kurio
pagrindu tampa ðiandieninio defici-
to kaip dëmesio tenkinimas bei jo
medþioklë. 
BP: Norint ávesti tam tikrus socialinius
pakeitimus reikia ðnekëti apie ilgus laiko-
tarpius, skaièiuojamus metais, todël galima
ðnekëti apie pastovumà, t.y. ásitvirtinimà ir
savo (meninio) tikslo tobulinimà, realizavimà
ir vystymà. 
TB: Pasak Kurto Vonneguto, „bûti punktual-
iu – tai egzistuoti kaip taðkui tam tikru metu
tam tikroje vietoje“. Debiutas – punktuali
sàvoka. 
TS: Pavëluoti 5 ar 10 min., nes, jei ateisi
laiku, supras, jog esi „bedarbis“.

VK: Debiutai (net jei jie ir kartojasi) yra dar
vienas þingsnis ateities link. Èia galime
prisiminti J. G. Ballard’o frazæ: „ateitis neturi
ateities“. Visgi, kà planuojate veikti ateityje?
AD: Stengiuos savæs neidentifikuoti nei
dabartyje, nei ateityje, taigi „ateitis turi
ateitá“.
KÐ: Planuoju ir toliau bûti menininku bei kar-
tas nuo karto kur nors debiutuoti, taèiau ar
bûsiu áteisintas menininku ir instituciniame
lygmenyje, jau priklauso ne vien nuo manæs,
ar netgi ne nuo manæs. Taigi – ateitis neturi
ateities.

TS: Po parodos bus kita paroda. 
VS: Bet kokiu atveju kursiu ir gaminsiu moto-
ciklus. Tik nuo ðio debiuto priklausys, kokiais
mastais vyks kûryba ir gamyba.
JJ ir SL: Tikriausiai meno institucijø dëmesys
atpalaiduoja nuo autsaiderio kompleksø.
Abejoju, ar ðiuolaikiniame mene stagnacija
gali bûti pozityvi, todël gráþimà keièia
atsinaujinimas.

VK: Nors ðiuo metu Lietuvoje nëra ðiuo-
laikinio meno rinkos, be to, ðiuolaikiniu
menu ne itin domisi mass media, visgi, kokio
tipo menininko karjerà norite padaryti, juk
debiutai yra susijæ ir su identiteto(-ø)
pasirinkimu?
LB: Ið karto po kiekvienos parodos uþbaigti
menininko karjerà. 
TB: „Meno pasaulis“ ádomus tiek, kiek nëra
savitikslis ir vienakryptis. Identitetas nebûtinai
turi bûti prie jo kaip nors pririðtas (ypaè jei tai
– ne debiutas). 
GD: Norëèiau bûti tam tikra þvaigþdutë.
VS: Noriu pelnyti gerà vardà, kad mano
kûriniai turëtø vertæ.
KÐ: Identitetà daþniausiai primeta kiti, todël

Ateinanti karta?
Lietuvoje:
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baþnyèios projektui Braitone ir dar kartà
neseniai buvo parodytas Frieze meno mugë-
je, taigi jis jau turi kontekstà Didþiojoje
Britanijoje. Be to, Watkinsas yra labai vertina-
mas britø kinematografininkas, tai dar viena
jungtis. O kûrinyje reiðkiamos nuomonës apie
Lietuvà priklauso Peteriui, taigi maþiau
rizikos, kad jos bus panaudotos iliustruoti
kokiai nors kliðei. Þinoma, man tai didelis
dalykas, nors sunku pasakyti, kada ten tas
kûrinys bus eksponuojamas, be to, tai
nereiðkia, kad filmas nebebus rodomas kitur.
Kûriniø patekimo á didþiøjø muziejø kolekci-
jas privalumas tas, kad kuratoriai imasi
atsakomybës uþ jø globai patikëtus darbus ir
turi iðtirti, kaip tà kûriná tinkamai eksponuoti
ateityje.
I: Kalbant apie ateitá – tavo kûrybos
pagrindas yra istorija, o kol tu kalbësi apie
istorijà, ypaè apie pastaruosius 60 metø
Lietuvoje, ar nemanai, kad ir toliau vis
susidursi su ðia problema? Ar todël savo nau-
jausiame darbe Genties iðnykimas (2005)
gráþai prie asmeniðkesnio naratyvo – jei
neklystu, tai yra tavo tëvo portretas, sukurtas
remiantis ðeimos fotografijø albumais. Ðis
kûrinys tarsi pratæsia tai, kas pradëta
His–story (1998), kuris taip pat buvo skirtas
jo istorijai?
DN: Vienas dalykas, kurá turëtum suprasti,
yra tas, kad tokie filmai kaip Legendos iðsi-
pildymas (1999), paremtas Fanios
Broncovskos, iðgyvenusios Lietuvoje per

antràjá pasauliná karà, pasakojimu, taip pat
yra asmeniðka istorija, tik kitokio pobûdþio.
Bet ji pagrásta jos liudijimu ir tai yra „jos
istorija“. Taip, Genties iðnykimas ið tikrøjø
pratæsia ankstesná darbà His–story, taèiau tai
du skirtingo pobûdþio videofilmai. Jei prisi-
meni, pirmajame pats vaidinu, o ðiame filme
atgyja fotografijos. Iðeities taðkas buvo tai,
kad vël pamaèiau tas fotografijas ir mane
sukrëtë albumo vaizdai ir jø psichologinë
reikðmë man. Taèiau ðie vaizdai bus atpaþásta-
mi ir þiûrovui – jie atrodo taip, kad gali
pajusti sàsajas su jais ir su juose vaizduojamu
laikmeèiu. 
I: Man atrodo, kad tai pakeitë tavo kûriniø
dialogiðkumà – jo nebereikia suvokti ið
vidaus, kaip tai buvo prieð His–story, dabar jis
tavo kûrybà susiejo su fotografiniu romanu,
pavyzdþiui, Jeano-Luco Godard’o ir Jeano-
Pierre’o Gorino Laiðkas Dþeinei (1972) ar
geriau þinomu kûriniu – Chriso Markerio
Molas (1962). Ar ðis posûkis lëmë, kad
sukûrei toká darbà kaip Matrioðkos (2005)
apie Lietuvos merginas, kurios apgaule suvi-
liojamos ir „eksportuojamos“ dirbti striptizo
ðokëjomis ir palydovëmis (ðis kûrinys neseniai
rodytas IX Baltijos trienalëje)? 
DN: Matrioðkos ið tikrøjø yra darbas apie
populiariàjà Lietuvos þiniasklaidà ir buvo
sukurtas neatsiþvelgiant á trienalës kontekstà.
Lietuvos þiniasklaida kartas nuo karto gráþta
prie tokiø merginø, kurios svajoja tapti mo-
deliais, bet tampa kaþkuo kitu, temos. Tai

tarsi nevykæs pokðtas, kai pasakojamos vis
tos paèios liûdnos istorijos, o nieko nedaro-
ma. Mano kûrinys yra fikcija, bet jis ir doku-
mentinis. Filmuojamos merginos yra aktorës,
o jø istorijas paraðë scenaristas. Lietuvos
þiûrovai atpaþins jame vaidinanèias aktores ið
to paties pavadinimo televizijos serialo, fil-
muoto Belgijoje pagal panaðø scenarijø.
Scenarijus meta iððûká publikos suvokimo
kliðëms ir parodo þiniasklaidos „naujienø“
dirbtinumà. 
I: Tavo naujausiai kûrybai tai suteikia ir ðiuo-
laikiðkumo pojûtá ir parodo, kad istorija, su
kuria tu dirbi, yra tokia pat nestabili ir kad
galbût tu nemëgini sukurti galutinës pras-
mës. Ádomu, ar gyvenimas Berlyne pakeitë
tavo poþiûrá á savo kûrybà, o gal ákvëpë
ieðkoti kitokio darbo metodo, kaip tai buvo
nutikæ su tavo pirmàja ir ne kartà apraðyta
rezidencijos Londone 1992 metais patirtimi?
Didesniame mieste, kur galima pamatyti dau-
giau meno, tikriausiai parodø lankymas
tampa proceso dalimi? Galvoju apie Vilniø,
kuris ið esmës turi tik vienà didelæ parodinæ
erdvæ ðiuolaikiniam menui. 
DN: Nuo 1992–øjø praëjo daug laiko! Kaip
minëjau anksèiau, tada dar dirbau su objek-
tais, taigi viskas tikrai labai pasikeitë – galbût
ið tikrøjø turëèiau gráþti prie daiktø! Berlyne
yra per daug kà þiûrëti, taigi pasidariau
iðrankesnis rinkdamasis á kà þiûrëti. Vyksta
labai skirtingos parodos – dyleriø parodos ir
muziejø, kurias galima þiûrëti skirtingu metu;

turi jas atskirti. Dabar
Berlyne tiek daug
menininkø, kad yra ir labai
didelis „antras aukðtas“,
kuris gali susiurbti visà
tavo laikà. Juokinga tai,
kad dabar, kai èia nebe-
dirbu ir Vilniuje tik apsi-
lankau, paprastai pralei-
dþiu daugiau laiko gerai
apþiûrëdamas parodà ÐMC
nei bet kokià kità parodà
Berlyne. 
I: O ar pasikeitë tavo po-
þiûris á istorijà gyvenant
naujoje vietoje, nes Berly-
nas dël þinomø prieþasèiø
yra laikomas XX amþiaus
Europos istorijos centru? 
DN: Þinoma, Europoje yra
daug centrø, priklauso nuo
to, kaip paþiûrësi. Mano
paties 1997 metø kûrinys
Europa 54’54’’ – 25’ 19’
parodo, kad Vilnius yra
geografiniame Europos
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Trumpam gráþæs ið Berlyno (kur jis yra
DAAD stipendininkas) namo, á Vilniø,
Deimantas Narkevièius uþsuko á þurnalo
INTERVIU redakcijà pasikalbëti.
Paþástamoje aplinkoje – tik metai praëjo
nuo tada, kai Narkevièius dirbo ÐMC
kuratoriumi, o jo pavardë vis dar uþraðy-
ta ant durø – jis sëdëjo ir ðnekëjo apie
savo naujausio kûrinio instaliacijà per-
sonalinëje parodoje Berlyno Dailës
akademijos galerijoje, esanèioje prie pat
Brandenburgo vartø. Iðkart po to mudu
nuëjome á jo nuolatinæ sakyklà – ÐMC
kavinæ, taèiau diktofonas, deja, jau buvo
iðjungtas... 

INTERVIU: Dabar, kai gyveni Berlyne kaip
DAAD stipendininkas – þinau, kad kalbëjaisi
dël galimybës pratæsti ðià patirtá, – kaip jau-
tiesi bûdamas „Lietuvos menininku“? 
Deimantas Narkevièius: Berlynas yra
puikus, bet mano kûrybos ir idëjø pagrindas
vis dar yra èia, Lietuvoje, ir ðiuo metu dar
neturiu jokiø planø sukurti berlynietiðkà
darbà. Tuo nenoriu pasakyti, kad tai nesikeis,
bet dabar man malonu sakyti, kad esu
Lietuvos menininkas.
Þinoma, negaliu numatyti
ateities ir pasakyti, kà dary-
siu po deðimties metø.
Taèiau ðiuo metu esu toks
uþsiëmæs – turiu tiek daug
ásipareigojimø, kad ið tikrøjø
norëèiau iðeiti á pensijà ar
bent jau padaryti per-
traukà. Kol kursiu
videomenà, tikriausiai nau-
dosiuosi tam tikru vaizdø
rinkiniu, lietuviðkais vaiz-
dais, kurie man yra svarbûs.
Nors, kaip þinai, pagal
iðsilavinimà esu skulptorius,
taigi galiu gráþti prie objek-
tø, o jie turbût yra labiau
„tarptautiniai“. Kas gali
þinoti? 
I: Paklausiau apie buvimà
Lietuvos menininku, nes kai
nuolat dalyvauji tarp-
tautinëse parodose, o tu
tikrai esi tarptautinio masto
menininkas, „reprezen-

tatyvumo“ reikalavimas gali komplikuoti tavo
kûrybos recepcijà. Þinau, kad anksèiau ðiuo
klausimu esi iðreiðkæs neigiamà poþiûrá – gal
galëtum pakomentuoti?
DN: Tai tiesa, neseniai supratau, kad uþsienio
kolekcionieriai ir kuratoriai labiau pageidauja
tø mano kûriniø, kurie atitinka jø suvokimà,
kaip turi atrodyti posovietinio menininko
kûryba. Blogiausia patirtis buvo Time and
Again paroda Stedelijk muziejuje
Amsterdame – ten mano kûrinys Kartà XX
amþiuje (2004), kuriame Lenino statula gràþi-
nama á savo vietà Vilniuje, buvo pristatytas
ðalia kitø gerai þinomø menininkø ið Rytø
Europos. Ekspozicija buvo kompleksiðka, 
taèiau recenzijos – tikrai neigiamos.
Þurnalistams atrodë, kad mes tarsi jauèiame
nostalgijà tam laikui. Jiems sunku ásisàmonin-
ti, kad ðiuolaikinis Centrinës Europos menas
jau yra meno scenos dalis. Egzotiðkumo kri-
terijus èia nebegalioja. Jie nesuvokë
dinamiðko bendraeuropinio konteksto, kuris
leistø parodà suvokti kompleksiðkiau, taip pat
ir istorinëje perspektyvoje.
I: Flash Art tà darbà taip pat panaudojo kaip
reklaminá Prahos bienalës ávaizdá su prieraðu,

esà tai filmuota medþiaga apie Lenino statu-
los nuëmimà ið Spalio aikðtës Maskvoje! Kaip
mudu abu þinome, Leninas vis dar ten, o tu
jokiu bûdu nesi rusø menininkas.
DN: Tai visai kitas reikalas. Paprasèiausiai,
Lietuvos modernios kultûros matomumas yra
menkas. Tai mes privalome pakeisti. 
Taèiau yra buvæ ir labai pozityviø iðgyvenimø,
pavyzdþiui, dalyvaujant Kathrin Rhomberg
kuruotoje parodoje Ausgeträumt Vienos
Secessione arba Barbaros Steiner surengtoje
parodoje Ateitis nëra tokia, kokia buvo
Leipcige. Abi kuratorës turi Centrinës
Europos meno vizijà, kuri mane paskatino
dirbti su jomis. Taigi ne viskas juda viena
kryptimi. 
I: Tavo kûriná Gyvenimo vaidmuo (2003)
neseniai ásigijo Tate Modern. Jame pasakoja-
ma apie þinomà britø kinematografininkà ir
televizijos reþisieriø Peterá Watkinsà, kuris
keletà metø gana atsiskyrëliðkai gyveno
Vilniuje. Taip Lietuvos menininkui nutinka
pirmà kartà. Ar tau tai svarbu ir kaip, tavo
manymu, tai paveiks tolimesná tavo kûrybos
suvokimà? 
DN: Kûrinys buvo uþsakytas anglikonø
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Svetur:

Tokios buvo tos dienos, 
mano drauge…
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Menininkà Juozà Laivá surasti kartais ne
kà lengviau nei Robinà Hudà Ðervudo
miðkuose; nors gali pasirodyti kitaip,
nelengva ir vienu pirðto bakstelëjimu
parodyti, kur prasideda ir kur baigiasi 
jo kûryba (auksiná smeigtukà abiejuose 
pirmojo INTERVIU numerio virðeliuose
atspaudë bûtent jis). Virginija
Januðkevièiûtë paskyrë porà savaièiø bei
keletà pasimatymø realioje bei teksto
erdvëje bandydama ðá bei tà suþinoti
apie Juozo áþadus efemeriðkumui. 

Virginija Januðkevièiûtë: Ðá rudená, po
Baltijos trienalës ir tavo kelioniø vos ne vienu
metu ávairiausiomis kryptimis, man pasirodë
itin naudinga lydëti tave á anglakalbius susi-
tikimus. Pavyzdþiui, tavo kûrinys Lionui man
buvo visiðka paslaptis, kol vienam ið sveèiø
neiðverèiau tavo pastabos, kad neþinia kada

knygà perraðinëjant ant jos iðtiðkæs ir tuètuo-
jau nubrauktas raðalo laðas yra galbût vienin-
telis suprantamas dalykas visoje knygoje, kuri
paraðyta XV a. dabar jau nebevartojama
kalba. 
Perþiûrinëju vieno ið tø susitikimø áraðà. Á akis
krenta tavo nenoras veltis á diskusijas apie
menà „apskritai“, tarsi tai bûtø sustabarëjusi
sàvoka, tinkanti tik biurokratiniams popie-
riams, ir kone ásipareigojimas sau visuomet
aiðkiai apibrëþti atsakomybæ. Vis tik norëtøsi
iki viso to prieiti ið kitos pusës, juolab kad
netrukus pasirodys Vilniaus-Kauno greitkelio
galerijos katalogas. Gali apie já papasakoti?
Juozas Laivys: Ogi pasakysiu – gaila, nors
gal ir ne taip svarbu, bet visgi tenka daþnai
susitikti su ávairiais meniokais, ir visi jie vien-
odai neádomus. Ne tik man, bet, manau, ir
patys sau. Ðtai turbût dël to pas mane ir
atsiranda tas nenoras veltis á tavo minëtas

diskusijas. 
Ðiaip gi viskas labai paprasta: menas juk –
prabangos dalykas. Maþai kas begali sau
leisti já ásigyti, dël to netgi pasiþiûrëti á já
nebeateina, o kà jau bekalbëti apie laisvà
nepriklausomà kûrybà. Nebeturi þmonës
idëjø. Kad ir kaip visi stengiasi árodinëti, kad
gyvena linksmai, laimingai ir kûrybingai, gilu-
minëse vartotojiðkose refleksijose pastebiu
visiðkà bankrotà bei egzistenciná liûdesá.
Tiesa, tavo minëtame interviu atsipalaidavæs
suformatavau meno sàvokà, kuri skambëjo
maþdaug taip: „Menas – tai atitinkamo laik-
meèio ideologijos, politikos, ekonomikos bei
kultûrinës situacijos átakojamas visuomenës
ligø sindromas, iðreiðkiamas per kultûrà“.
Þinoma, ðios formuluotës neatsisakau ir ðian-
dien bei prisiimu uþ jà visà atsakomybæ, nes
esu laisvas þmogus.
Prisiimu atsakomybæ ir uþ savo sugalvotà ir,
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centre. Bet, þinoma, Berly-
nas ið tikrøjø gerai kuria
istorijà. Dabar smarkiai
diskutuojama apie jos
poveiká miestui ir kaip tai
atsilieps ateityje. Pradëjus
koká nors didelá statybiná ar
restauravimo projektà, visi
apie já þino ir kalba, taigi
tarsi dalyvauja istorijoje. Ir
visada ðia tema yra parodø
bei konferencijø. Tai sukuria
geresná kontekstà meno
kûriniø suvokimui. 
I: Ðiuo poþiûriu, ypaè turint
omenyje statybas, ar sugrá-
þæs pastebëjai kokiø nors
pasikeitimø Vilniuje? 
DN: Manæs nebuvo tik ðeðis
mënesius, bet jau porà metø
miestas keièiasi per greitai.
Statybos taip keièia sena-
miestá, kad tuos pokyèius
sunku suvokti ar net sekti.
Dauguma jø atrodo
bereikalingi, o miesto centras jau pradeda
atrodyti kaip bet koks kitas vidurio Europos
prekybos rajonas. Þinoma, tai reiðkia, kad
þmonës turi pinigø, kas, palyginus su

1989–1992 metais, kai buvo atkuriama
nepriklausomybë, yra gerai. 
I: Pokyèiø tempas taip pat garantuoja, kad
tavo kûriniai, iðsaugojæ to meto Lietuvos

vaizdà, kai jie buvo sukurti, kada nors netoli-
moje ateityje bûtinai taps „vizualine istorija“. 

Simon Rees yra INTERVIU þurnalo redaktorius.
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Juozo Laivio laisvë ir pareigos
Þmonës:
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Emisija 2004 – ÐMC

Leidëjas: Ðiuolaikinio meno centras,
Vilnius, 2005
136 p.
ISBN 9986-957-26-5
Gausiai iliustruotas katalogas-knyga, kurioje
iðsamiai pristatoma septyniø Lietuvos
menininkø kûryba. Tai vieni ryðkiausiø ðiuo-
laikinës dailës kûrëjø, jø darbai atspindi svar-
biausias tendencijas ir kryptis Lietuvos dailëje
po 1990-øjø. Knygoje publikuojami meno-
tyrininkø tekstai, interviu su menininkais,
reprodukuojami daugelis kûriniø, kurie
eksponuoti etapinëse ðiuolaikinio meno paro-
dose Lietuvoje ir uþsienyje. Emisija 2004 –
ÐMC pateikia vienà pirmøjø dar neparaðytos
XX amþiaus paskutiniojo deðimtmeèio
Lietuvos dailës istorijos versijø.

Publisher: Contemporary Art Centre,
Vilnius, 2005
136 p.
ISBN 9986-957-26-5
This is both a comprehensive catalogue and
a book that presents the works of seven
Lithuanian artists. These are among the most
prominent contemporary artists of the 1990s
whose work reflect the major currents of the
period. The book includes art critical texts,
interviews with artists, full colour reproduc-
tions from key exhibitions in Lithuania and
internationally. Emisija 2004 – ÐMC provides
you one of the first versions of the as yet
unwritten Lithuanian history of art from the
last decade of the 20th century.

Traukos centras

8-osios Baltijos tarptautinio meno 
trienalës katalogas
2 tomai
Leidëjai: Ðiuolaikinio meno centras,
Vilnius, ir Revolver, Frankfurtas, 2002

Centre of Attraction

Catalogue of the 8th Baltic Triennial of
International Art
2 volumes
Publisher: Contemporary Art Centre,
Vilnius, and Revolver, Frankfurt, 2002
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VJ: Tavo studijø metais sklandë gandas apie
savotiðkà eksperimentà uþ uþdarø durø, kurá
priminei ðia savo nuostata lietuviðko konteks-
to atþvilgiu. 
JL: Kartà metæ visus mokslus septyniese ar
aðtuoniese uþsidarëme vieno kambario bute
savaitei. Vien bachûrai. Laukines duris
uþstûmëme foteliu. Paskutinæ dienà mums
atneðë kamerà, kaþkiek filmavomës. Ádo-
miausia, kad, kai jau mus iðleido ir pasipylëm
á miestà, visi septyni eidami gatve bijojom
vienas nuo kito nutolti didesniu nei áprasta
atstumu. Jauti, jei kaþkas nueina toliau – 
durnas jausmas. Be to, paskui buvo keista
miegoti, nes gyvenau tame paèiame kam-
baryje. 
VJ: Dar vienas bièiulis praðë perduoti
klausimà, kaip pavadintum ðiuolaikiná menà,
ar yra koks nors tau priimtinesnis terminas?
JL: Dabartinis. Tai dabarties menas, galiojan-
tis ir esantis menu nuo vienos datos iki kitos.
VJ: Paskutiniai pora klausimø. Raðomoji lietu-
viø kalba tavo paties kûryboje yra itin áprasta
ir svarbi, taèiau tai, kaip tu raðai pats, yra
ypaè neáprasta bendrinës raðomosios kalbos
kontekste. Ar neturi nieko prieð, jei tavo
interviu kalbà norminsime? 
JL: OK. 
VJ: Ir dar. Þinau, kad nemëgsti menininko
vaidmens vadinti vaidmeniu, kadangi ði
teatrinë sàvoka visø pirma nurodo á priklau-
somybæ nuo reþisieriaus, pjesës ir t.t., taèiau
gal galëtum ið savo perspektyvos apibrëþti
menininko... pareigas? 
JL: „Mûsø Lietuvos Dailë marga kaip velyki-
nis kiauðinis. Kiekvienas kuria savaip,
kiekvienas stengiasi iðreikðti save, kiekvienas
trokðta bûti individualus ir nepakartojamas.
Todël nepavydëtina dailës kritiko dalia. Kaip
jam nepasiklysti? Kur jam rasti Ariadnës siûlà,
vedantá ið spalvø, formø individualybiø labi-
rinto?“, Arvydas Ðliogeris Alfonso
Andriuðkevièiaus sudarytoje knygoje 72 
lietuviø dailininkai apie dailæ, 1998 m. 
Lietuviø menininko pareiga – nusipirkti ðià
knygà.

Virginija JJannuðkevièiûtë dirba Ðiuolaikinio
meno centre ir yra viena ið ÐMC TV kûrëjø.

Ðià labiausiai kuriamà televizijos laidà
Lietuvoje galima bus pamatyti gyvai 2006-øjø

Tarptautiniame Roterdamo filmø festivalyje.
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atrodo, tik man aktualø projektà greitkelyje
Vilnius-Kaunas, kuris turëtø pasirodyti
gruodþio mënesá katalogo pavidalu.
Nereklamuojant ir trumpai, ðio projekto kon-
cepcija skamba maþdaug taip: 
„Greitkelio galerijos Vilnius-Kaunas tikslas yra
surinkti ir fiksuoti menines idëjas bûsimo
miesto perspektyvoje. Susiklosèiusi istorinë
epocha mums leidþia projektuoti objektus
dar neegzistuojanèio dipolio vieðosiose erd-
vëse. Tai, kad greitkelis ateityje gali tapti
pagrindiniu dvimiesèio Vilnius-Kaunas
prospektu, yra puiki galimybë vaizduojama-
jam menui kolonizuoti kol kas laisvà zonà ir
paliesti meno dekvalifikacijos klausimus.
Projektas, atsiþvelgiant á ðià netradicinæ
eksponavimui erdvæ, siûlo naujai permàstyti
meno sampratos bei meninës raiðkos siuþetø
laukà. Greitkelis gali bûti suprantamas kaip
abstrakti sistema. Savo egzistavimu jis kuria
tam tikrà didëjanèià þmoniø galià. Ði galia
keièia materialø pasaulá ir neiðvengiamai
transformuoja þmoniø veiklos sritis, tarp jø ir
menà. Tai ið principo socializuota gamta,
veikianti kaip savotiðkas socialinës átakos
modelis, diktuojantis sàlygas, todël tradicinës
kvalifikacijos èia neiðvengiamai dekvalifikuo-
jamos“.
VJ: Katalogas, kurá rengiesi publikuoti,
paraðytas kaip instrukcijø-pasiûlymø rinkinys,
kuriomis vadovaudamasis pakeleivis supaþin-
dinamas su magistralës meno dëmeniu ir jo
galimybe apskritai, kai tuo tarpu ávairiausio
rango kelininkai gali bent svetimose mintyse
tapti menininkais ar imtis ágyvendinti kapita-
liðkesnius sumanymus „ið katalogo“. Kaip
manai, tos vinutës, kurias reikia ákalti á
kiekvieno namo sienà 500 m spinduliu nuo
magistralës, jau ten?
JL: Greitkelio galerijos katalogà planuoju
iðleisti ðimto vienetø, kurie atitiks visus 100
greitkelio kilometrø, tiraþu. Jie turëtø
funkcionuoti kaip sunumeruoti autonomiðko
grafinio dizaino meno kûrinio egzemplioriai.
Katalogà sudarys 50 atvirlaiðkiø. Nemanau,
kad jam lemta tapti instrukcijø rinkiniu, tai
veikiau diskvalifikuoto meno raiðkos bûdø
paieðka. Bet akivaizdu ir tai, kad didþioji dalis
atvirlaiðkiuose siûlomø projektø yra realiai
ágyvendinami, jie turi savo adresatus bei
konkreèias sàmatas. Esu ásitikinæs, kad iki ka-
talogø pasiraðymo kokteiliø vakaro në vienas
ið projektø nebus pradëtas ágyvendinti. 
VJ: Gráþtant á pradþià: kaip atsirado tavo
paties „kûrybinës veiklos koncepcija“?
Minëjai, kad joje ðis tas turëtø keistis. 
JL: Ak, ta mano „kûrybinës veiklos koncepci-
ja“... Susigalvojau að jà prieð tris metus, kai,
baigæs magistro studijas, dar vis naiviai galvo-

jau apie norà kurti. Tuo metu dirbau bare.
Man atrodë, kad kûrëjas privalo aiðkiai argu-
mentuoti tai, kà jis daro, todël ir pasiraðiau tà
trumpà tekstukà, pagal kurá nuoðirdþiai gami-
nau darbelá po darbelio. Þinoma, tai padëjo
ástoti á Liono nacionalinæ menø mokyklà, ta-
èiau dabar jauèiu, kad ði mano kûrybinës
veiklos koncepcija darosi vis maþiau man
reikalinga. Maþø maþiausiai juokingas atrodo
menininkas su abstrakèia kûrybos koncepcija.
Menininkai, kuriuos teko sutikti, visiðkai
nesistengia formuoti savo kûrybos gairiø –
galbût tai menotyrininkø darbas, – taèiau
dabar manau, kad visokiausias koncepcijas
reiktø kuo greièiau paslëpti á stalèius, nes jos
formatuoja stilius, o menininkas, kuris ilgesná
laikà laikosi kokio nors stiliaus ar koncepto,
darosi neádomus. Tai nemeniðkas menininkas. 
Tu klausi, kaip keièiasi kûrybinës veiklos kon-
cepcija; að atsakau – jos visiðkai nebelieka. Að
jà sau leidþiu iðtrinti. 
VJ: Pagavau save svarstant, ar niekada
nesusidûrei su situacija, kurioje rungtøsi du
tuomet iðsikelti prioritetai – galimybë veikti
kaip reakcija á kiekvienà konkretø „dabar-
ties“ momentà ir „ðvari kûryba“ – tokia,
kurios atsiradimo neátakoja alkoholis ar kitos
medþiagos...
JL: Kalbant apie iðsikeltus prioritetus – jie tuo
ir ádomûs, kad keièiasi. Turiu pasakyti, jog
ðiuo metu þaviuosi tradicine skulptûra.
Planuoju „padroþti“ formà. Man patinka,
kad ji padaroma kaþkur, kur niekas nemato,
o jau iðbaigta nuneðama rodyti á taip vadi-
namà ekspozicinæ erdvæ.
Droþti, kaip ir vairuoti, svaigalai ne kà
tepadeda.
VJ: Net jei ir grasiniesi nutolti nuo klasikinio
minimalistinio konceptualizmo átakos, kurià
pats esi minëjæs (ádomu, ar iðvengsi jos bent
jau meno kritikø, kuratoriø ir þiûrovø vertini-
muose), esi vis dar taip pat giliai kaip anks-
èiau susidomëjæs tiesa. Ar „tiesa“ turëèiau
raðyti kabutëse? Aiðkindamas savo principà
bet kokioje situacijoje vengti melo ir turbût
netikrumo ávairiomis ðio þodþio prasmëmis,
esi sakæs, kad „nieko neapgausi“. 
JL: Tiesa yra ðventas dalykas. Að manau, kad
kiekvienas doras pilietis privalo tai suprasti. Ir
èia kaþkodël prisiminiau frazæ ið 1963 m. 
V. Þalakevièiaus filmo Vienos dienos kronika
– tu esi pilietis arba ne pilietis. Tu esi gyvas
arba negyvas. Ir manau, kad tai svarbu ne
tiek man, kiek paèiai tiesai, kaip jà beraðy-
tum, kabutëse ar ne kabutëse.
VJ: Nebuvai priimtas á VDA aspirantûrà po
to, kai gráþai ið studijø Liono nacionalinëje
dailës mokykloje. Kaip manai, ar tokie
posûkiai menininko biografijoje – svarbûs

(kaip represija, anekdotas ar...)?
JL: Tai, jog stojanèiøjø sàraðe á meno aspiran-
tûrà buvau paskutinis, yra nenuginèijamas
faktas. Kad ir kaip keista, að jo nevertinu
niekaip. Pasilieku galimybæ dþiaugtis savo
jaunatve.
VJ: Ðiemet vien spalá dalyvavai parodoje
Lione, Maskvoje, Baltijos tarptautinio meno
trienalëje BMW Vilniuje ir Londone, vëlgi
jaunø menininkø forume Pilot 2 Londone.
Bûtø puiku, jei pasinaudotum galimybe
papasakoti, kokius darbus eksponavai ðiose
itin skirtingose vietose ir situacijose.
Nepraleisk ðerno!
JL: Lietuvos Respublikos kultûros ministerija
skyrë man edukacinæ stipendijà 6 mëne-
siams, tad atsirado lëðø bei laiko uþsiimti
kûryba. Gavau pasiûlymø dalyvauti parodose,
todël pasinaudojau proga parodyti savo
kûrinius ir ið dalies reprezentavau jaunàjá
Lietuvos kûrëjà. Nemanau, kad skaitytojams
bus labai ádomu, jei pats pasakosiu apie savo
kûrinius.
Visose parodose eksponavau skirtingus dar-
bus, sukurtus ðiemet, iðskyrus Londono
forumà Pilot 2. Viskas praëjo labai sklandþiai.
Man paèiam truputá netikëta, jog susilaukiau
nemaþo þiûrovø susidomëjimo, tai geras
stimulas toliau kaþkà veikti. Sausio mënesá
dalyvausiu parodoje Austrijoje, o pavasará
nusimato pora parodø Vokietijoje. Klaipëdos
Þvejø kultûros rûmuose atsidaro paroda
Septyni laukimai; parodos dar nemaèiau,
taèiau iðsiunèiau praneðimà, kad Juozas
Laivys joje eksponuoja savo ateitá. Tai tiek. 
VJ: Koks þiûrovas tau svarbus?
JL: Kai kurie mano darbai yra sukurti labai
egoistiðkai – vien tik sau. Daugelis kitø yra
konkreèios þinutës, paliktos parodoje galbût
vienam vieninteliam þiûrovui. 
VJ: Draugë ið Suomijos kartà praðë paklausti,
ar tame yra pramogos momentas.
JL: Ne. 
VJ: Bent kiek atpaþinimo dþiaugsmo?
JL: Ne, tai tiesiog tolesnis postûmis á diskusijà. 
VJ: Dar ji praðë paklausti, ar menas gali turëti
kainà.
JL: Tai tas pats, kas klaustum, ar menas gali
bûti menu, nes kaina yra nustatoma, didþiàja
dalimi. 
VJ: Kas tau yra kelionës?
JL: Patirtis ir galimybë pasitikrinti. Lietuvoje
gerai kurti, bet nëra kam rodyti, tai vis tik
viena „retesniø“ zonø ðiuo atþvilgiu...
Eksponuodamas pateisini save ir pasiteisini
prieð save patá. Taèiau esu èia, ir visa, kà
darau, kyla ið èia, todël nemanau, kad gali
bûti prasminga save lauþyti ir keliauti kurti
svetur. 
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ar matome kaþkà naujo, galime to atsisakyti
arba ignoruoti ieðkodami kaþko labiau paþás-
tamo, nesvarbu, kad naujojo atradimo vertë
didesnë. Tai susijæ su atpaþinimu ir jo dþiaug-
smu. Kadangi BMW skendëjo pagonybëje,
tabu, okultizme ir ávairiose subkultûrø kal-
bose ir þenkluose, kasdieniame gyvenime
nepaþástamuose daiktuose – jà buvo sunku
suprasti. 
NL: Suprantu, kad netikrumo jausmas buvo
esminis ðioje parodoje. Manau, kad jei
þiûrovas atkreipë dëmesá á ðá netikrumà, tai
tapo viskà keièianèiu árankiu, bet já taip pat
buvo galima nesunkiai praleisti, nes paprastai
jis suvokiamas kaip kaþkas nemalonaus.
Svarbiausia buvo sukelti sumaiðtá aiðkumo
vardan. Jei negali pasakyti paprastai, tuomet
viskà komplikuok. Ðioje parodoje privalëjau
pamirðti daug to, kà maniausi þinanti apie
parodas, kad galëèiau perprasti, ko galbût
nesuprantu. Galiu pasakyti, kad dabar
nesaugumo jausmas man priimtinas – leidþiu
sau neteisingai suprasti. 
LL: Galime tai pavadinti alternatyviu meno
eksponavimo bûdu. Menininkas ar kûrinys
nebuvo pakelti ant postamento; kûriniai
egzistavo nepriklausomai, bet buvo tar-
pusavyje susijæ. Jie net ir nebuvo susijæ su
erdve, o publika galëjo jø ir nesurasti.
Kaskart, kai apsilankydavau parodoje, ten
bûdavo koks nors naujas kûrinys, kuris
neuþsifiksuodavo mano sàmonëje ankstesnio
apsilankymo metu, arba kûrinys, kurio
anksèiau nepastebëjau. Smagu atrasti naujø
dalykø. Tai toks nuotykis. Man net dingtelëjo,

kad BMW gyva! Nes ávairiais etapais buvo
priduriami visiðkai nauji kûriniai, tai yra, jø
nebuvo per atidarymà. 
NL: Kartais sunku visoje toje sumaiðtyje
matyti nuotykio galimybæ. Mûsø akys ir pro-
tai perkrauti iðankstiniø nuostatø, kokia turi
bûti paroda, o jei mums nepavyksta nustatyti
ar apibrëþti to, kà matome, mes neturime
jokio koncepto, su kuriuo galima palyginti tà
momentà. Pirmoji reakcija – kad esame ið
esmës akli ir pasimetæ. 
LL: Yra posakis, kad net aklas viðèiukas ras
grûdà. Manau, kad yra kitas bûdas interpre-
tuoti parodà, kuri atrodo komplikuota. Jà
galima apmàstyti kaip koká tiltà, kurá turi
surasti, kad galëtum juo perëjæs pasiekti
supratimà. Tarp meno kûrinio ir publikos yra
tam tikra treèia erdvë, kuri reiðkia kûrinio ir
þiûrovo susitikimà. Jei toje erdvëje yra klaida,
kaþkoks dëmesá atitraukiantis dalykas, susi-
tikimas neveda á subjektyvaus suvokimo
patenkinimà, bet já keièia sutrikimas. Reikia
tai apmàstyti arba su savimi, arba su kitais... 
NL: Reikia kaip nors sugaudyti ðeðëlius. 
LL: Taip. Turiu omenyje alternatyvø meno
iðgyvenimo bûdà. Mintyse turi skirti laiko,
laiko, kuriame egzistuoja meno kûrinys. Gali
bûti lengviau suvokti vadovaujantis pagrin-
diniu principu, pavyzdþiui, diskusija ar
pastabomis, kurias uþsiraðai kontempliacijai.
Taip pat gali prireikti kokio nors tavo minèiø
patvirtinimo, pavyzdþiui, kuratorinës didak-
tikos, kuri paaiðkintø konceptualø parodos ar
kûriniø pagrindà. Kadangi BMW jie nebuvo
pateikti, parodos iðgyvenimas buvo lyg

trapecija be saugos tinklo ar raðymas be
nuorodø. 
NL: Ðitaip tikrinami mûsø suvokimo mecha-
nizmai. Mus, kaip þiûrovus, iðbando, ir tai
mus pakeièia. Kaþkas pasikeièia, o pokytis ar
jo galimybë gali padëti pagrindà kaþkam
naujam ar iðskirtiniam. 
LL: Kad paroda bûtø maloni patirtis, turi
prisitaikyti prie nepatogios padëties pasitelk-
damas naujoviðkà màstymà. Pavyzdþiui, turë-
jai prisitaikyti prie juodø sienø ar ðeðëliniø
sienø, kaip jos buvo vadinamos: kai parodos
erdvë buvo suskirstyta á klaustrofobiðkas
kameras juodais plastikiniais izoliaciniais lakð-
tais (kiekviena konkreti siena turëjo lygia-
greèiai kabantá plastikiná ðeðëlá). Iðmokæs 
orientuotis erdvëje suvokiau, kad tos per-
tvaros buvo gana puiki idëja, nes jos sukûrë
daugybæ áëjimø á konkreèià erdvæ. Jas bet
kada buvo galima nustumti á ðonà ir kartais,
kaip japoniðkoje þaidimø ladoje, likdavai
spoksoti á tuðèià tikros sienos betonà. Tai
buvo lyg lobio ieðkojimas, ieðkant kûriniø ir jø
etikeèiø. Galiausiai paroda man atrodo tarsi
„spalvota“, ne daugybës atspalviø prasme,
bet tai buvo paroda, sudaryta ið daugybës
tonø.  
NL: Juodos pertvaros reiðkë visiðkà erdviø ir
kûriniø jose atskyrimà. Tu tikrai turëjai fiziðkai
susidurti su nauja erdve ir nauja situacija, prie
kurios reikëjo prisitaikyti. Parodos erdvë
sukûrë kitus pasaulius ir daugiskaitinæ
tikrovæ, nuolat kintanèiø tikroviø sekà.
Þiûrovas plaukiojo kaþkur tarp, pakviestas
dalyvauti prasmiø kûrime ið fragmentiðkø

parodos detaliø, erdviø ir kûriniø –
iðspræsti galvosûká. 

Lasse Lampeniusas yra Helsinkio
UIAH meno pedagogikos mokyklos 

magistrantas.
Noomi Ljungdell yra Helsinkio Meno

ir dizaino universiteto fotografijos 
magistrantë. Abu yra studentø mainø
programos dalyviai, Vilniuje studijuo-
jantys Lietuvos ðiuolaikiná menà pagal

Baltart Network programà 
(bendradarbiaujant Ðiaurës ir Baltijos

ðaliø regiono universitetams).  
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Niûrià vëlyvo rudens popietæ Lasse
Lampeniusas ir Noomi Ljungdell susitiko
iðgerti alaus ir paplepëti kavinëje Savas
kampas. Jø pokalbis nukrypo á nemalonø
kritikos skoná, likusá po IX Baltijos tarp-
tautinio meno trienalës BMW. Jie nutarë,
kad nemalonus skonis tinka jø dar lavë-
jantiems gomuriams. 

Lasse Lampeniusas: Ðiuolaikinis menas
pasuko kita kryptimi nei esame pripratæ. Tai
nebëra dvimaèiai ar trimaèiai objektai, bûtinai
atspindintys menininkà. Ðiuolaikinio
menininko vaidmuo pasikeitë; [jis] jau yra tik
katalizatorius, atskleidþiantis visuomenëje
vykstanèius procesus. Jis pasakoja istorijas
kitokiomis priemonëmis. Parodoje þiûrovui
reikia ðios kontekstualios informacijos, kad jis
suvoktø kûriná. Kartais, kaip ðiuo atveju,
informacija gali ir nebûti po ranka, bent jau
ne tiesiogiai. Tai trikdo. Jis turi pasistengti
surasti kokià nors ávedanèià gijà. Kartais jam
pasiseka, kartais – ne. 
Noomi Ljungdell: BMW yra geras inten-
cionalaus trikdymo, apie kurá tu kalbi,
pavyzdys. Paroda turi keletà alternatyviø
pavadinimø ir temø, bet kartu ir stengiasi
nebûti „apie“ vienà ið jø. Pagrindinës paro-
dos tematikos slëpimas sukuria beveik
chaotiðkà galimø aiðkinimø, kas tai yra,
ávairovæ. Parodoje nëra vienintelio akcento ar
apibrëþimo, kurio bûtø galima laikytis. BMW
ið tikrøjø kvestionavo parodos konvencijà ir
kvestionavo þiûrovo gebëjimà suvokti. 
LL: Tai lyg turgus, kur gali nusipirkti nelegaliø
daiktø, jei þinai, uþ kurios uþdangos jie par-
davinëjami. Net jei neþinai, gali rasti vietà, jei
pakankamai susikoncentruosi, o kai susikon-

centruosi, turësi prisitaikyti prie juodosios
rinkos taisykliø, kurios netapaèios rinkos
ekonomikos taisyklëms, nevienodos visiems.
Jokiø þenklø, nieko. Turi vël mokytis skaityti.
NL: Kad galëtum skaityti, turi atpaþinti þen-
klus. Kai aptinkame kaþkà mums nepaþásta-
ma, kaip á tai reaguojame? Savo atmintá nau-
dojame kaip atpaþinimo áranká, atsimename
ankstesnes patirtis ir su jomis palyginame
naujàsias. Manau, bûtent tai ir buvo pagrin-
dinis parodos iððûkis – kaip ji mëgino iðvengti
atpaþinimo. 
LL: Ji þaidë pagal savo taisykles.
NL: Gali bûti, kad ji neturëjo taisykliø. Ði 
paroda tyèia melavo, bet bûtent mes patys ir
turime apibrëþti savo reakcijas. Ar mums
ásiþeisti, ar þaisti kartu? BMW egzistavo ne tik
kaip paroda, bet ir kaip gandai, melai, fikcija,
metaforos, vaizduotë ir ðeðëliai. Manau, tai
sukuria ádomø taðkà, ið kurio galime þvelgti á
tikrovæ, kaip tau atrodo? Mes negalime
pamirðti, kad tikrovëje egzistuoja melai; jie
nëra jos prieðingybë. Parodos koncepcija
buvo apie egzistuojanèiø prasmiø nukreipimà
á naujas prasmes, neegzistuojanèias prasmes,
o taip pat – beprasmybæ. 
LL: Ji lieka visø jø paribiø zonoje, slëpdama
barjerus tarp tikrovës ir netikrovës. Ta
prasme, kad negalëjai suvokti kûrinio ar visos
parodos tikrumo. Ji tuo pat metu þaidë
dviejuose pasauliuose. Paroda buvo lyg
ðeðëlis. Ðeðëlis turi ðaltiná – kûnà, bet tu gali
matyti tik ðeðëlá. O juk ádomiausias yra kûnas,
kurá reikia surasti. Pavyzdþiui, Joe Scanlano
karstas. Gandas (kuris pasitvirtino) apie
kaþkur, miðkø gilumoje netoli Vilniaus,
uþkastà karstà. Á karstà menininkas ádëjo
atlygá radusiajam. Keista, kad kaþkokios mer-

gaitës já rado
ir gavo atlygá
(lëktuvo bilie-
tus á Londonà). Tuo pat metu BMW buvo
labai susijusi su pojûèiais. Publika susidûrë su
ávairiausiomis patirtimis/emocijomis ne tik per
vaizdus (ir jø ðeðëlius), bet ir garsus, kvapus ir
vibracijas. Mes abejojome objekto tikrumu:
ar jo vizualinë prasmë iðliko, ar mus apgavo?
Kartais galima meluojant pasiekti „teisingø“
dalykø. Mes beveik kasdien vienas kitam
nekaltai meluojame, kad kaþko pasiektume
ar iðvengtume kai kuriø situacijø. Ar turë-
tume pasitikëti savo pojûèiais, ar ne? O gal
jie taip pat yra nekalti melai arba iðkreiptos
tikrovës? 
NL: Sufabrikuoti ar iðkreipti tikrovæ – ádomi
koncepcija. Pavyzdþiui, kai pagalvoji apie
televizijos realybës ðou: jø nereikëtø vadinti
realybës ðou, nes èia likæ labai maþai to, kas
„tikra“. Tai apskaièiuotas þaidimas. Dalyviai
yra tikri tuo poþiûriu, kad jie yra tikrai
veikiantys realybës ðou dalyviai. Tai insce-
nizuota tikrovë. Prikurdami istorijø ðiuolaikiná
menà taip pat gali inscenizuoti kuratoriai,
patys menininkai ir þiniasklaida. Bet tai –
þaidimo dalis. Scenas ir pasakojimus èia reikia
suvokti kaip kûrinio dalá, ne kaip atskirà
priedà. Manau, kad mitinë BMW paroda
buvo didesnë nei tikroji BMW paroda. 
LL: Teisingai. Paroda pristatë keletà krypèiø ir
kartu nepristatë jokiø krypèiø, taèiau pasklei-
dë „uþuominas“ ávairiomis kryptimis. O dël
autentiðkumo – mes, publika, gal ieðkojome
„tikros“ trienalës, tokios kokios paprastai
rengiamos visame pasaulyje. Tai mûsø
sàmonëje susiformavæs vaizdas apie parodas,
apie tai, kaip jos turëtø atrodyti. Kai randame

Suvokimo mechanizmai
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ÐMC TV naktis tæsiasi
Gruodþio 15 d. þiûrovai pakviesti per vienà naktá pamatyti visas 49 iki tol sukurtas ÐMC TV laidas bei joje transliuotus menininkø filmus
ir tapti vienos ar daugiau 2005 metø sezono laidø autoriais ar bendraautoriais. Iki sausio 15 d. visa tai dar galima padaryti ÐMC erdvë-
je, vëliau teks prisiminti kitus patirtus ir nepatirtus bûdus (ÐMC TV el. paðto adresas – tv@cac.lt). 
2006 m. sausá ÐMC TV pakviesta dalyvauti ir pristatyti save publikai atviru renginiu Roterdamo filmø festivalyje ir palydoviniame Witte
de With meno centro projekte Sattelite of Love. Olandijoje leidþiamo þurnalo Metropolis M redaktorë Maxine Kopsa meno þurnalo Frieze
anketoje ÐMC TV pavadino 2005 metø bienale – superparoda nr. 1: pasak jos, ÐMC TV – „neátikëtinai tyra, kartais kvaila, visada per-
regima, besityèiojanti ið savæs ir kartais tamsi. Jos uþuomazgose jau áraðyta jos baigtis, antrajame realybës metaðou epizode ji pati save
apibûdina kaip „multidimensinæ gatvæ, [kurioje] kiekviena laida yra paskutinë“. Daugelis ávykiø ir diskusijø su á Vilniø atvykstanèiais kura-
toriais ir menininkais filmuojami ÐMC sveèiø namø virtuvëje ar, tarkime, automobilyje. Lyg sakytø ‘esame kelyje, kaþkur keliaujame, dar
suþinosime, kur’. [...] Tai lyg vujarizmas, kuriame yra turinys. Todël ji sukuria tam tikros bendruomenës kultà, bet tai bendruomenë, ku-
rioje viskas atrodo paprasta, ámanoma ir ágyvendinama – nepaisant to, kad tai gali nuskambëti tiesiog kaip Nike reklama. Be to, kadan-
gi laida taip nuoirdþiai kuriama namø sàlygomis ir taip atvirai leidþiasi á savo paieðkas (tampa savimi), darosi priimtinas net begëdiðkas
jos autorefentiðkumas. Þiûrovas mato, kaip kaþkas BÛNA, vietoj to, kad klausytøsi, kà jie nori PASAKYTI“. 

The CAC TV Night Continues
On 15 December 2006 the CAC TV audience was invited to see all 49 programs and artists’ films that have been broadcast over the
course of 2004 and 2005 and to join the project as potential directors or co-directors of future programs. This can still be done at the
CAC until 15January 2006. Other means can be found after the exhibition is finished (e-mail: tv@cac.lt). 
CAC TV has been invited to take part and organise an event in the frame of the Rotterdam Film Festival and is presenting a parallel
project Satellite of Loveat Witte de With, Rotterdam, both happening January and February 2006. Maxine Kopsa, editor of the Dutch
Metropolis Mmagazine has referred to CAC TV as the best “Biennial or big survey show” of 2005 for Friezemagazine’s annual review
edition. According to Kopsa, CAC TV is “remarkably unsullied, on occasion silly, always transparent, self mocking and, at times, dark.
Its own demise calculated in its root, it describes itself in Episode 2 as ‘a multidimensional street, (where) every program is the final
episode’”. Many events and discussions with guest curators and artists coming though Vilnius are recorded in or around the CAC
kitchen, or, say, in a car. As if to say we’re on the road, going somewhere, we’ll see where, which makes it all very much an in-crowd
affair without being an in-crowd, like voyeurism without a total lack of content. Granted, it creates hype around a community but a com-
munity where things seem, at the risk of sounding like a Nike commercial: possible and doable. And because it’s so candidly home-
made and so openly in a state of becoming CAC TV’s brazen self-absorbedness becomes acceptable. The viewer sees how someone
IS instead of only hearing what it is they have to SAY”.
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porary art can be staged by curators, artist
themselves and by media adding stories to it.
But it’s part of the play. The scenes and the
stories should be seen as part of the works
here, not as a separate additive. I think the
mythical BMWexhibition was far greater in
size than the actual BMWexhibition. 
LL:That’s right. The exhibition presented a
few directives, and none at all, yet it sprayed
‘hints’ in different directions. About authen-
ticity, we the audience, might have gone
looking for a ‘real’ triennial, like the ones
presented all over the world. It’s an image
about exhibitions, and about how they
should look, that has built in our minds.
When   we find or see something new, we
might abandon it and ignore its registration
for something more familiar, no matter the
greater value of the new discovery. This has
to do with recognition and the joy of it.
Because BMW was steeped in paganism,
taboos, occultism and different signs and
languages of subcultures, things unfamiliar
to our everyday life – it was hard to under-
stand.
NL:I see that the feeling of uncertainty was
situated an essential role in this exhibition. I
believe that if one paid attention to this
uncertainty, it became a tool that altered
everything, but it could also be passed-by
easily because it’s usually considered to be
something unpleasant. The key was to stir
up the confusion for the sake of clarity. If
you cannot put it simply, then complicate it.
In this exhibition I needed to let go of a lot
of what I thought I knew about exhibitions
to be able to figure-out that I might not
understand. I can say that now I’m comfort-
able with the insecurity I allow myself to mis-
understand. 
LL:We could call it an alternative way of
exposing art. The artist or the work was not
lifted up on a podium; the works existed
independently but are interrelated. They
were not even related to the space, and may
not have been found by the audience. Every
time I visited the exhibition, there was some
new work that hadn’t occurred to me on the
previous visit or a work that I didn’t notice
before. It’s nice to discover some new things.
I like such an adventure. I even realised that
BMWlived! As there were some totally new
works added at different stages; that is, they
weren’t present at the vernissage. 
NL:Sometimes the potential for adventure is
difficult to see within all the confusion. Our
eyes and mind are loaded with preconcep-
tions of what an exhibition should be like,
and if we fail to identify or to map what we

see, we have no concept to compare the
moment with. The first reaction is that we
are practically blind and lost. 
LL:There is a saying, that even a blind chick-
en will find the grain. I believe that there is
another way to interpret an exhibition that
appears complicated. It could be thought as
some kind of a bridge you have to find, so
that you can get across it to the understand-
ing. Between the artwork and the audience
there is a third space, which means the
encounter between the work and the viewer.
If there is an error, a distraction in that
space, the encounter doesn’t lead to the sat-
isfaction of [a] subjective understanding, but
is replaced by confusion. One needs to
reflect upon it with either oneself or with
others... 
NL:One needs to catch the shadows by
some means. 
LL:Yes. What I mean is an alternative way of
experiencing art. One has to take the time in
mind; the time, in which the art work exists.
With help of a guiding principle, like a dis-
cussion or notes taken for contemplation, it
might be easier to understand. One might
also need some kind of validation for one’s
thoughts – such as curatorial didactics to
explain the conceptual basis for the exhibi-
tion or the works. As these weren’t provided
for BMW the experience of the exhibition
was like trapeze without a safety net or writ-
ing without footnotes.
NL:In that way our mechanisms of reception
are put to the test. We as viewers are put to
a test and it alters us. Something changes
and the change or the possibility can be a
support to something new and exceptional.
LL:For the exhibition to be a pleasant expe-
rience one has to adjust to an uncomfortable
position through new kind of thinking. One
had to, for example, adjust to the black
walls, or shadow walls as they were called:
when the gallery was divided by black plastic
insulation materials (each concrete wall had
a plastic shadow hanging parallel to it) into
claustrophobic chambers. After learning to
navigate in the space I realised that they
were actually quite brilliant as they produced
a multiplicity of ways of entering any given
space; they could be pushed aside at any
point and sometimes like in a Japanese game
show you’d be staring at the blank concrete
of the actual wall. It was a kind of a treasure
hunt, searching for the works and their
labels. In the end the exhibition seems to me
like it was really ‘colourful’ not as in multi-
hued but it was an exhibition comprised of
many tones.

NL:The black walls between spaces signalled
a total separation of the rooms and the
works in them. You really had to physically
confront a new space and a new situation in
which to adapt. The exhibition space created
other worlds and reality in plural, a range of
constantly changing realities. The viewer
floated somewhere in between, invited to
participate in the creation of meanings out
of the exhibition’s fragmented details, spaces
and works; to solve a puzzle.

LasseLampeniusis a MA student at the
school of art education at the UIAH, Helsinki. 
NoomiLjungdellis a MA photo student at

the University of Art and Design
Helsinki.Both are exchange students in

Vilnius and are studying Lithuanian
Contemporary Art as part of the Baltart

Network (a collaboration between universi-
ties in the Nordic and Baltic region).

Lasse Lampenius and Noomi Ljungdell
met for a beer and a chat at Savas
Kampas (the Corner Bar) on a gloomy
afternoon in late autumn. Their talk
turned to the critical after-taste of the IX
Baltic Triennial of International Art: Black
Market Worlds. They decided that the
after-taste suited their developing
palates.

Lasse Lampenius:Contemporary art has
developed in a different direction than what
we are used to. It’s no longer about two- or
three-dimensional objects that are necessarily
reflective of the artist. The role of the con-
temporary artist has changed; [he] is merely
a catalyst that exposes processes in society.
He narrates stories in different media. The
viewer in an exhibition needs this contextual
information to understand the work.
Sometimes, like in this case, the information
may not be at hand, at least not directly.
That confuses. He or she has to make an
effort for finding some through-line.
Sometimes succeeding, sometimes not.
Noomi Ljungdell:Black Market Worldsis a
good example of the kind of intentional con-
fusing you are referring to. The exhibition
has several alternative titles and themes
while it simultaneously tries to avoid being
‘about’ any one of them. The blurring of an
exhibition’s principal thematic creates an
almost chaotic diversity of possible interpre-
tations of what it is. There is no single focus
point or definition in the show that one
could follow. BMWwas really questioning
the convention of an exhibition and ques-
tioning viewer receptivity. 
LL:It’s like a market place where you can
buy illegal things if you know which curtain
they are being sold behind. Even if you don’t
know, you can find the place if you concen-
trate hard enough and when you do, you
have to adapt to black market rules which
are not the same as in the market economy,
and not the same for everyone. No signs, no
nothing. You have to learn how to read
again.
NL:In order to read one has to recognise the
signs. When we encounter something unfa-
miliar to us, how do we react to it? We use
our memory as a tool of recognition, remem-
ber previous experiences and compare new

ones to them. I think that was what was s so
challenging in this exhibition – the way it
attempted to avoid recognition.
LL:It played with its own rules.
NL:It might be that it had no rules. This
exhibition was lying on purpose, but it’s up
to us to determine our reactions. Should we
feel offended or play along? As well as an
exhibition, BMWexisted as rumours, lies, fic-
tion, metaphors, imagination and shadows. I
think this creates an interesting point from
which to view reality, don’t you think?  We
can’t forget that lies exist in reality; they are
not the opposite of it. The concept of the
exhibition was about bending existing mean-
ings into new meanings, non-existing mean-
ings and also meaninglessness. 
LL:It lay in the border zone of all of them,
blurring the barriers between real and unre-
al. In the sense, that you couldn’t figure-out
the truthfulness of the work, or the exhibi-
tion overall. They played in two worlds at the
same time. The exhibition was like a shadow.
But a shadow has a source, the body, but
you can only see the shadow. But it is the
body that is the interesting part, which
needs to be found. Take for example Joe
Scanlan’s coffin. A rumour (that later proved
to be true) about a coffin buried somewhere
in the deep forests outside of Vilnius. Inside
it the artist had placed a finders-fee.
Strangely some girls found it and received
the fee (air tickets for a London holiday). At
the same time BMWhad a lot to do with the
senses. The audience was exposed to differ-
ent kinds of experience/emotion through not
only images (and their shadow), but sounds,
smells and vibrations. We doubted the verac-
ity of the object, was its visual meaning
extant or did it trick us? Sometimes one can
achieve “right” things through lying. We tell
white lies almost every day to each other, to
achieve some things or to avoid situations.
Should one trust one’s senses or not, or are
they white lies or warped realities as well?
NL:To manufacture or warp reality is an
interesting concept. For instance, if you think
about reality-shows on TV: they shouldn’t be
called reality shows, because there is very lit-
tle of the ‘real’ left in them. It’s a calculated
game. The participants are real in the sense
that they are really acting reality-show partic-
ipants. It’s reality being staged. Also, contem-
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from this place, so I don’t think that break-
ing oneself to go somewhere else and try
making art there makes any sense.
VJ:There was a rumour during your student
years about a kind of an experiment you
conducted behind closed doors, which I
remembered while you were speaking of
your relation to the Lithuanian context.
JL:There were seven or eight of us who
dropped studying and closed ourselves in
one room for a week. All buddies. We
blocked the door with an armchair. On the
last day someone brought us a camera and
we shot ourselves a bit. The most interesting
thing happened when we went out and
were walking on the street, the seven of us
were afraid to walk far from each other. You
feel the impact if somebody slightly walks
away…it is a weird feeling. And afterwards it
was strange for me to sleep because I stayed

in the same room.
VJ:Another question suggested by a friend:
what word would you find more appropriate
to define contemporary art?
JL:NOW art. It would be, and art NOW
between two dates and it would expire right
afterwards.
VJ:The last couple of questions. Your use of
Lithuanian spoken language is very common
in your art, but very uncommon in the con-
text of normative written Lithuanian. Do you
mind if we standardise the language of what
you‘ve written for this interview?
JL:OK.
VJ:One more then. I know that you disap-
prove of any discussion about artists’ roles,
as this term first of all implies subordination
to director, curator or a play, et al., but
maybe you could talk of an artists’... duties?
JL:Lithuanian art is as variegated as an

Easter egg. Everyone creates it in a different
way; everyone tries to express oneself, wants
to be distinct and unique. This is why the
role of an art critic is so unenviable. How do
they not lose track? Where will they find
Ariadne’s clue that will show him the way
out of the labyrinth of individualities of
colour and form?“ – Arvydas Ðliogeris in 72
Artists Talk about Art, edited by Alfonsas
Andriuðkevièius, 1998. 
It is a duty of Lithuanian artists to buy this
book. 

Virginija Januðkevièiûtëworks for the CAC
and is co-producer of CAC/TV. 

You can see more of Lithuania’s most 
happening television program at the 2006

Rotterdam International Film Festival.

mode of social influence and prescribes
terms, thus traditional qualifications are
inevitably disqualified.”
VJ:The catalogue that you are about to pub-
lish is written as a set of instructions/propos-
als that might introduce a passer-by to the
possibility of an art dimension on the high-
way; meanwhile, the road-workers are
afforded the possibility to become artists at
least in the minds of the other who follow
these instructions, who could potentially
bring some of the major proposals to life.
The nails that are to be hammered in a wall
of every single house within 500 m distance
from the highway, do you think they are
already there?
JL:The highway gallery catalogue will be
published in a run of 100 copies, every copy
standing for each kilometer of the road.
They should function as numbered copies of
an autonomic work of graphic design. The
catalogue will consist of 50 postcards. I don’t
think that it is certain to become a volume of
instructions; it is more likely to be considered
research into the methods of expression of
an unrecognised art form. Nevertheless,
most of the proposals that will be printed on
the postcards can be implemented and they
have addressees as well as estimates. I am
sure that none of the proposals will be start-
ed to be realised before the catalogue
launch and signing party.
VJ:Jumping to the beginning: how did the
manifesto of yours “Conception of Artistic
Practice” happen? You have mentioned that
something should change in that text.
JL:Oh, that. I came up with “Conception of
Artistic Practice” three years ago, after I had
finished my MA studies and was still naively
embroiled in a wish to create. Back then I
was working in a bar. I though that an artist
ought to articulate clearly what he is doing,
thus I put together this little text, and have
followed it sincerely while creating one work
after another. Of course this helped me a lot

to enter the National
School of Arts in Lyon,
but I feel that I need it
less and less. An artist
who has an abstract
conception of his prac-
tice is, at minimum,
funny. Artists whom I
have met do not seek
to formulate any guide-
lines for their work (it
might be the job of art
theorists), but now I
think that all sorts of

concepts should be hidden in drawers as
soon as possible, because they form styles,
and an artist who sticks to one style or con-
cept stops being interesting. This is a not-
arty artist. 
You ask how does my conception of artistic
practice change; I answer: it ceases to exist. I
let myself erase it. 
VJ:I found myself wondering if the two
principles that you raised back then have
ever crossed: the possibility to act in appreci-
ation of the moment and the “clean creativi-
ty,” with no alcohol or other substances
involved...
JL:Speaking of the principles, the fact that
they change is what makes them interesting.
I have to say that at the moment I admire
traditional sculpture. I plan to concentrate on
that form for now. I like the idea that it is
being made beyond the public‘s eye and
then it is brought to the so-called exhibition
space. 
Alcohol does not help to concentrate on
form just like it does not help concentration
on driving.
VJ:While you threaten to leave the influence
of classical minimal conceptual art behind (I
wonder if you will ever succeed), you still
seem to have the same interest in the truth,
or should I use quotation marks here – “the
truth”?
JL:Truth is a holy thing. I believe that every
decent citizen ought to understand this. For
some reason now it reminded me a phrase in
the 1963 movie A Chronicle of One Day: you
are a citizen or you are not a citizen. You are
alive or you are not. And I think that it is not
so important for me as it is for the truth
itself, however one would spell it.
VJ:You haven’t been accepted to the next
level at the Vilnius Art Academy after you
returned from the National Art School in
Lyon. Do you think that these kinds of turns
are important in an artist’s biography (as a
repression, a paradox or…)?

JL:The fact that I was put last on the list of
all candidates is true.
Strange as it may seem, I do not consider
this important at all. I am letting myself
enjoy my youth.
VJ:During October 2005 you participated in
exhibitions in Lyon, Moscow, in the IX Baltic
Triennial of International Artin both Vilnius
and London, again in London in the forum
of young artists called Pilot 2. It would be
great if you took a chance now to speak
about the works that you exhibited in these
diverse situations and places. Do not forget
the wild pig!
JL:The Lithuanian Ministry of Culture gave
me a 6-month grant for education so I had
time and money to involve myself in art. I
was invited to the shows, and I used the
chance to show my work and to partially
represent a young Lithuanian artist. I don’t
think that the readers will be very happy if I
start describing my own works.
In all those exhibitions I presented new work
from this year, except at Pilot 2. Everything
went very fluently. It was quite a surprise for
me that the public was interested; it is a big
stimulus for future work. In January I will
show in Austria, and later on in spring in
two exhibitions in Germany. Now an exhibi-
tion opens in Klaipëda‘s Cultural Palace of
Fishermen called Seven Waitings. I haven‘t
seen the exhibition yet, but I have sent an
announcement that Juozas Laivys exhibits his
future in this show. That’s about it.
VJ: What viewer is important to you?
JL:Some of my works are guided by very
egoistic intentions – they are addressed to
me alone. Most of the others are particular
messages in the exhibition that will be
understood by maybe a single viewer.
VJ:A colleague asked if there was an ele-
ment of ‘entertainment’ involved?
JL:No.
VJ: Not even a bit of fun in relation to the
identification?
JL:No, it is just a step towards discussion.
VJ:They also asked me to ask you if your art
can be priced?
JL:It would be the same if you asked if art
can be art, because prices are a matter of
establishment in most cases.
VJ:What is travel for you?
JL:Experience and a chance to synchronise
yourself. Lithuania is good place to create,
but there is no one to see what you have
made, anyway it is one of the less “dense”
zones in this aspect... While exposing your
work you prove yourself even to yourself.
But I am here, and everything I do comes

Juozas Laivys atsiveþë televizoriø kad parodytø jam televizijos bokðtà, 2001
Juozas Laivys brought his TV set to show it the television tower, 2001

Nusiþeminti yra lengviau, nei gyventi tarp tø, kurie niekada to nepadarytø. Ðtai apie kà pagalvoja kiekvienas
menininkas prieð parodydamas kitiems savo kûrinius. / Baletas – legalus sadizmas. Ar visuomenë, pasitenki-
nanti þiûrëdama á baèkose uþaugintus þmones, gali bûti subrendusi kovoti uþ gyvûnø teises, suprasti kûrybà?
/ Menininkas kaip tam tikrø idëjø transliatorius turi bûti susipaþinæs su siøstuvø mechanizmais. Kitu atveju jis –
struktûros vergas, nesuvokiantis, kad ne jo kûrinys, o pats kûrimas yra vertybë, kurià galima pirkti ir parduoti.                

Juozas Laivys
It is easier to humble yourself than to live among those, who refuse to do so. / This is what every artist thinks
before showing his works to others. / Ballet is legal sadism. Is a society, which entertains itself by looking at
people who have grown up in barrels, mature enough to fight for animals’ rights and understand creation? /
An artist as a transmitter of certain ideas has to understand the mechanics of transmission. Otherwise he is
an uncomprehending slave of a structure: who doesn’t understand that creation itself (let alone an artwork)
is a value that can be bought or sold.                                                                                   Juozas Laivys
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Artist Juozys Laivys can be a tricky char-
acter to track down, a regular Pimpernel,
and his work as difficult to pinpoint (he
was responsible for the gilded thumb-
tack on the cover of our inaugural issue).
Virginija Januðkevièiûtë stalked him over
a two-week period through the streets
of Vilnius and through cyber-space to
find out some more about his dedication
to the ephemeral.

Virginija Januðkevièiûtë:I
found it very useful this
autumn to follow you to the
English-speaking appoint-
ments after you returned
from your almost simultane-
ous journeys in all directions
after the IX Baltic Triennial
opened. For instance, your
work for Lyon was a mystery
for me until I had to translate
for one of the guests that the
drop of ink, that spilt on the
page and was wiped away
immediately, might be the
only comprehensible thing in
a book that is written in the
XV century in a dead language.
I am reading through a recent
interview and it turns out
that you tend to avoid discus-
sions about art “in general”,
as if it were  – a stiff phrase –
only useful for paperwork,
and also that you are very
keen to elevate individualism.
However, I would like to
approach this from a different
angle, in the light of the forth-
coming Vilnius-Kaunas Highway
Gallery. Can you tell me something about it?
Juozys Laivys:I must say, and it’s a pity,
even if it’s not really important: that I often
meet with people from the arts that are all
the same: boring. They are not interesting,
for me, and not interesting to themselves.
This is why I think I do not have any wish to
participate in discussions like the ones you‘ve
mentioned.
It is all quite simple: art is a matter of luxury.
Not many people can still afford it, so they

do not bother to come to see it, not even to
speak of free and independent creativity.
People have no more ideas. Despite the com-
mon effort to prove that everyone is happy
and cheerful, I see nothing else but bank-
ruptcy and existential sadness in the deeper
crevices of consumerism and its creative
reflection. True, while doing that last inter-
view with friends I relaxed and formatted a
notion of art that sounded somewhat like
this: “Art is a syndrome of society‘s diseases

that are influenced by the current ideologies,
politics, economy and culture and is
expressed via cultural means.” I would not
necessarily reiterate this formulation today
yet I take responsibility for it – as I am free to
do so. 
Also I am happy to declare my responsibility
for the project that I conceived (and that
alone seems to be the point) as the Vilnius-
Kaunas highway. The project will be realised
in December in the form of a catalogue.

Without too much self-promotion and wast-
ing of words, the idea of the project could
be expressed like this:
“The aim of the Vilnius-Kaunas gallery is to
collect and record artistic ideas expressive of
the future city. The current historical epoch
lets us project objects in the public spaces of
the as yet non-existent polis. The fact that
the highway may become a central boule-
vard of the future city Vilnius-Kaunas gives
an opportunity for contemporary art to

colonise the currently non-occupied zone
and raise questions of the cancellation of art.
The project that is grounded in this non-con-
ventional exposition space suggests a revi-
sion of the notion of art and the field of
artists‘ subjects/objects/narratives/plots. The
highway can be understood as an abstract
system. It empowers people. This power has
altered the material world has transformed
the areas of human activity, including art. In
principle it is a space that exerts a certain

Say what?

Alexis Vaillant, Raimundas Malaðauskas, Juozas Laivys ir Darius Vaièekauskas su ðerno galvos iðkamða, kuri 2005 metais kabëjo ÐMC rengiamoje parodoje Vilniuje.
2128 metais iðkamða taps ðiuolaikinio meno kûriniu, iki tol ji bus saugoma Þemaièiø dailës muziejuje Plungëje. Juozas Laivys, 2005
Alexis Vaillant, Raimundas Malaðauskas, Juozas Laivys and Darius Vaièekauskas with the head of a wild boar that was shown in an exhibition organised by the
Contemporary Art Centre in Vilnius. In 2128 this head will become a work of contemporary art. Untill then it will be stored in the Samogitian Art Museum in
Plungë. Juozas Laivys, 2005

The Freedom and Commitments
of Juozas Laivys
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responsibility towards the work in their care
and have to do research about how to show
the work properly in the future.
I:Talking about the future, your work con-
centrates on history and as long as you focus
on history particularly in relation to the last
60 years in Lithuania don’t you think that
you will keep on encountering this problem?
Is this why in your latest work The
Disappearance of a Tribe (2005) you have
returned to a more personal narrative, if I am
correct it is a portrait of your father through
family photo albums that picks-up from the
work His-story (1998) that is also about his
story?

DN:One thing that you should realise is that
films such as Legend Coming True(1999)
about Jewish woman Fania Broncovska that
survived in Lithuania through World War Two
is also a personal story, just a different type.
But it is based on her testimony and it is ‘her
story’. But yes, Disappearance of a Tribe does
follow on from the earlier work about my
father, but they are two different sorts of
videos. If you remember I act in the first one
and this film animates photos. The starting
point was seeing these photos again and
being struck by the sorts of images that were
inside the albums and their importance to
me. Yet, they are also types of images that
will be familiar to an audience they have a
look that an audience can relate to. 
I:It shifted the dialogue in your work for me
so that it didn’t need to be read internally,
that is against His-story, but it brought the
work into the realm of the photo-roman
such as Jean-Luc Godard and Jean-Pierre
Gorin’s Letter to Jane (1972)or the better-

known work Chris Marker’s La Jeteé (1962).
Is this sort of shift the reason why you made
a work like Matrioskos (2005) about the
Lithuanian girls who are duped into being
‘exported’ to work as strippers and escorts,
that was recently included in the IX Baltic
Triennial?
DN:That work Matrioshkos is really about
the Lithuanian media and was made for the
context of the triennial. The Lithuanian news
media keeps returning time and again to the
subject of these girls who have dreams of
being models but end up as something else.
It is like a bad joke the way they keep telling
the same sad story and nothing is done

about it. My work is a fiction though it is not
a documentary. These girls are actresses and
their stories are scripted. The actresses will
be familiar to Lithuanian viewers who follow
a certain television show in which they
appear, that is shot in Belgium along a simi-
lar story.  This scripting challenges standard
ideas about audience reception and shows
what a fake ‘news’ media is. 
I:It also brings a contemporary feel to your
recent work and points out that the history
that you are working with is equally unsta-
ble, that maybe you aren’t trying to make a
definitive reading. I wonder if being in Berlin
has made you think about your work differ-
ently or has inspired a different working
method as could be related to your first and
often written about residential experience in
London in 1992? In a larger city where there
is more art to see is looking at exhibitions
become part of the process? And I relate this
to Vilnius, which, to a great extent, only has
the one major venue for contemporary art.

DN:It is a long time since 1992! And as I
mentioned earlier back then I was still work-
ing with objects so things have really
changed for me – maybe I really should go
return to making things! There are too many
things to see in Berlin so I tend to be more
choosey about what I look at. There are dif-
ferent types of things in terms of dealer exhi-
bitions and museums that can be experi-
enced at different times, you can separate
them out. With so many artists in Berlin now
there is also a large ‘second tier’ that can
suck up all your time. Funnily, now that I
don’t work here and am in Vilnius on visits I
would tend to spend more time looking at
an exhibition at the CAC properly than at
any one exhibition in Berlin.
I:And have your attitudes to history changed
in your new locality, as Berlin could be con-
sidered for obvious reasons the centre of
20th century European history?
DN:Of course there are many centres of
Europe depending on how you look at it.
There is my own workEurope 54’54’’ – 25’
19’’ from 1997 that points out that Vilnius
lies at the geographic centre of Europe. But
sure, Berlin really does history well. There is a
real discussion about its impact on the city
and how it will be carried into the future.
When there are major building projects or
restoration projects everybody knows about
them and talks about them so history has a
presence. And there are always exhibitions
and conferences based around the topic. It
provides a better context for works of art to
be received.
I: In relation to this, with a particular view of
building, have you noticed any changes in
Vilnius since your return?
DN: I haven’t been away for very long only
six months but for a couple of years now the
city has been changing too fast. Property
developers in the Old Town have been mak-
ing transformations that are difficult to com-
prehend or keep up with. Many of them
seem needless and the centre of the city is
beginning to look like every other middle-
European shopping district.  Of course this
means that there is more money for people,
which when compared to the days in 1989-
1992 around independence is a good thing. 
I:The rate of change also ensures that your
work that preserves a vision of Lithuania at
the time they were made are guaranteed the
status of becoming ‘visual history’ some time
in the not-too-distant future. 

Simon Reesis editor of INTERVIU magazine.
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On his last trip home to Vilnius from
Berlin, where he is a DAAD Fellow,
Deimantas Narkevièius dropped by the
INTERVIU office for a chat. In familiar
surrounds – after a year away from
working as a curator at the CAC
Narkevièius name is still emblazoned on
the door – he sat back and riffed about
his latest work installed in his solo exhi-
bition at the Kunst Academie Galerie,
Berlin under the shadow of the
Brandenburg Gate. Straight after we
repaired to his regular pulpit, the
gallery’s bar, but too late the Dictaphone
was already switched off…

INTERVIU:Now that you are living in Berlin
as a DAAD Fellow, and I know you’ve talked
about extending that experience, how do
you measure yourself against the concept of

being a ‘Lithuanian artist’?
Deimantas Narkevièius:Berlin is great but
my production and ideas are based still here
in Lithuania, and at this time I haven’t had
any plans to make a Berlin work. That isn’t
to say that this isn’t going to change but for
now I am pleased to say that I am a
Lithuanian artist. Of course I can’t look forev-
er into the future and say what I will be
making in 10 years time. Though at the
moment I am so busy I have so many com-

mitments that I am working on that I would
actually like to retire, or at least take a break.
As long as I am working with video, moving
images, I will probably work with a set of
images, a moment in Lithuanian image mak-
ing that is important to me. Though as you
know I trained as a sculptor so I could return
to working with objects and these could be
more ‘international’. Who can say?
I:I ask this question about being a
Lithuanian artist as when exhibiting interna-
tionally, and you are a truly international
artist the demand for ‘representativeness’
can present a challenge to the reception of
the work. I know that you have expressed
negative opinion on this in the past, could
you comment?
DN:It is true, I have found recently there is
higher demand from international collectors
and curators of my work that matches their

idea of what work from the post-soviet
should look like. The worst experience was a
show Time and Againat the Stedelijk muse-
um in Amsterdam in which my work Once in
the XX Century (2004) that has the Lenin
statue being returned to its place in Vilnius
in it was presented alongside a number of
works by famous artists from Eastern Europe.
It was heavy handed and the reviews were
really negative. It was as if they thought we
were nostalgic for that period because there

was not enough context provided by the
curators for a complex reading of the exhibi-
tion. They still don’t realize that contempo-
rary art from Central Europe is already a part
of the art scene and a criterion of exotic
doesn’t work anymore. They missed a
dynamics of a broader European context,
which would allow the exhibition to be read
a historical perspective.
I:There was also the example of Flash Art
using it as an image promoting the Prague
Biennale and in the description saying it was
footage of the statue of Lenin being
removed from October Square in Moscow!
As we both know Lenin is still there, and you
are by no means a Russian artist.
DN:That is another matter all together. The
visibility of Lithuanian contemporary culture
is low and we have to change the situation. I
have also had very positive experiences
though for instance at the exhibition
Ausgeträumtat Vienna Secession curated by
Kathrin Rhomberg and with a young curator
Barbara Steiner who presented the exhibition
The Future is not what it used to be in
Leipzig. Both have a vision of Central
European art that encouraged me to work
with them. So it is not all one way.
I:Your work The Role of a Lifetime (2003)
has recently been acquired by the Tate
Modern. It is about the renowned British
filmmaker and television director Peter
Watkins whom lived in relative seclusion in
Vilnius for a number of years. This is a first
for a Lithuanian artist. Is this important for
you and how do you think it will impact on
the long-term reception of your work?
DN:The work was commissioned for a proj-
ect by the Anglican Church in England and
was recently shown again at the Frieze Art
Fair so it already has a context in the UK.
Also, Watkins is a highly regarded British
filmmaker so there is another set of connec-
tions. And the opinions expressed about
Lithuania in the work are Peter’s so there is
less likelihood of it being used to depict
some sort of cliché. Of course it is great for
me though I can hardly tell when it will actu-
ally be exhibited there nor does it mean that
the film won’t stop being shown elsewhere.
What is good about works going into major
museum collections is that curators do have
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Although I was doing a little of everything:
drawing, moulding, carving and even 
knitting. 

Valentinas Klimaðauskas:Which artist
and/or artistic period inspire you most? 
BP:Generative art
http://en.wikipedia.org/wiki/Generative_art,
Aesthetics & Computation Group MIT Media
Lab.
AR:This period inspires me most, of course,
and before, the 1970s and their architecture,
engineering, elegance, etc. I have breathed
in quite a lot of .
TS:Well, I still like Maurizio Cattelan. 
TM:Rachel Whiteread and the new wave of
British art related to her.
KÐ:I would like to live one of my lives dur-
ing the first half of the 19th century in
Vilnius, to study at Vilnius University together
with Adomas Mickevièius and his generation.
This does not mean that what inspires me is
Mickevicius‘s work. 
JJ and SL:Different artists, works, ideas
from the 1950s until now, from Duchamp to
yBA, from what we have seen to what we
don‘t even remember. 

Valentinas Klimaðauskas:The author of
which work by another artist or which artist
you would like to be?
BP:I would like to be somebody between
Harmony Korine and Zach Liebermann. 

LB:R. Mutt. 1917.
JJ and SL:We would like to drink together
with Christo and Jeanne-Claude, and to
smoke with Gilbert and George:)
GD:I would like to perform for Cindy
Sherman’s photographs.
AR:I would like to be Marilyn Manson for a
while.
KÐ:I would like to be for a while in Jurgis
Kunèinas’s novels as one of the characters
without the author knowing it. However, I
wouldn’t like to be the author of his works. 

I would also like to be the painter of
Truncated Treesby Jonas Ðvazas.
TB:Of the work of art the author of which
could be anyone. 

Valentinas Klimaðauskas:In which exhibi-
tion that has or has not taken place (in
which you haven’t participated) you would
like to participate? 
LB:Retrospectiveof Liudvikas Buklys.
AR:I would like to participate in Electro Days
2006 [electronic arts event at the CAC].
TB:Ground Control, 1997.
TS:The Wrong Gallery. NYC.
KÐ:In the first exhibition of Lithuanian art in
1907 in Petras Vileiðis house, Vilnius; to be
among the audience at the opening of the
first solo exhibition of Jonas Ðvaþas at the
LSSR Art Museum, Vilnius, 1965; to exhibit
my work Truncated Treesat the posthumous
exhibition of Ðvaþas’ works at the Art Exhibi-
tion Palace, 1977; to participate in Twilight
and Cool Places at the CAC in the 1990s.

Valentinas Klimaðauskas:Perhaps, you
would like to ask something? 
SBI:Why do people have to die?
TM:What is more important: enthusiasm for
the debut or the debut for enthusiasm? 
LB:I would like to, but when we meet in
person.
VS:Won’t my work be too boring next to
the others? 
JJ and SL:Is the exhibition Enthusiastsacci-
dental or CAC wants to work with young
artists? What is the stance of CAC with
regard to young Lithuanian artists? 

are ‘unemployed’.
KÐ:It is more important to get institution-
alised and then to return so that the cynical
fact of institutionalisation was not so obvious.
TM:In all its aspects, a debut is related to
institutionalisation: its basis is the satisfaction
of contemporary attention deficit and hunt
for it. 
BP:In order to introduce certain social
changes one has to consider long periods
counted in years; thus one could speak of
stability, that is, institutionalisation as well as
perfection, realisation and development of
one’s artistic goals. 

Valentinas Klimaðauskas:To remember the
famous quote of J. G. Ballard: “Does the
Future Have A Future?” Anyway, what are
you planning to do in the future? 
AD:I am trying to identify myself neither in
the present nor in the future, thus ‘the
future has to come’. 
KÐ:I am planning to continue being an artist
and make my entrances here or there from
time to time; however, whether I am legit-
imised as an artist also on the institutional
level, it depends not only on me or even not
on me. Thus, the future has no future. 
TS:After the exhibition, there will be anoth-
er exhibition. 
VS:In any case I will create and continue
produce motorbikes. The scale of creation
and production will depend exclusively on
this debut: the first time my bike sculptures
have been seen by a larger public.
JJ and SL:Perhaps, the attention of art insti-
tutions relieves you from the outsider com-
plex. I doubt whether stagnation can be pos-

itive in contemporary art; thus return is
replaced by renewal. 

Valentinas Klimaðauskas:Although the
market for contemporary art does not exist
now in Lithuania, and the media are not very
interested in it either, what sort of artist’s
career would you like to have?
LB:To finish an artist’s career immediately
after each exhibition; 
TB:‘The art scene’ is interesting only as
much as it is not a purpose in itself and
doesn’t go one-way. Identity does not neces-
sarily have to be tied to it somehow. 
AG:I would like to be some kind of a star.
VS:I would like to have a name: so that my
works would be valued. 
KÐ:Most often others impose an identity on
us; thus, planning may be useless. And
unproductive wishes end in neurosis. 

Valentinas Klimaðauskas:Does the art
scene need ‘star’ artists? 
VS:The art scene needs artists who are able
to interest an audience even in this time so
full of works of art. 
KÐ:I think, we need such artists as well, but
there are no representatives of visual arts
among ‘stars’ in Lithuania, because
favourable business structures have not yet
formed. ‘National prizes’ do exist, but they
have a different purpose. 
JJ and SL:The art scene needs personalities
and geniuses, but not necessarily stars. Andy
Warhol used his star position perfectly, but
presently stars have to overcome pop cul-
ture. We really need artist-politicians, artist-
businessmen or artist-aliens. 

TB:The non-questionable notions of the
‘market’ and ‘career’ neutralise in a way all
the spheres of art into the ‘sphere of applied
arts’. 

Valentinas Klimaðauskas:We all know that
the reality show is among the most success-
ful sectors of show business in contemporary
culture marked by the cult of youth. Does
the art scene also have to use the same
strategies of star production system as the
entertainment industry? 
BP:Yes, and it should motivate the audience
to act, and not just to consume passively. 
TM:An art-going public as a personality is
the necessary condition stimulating the
process. 

Valentinas Klimaðauskas:Expectations
concerning the coming of a new generation
sometimes return as a boomerang. For
instance, at the 1997 London RCA exhibition
of yBA (Young British Artists), Sensation,
Marcus Harvey’s portrait of Myra Hindley,
child-killer, painted with children’s palms, and
somebody poured ink on it. Later a couple of
guards had to protect the painting, several
members of the College resigned, etc. Do
you believe that your artistic aspirations
could include shocking the audience? Or is it
only a way to attract the media? 
TB:Shocking or the attention of the media
as such is not important to me. 
SBI:Shocking is not the means, but a necessity. 

Valentinas Klimaðauskas:Do you think it is
still possible to shock? 
GD:This has been proven by the video of a
Finnish artist (I don’t know his name), which
shows how the artist is masturbating on a
cat and then chops it with the axe. When
the discussion calmed down, KIASMA pur-
chased the work. 

Valentinas Klimaðauskas:What is, in your
opinion, a typical example of contemporary
art (work, author, etc.)? 
AD:Exhibition Bismuth Monk, work:
Bismuth’s Video Switched Off.
LB:Wim Delvoye’s Cloaca: a shit-making
machine. 
GD:The BMWtriennial that has just ended
here.
AB:Dmitrij Nagijev’s TV program Okna
[Russian talk show]. 
TB:Ryoji Ikeda’s Matrix.
TM:Jeff Koons.
VS:I am ashamed to admit it, but I haven’t
been interested in art history until now.
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In association with his first solo-curated
exhibition at the CAC, Enthusiasts:
young Lithuanian artists exhibition,
house curator Valentinas Klimaðauskas
formulated a set of questions for the
participants. It is intended as an art-ori-
ented word association game focussed
on: career, the concept of a debut, art
system hierarchies, pop culture, the par-
ticipating artists’ past and future, and
socio-cultural influences impacting upon
them. Intentionally light-hearted, this
interview tries to learn more about the
relationships of young artists with them-
selves and their environment than pro-
duce deeper research into the psycho-
logical landscape of their generation.

The following artists were the first to answer
this questionnaire: Antanas Dombrovskij
(AD), Arturas Bumðteinas (AB), Bartosz
Polonski (BP), Domas Noreika (DM), Liudvikas
Buklys (LB), Gintaras Didþiapetris (GD),
Andrius Rugevièius (AG); Tautvydas
Bajarkevièius (TB); Stasys Bonifacijus Ieva
(SBI); Tomas Martiðauskis (TM), Titas Silovas
(TS), Valdas Stanionis (VS), Kæstutis Ðapoka
(KS), Jurga Juodytë and Saulius Leonavièius
(JJ and SL);

Valentinas Klimaðauskas:Does anybody still
ask you whether what you do is really art?
TM:Unfortunately, no. Is it so obvious to
everybody? 
VS:Nobody even thinks to ask; they say:
‘this is really art’. 
LB:Sometimes I get this question.
JJ and SL:Yes, constantly (an excellent ques-
tion and a very serious one, nearly religious). 
KÐ:When the 2 Showexhibition catalogue
was published, my boss (in the library where
I work) got it from somewhere. The entire
department rushed to look (approximately
five women and one man). Kestutis is also
participating here, Kestutis is also participat-
ing here!!! Colleagues clattered: there are
some of your works, Kestutis? They couldn’t
stand still, for I was famous in the library as
‘Artist’ and ‘Creator’ (in all senses of classical
modernism). They started turning the first
pages heartily. At first they were loudly and
joyfully marvelling at the strangeness of the
‘pictures’. 

Further, their loud voices became muted. I
left the department for a while. I came back
in around 10 minutes. The catalogue was
lying lonely on the desk; there was deadly
silence in the department; each colleague
was demonstratively messing around their
desks. I didn’t hear a word about the cata-
logue or the exhibition. Since then, from
‘Creator’ I turned into the ‘Impostor’.

Valentinas Klimaðauskas:What kind of a
debut is required for it not needing to be
repeated? And what sort requires a come-
back? 
KÐ:There has to be a range of repetitive
debuts so that the first one (or legitimisedas
the first one) would be reproduced retroac-
tively as a debutand as a successfuldebut. 
DN:Public space is not the basis of reality,
and movement through the physical
labyrinths of virtual space as, let’s say, a
comeback or an extraordinary show is not
the purpose. 
BP:A work of art should convince the audi-
ence of its truthfulness. A work of art should
speak of what is important for the society;
show that it will be better, that is, predispose
the audience for a better future. The work of
art has to have a price. 

AD:I think, there is no reason to organise a
debut because it would be overdue; after all,
the first and the true debut happens most
often when we know nothing about it. In
general, the debut frames everything, makes
‘the song of songs’ [the national children’s
song contest that has been held in Vilnius
annually since 1974] – a contest that is a
temporary process in itself, which can spread
in the organisation of further actions and
encourage the symptom of repetition in
them. If it remains unnoticed and unused,
one risks taking the position of a permanent
debutant, which is respectable as a concept,
but detrimental as a habit. I think a debut
should be purposefully divided into parts so
that it would become less egocentric, impar-
tial and would merge independently into the
straight experience of art. It’s better not to
have time for it. 
TB:According to Kurt Vonegut, “To be punc-
tual is to exist as a point in a certain time in
a certain place.” A debut is a punctual concept.

Valentinas Klimaðauskas:What is more
important: to return or to get institution-
alised? 
TS:To be late five or ten minutes, for if you

come in time, they will understand that you

post-modern critique that we were exposed
to suggested that people might no longer be
able to distinguish between events. On leav-
ing art school I embarked on a number of
testing/research projects including compiling
an abstract of research from Germany on a
monthly basis and the so-called “docu-
ments” series of work with Henry Bond. That
series involved being faxed what news agen-
cies anticipated might be “news” in the day
ahead. We would attend the same events.
At some of them, notably the trial of an
alleged IRA member, we were the only peo-
ple in attendance. These projects were quite
even in terms of intentions and results. But
they were also involved in what has become
an ongoing process of questioning and occu-
pying the territories of documentation that
have been evacuated by the mainstream
media. We now see an enormous rise in
such work, much of which is driven by a
concurrent suspicion and evasion of the
commodity status of art. My sense of time
and documentation was also influenced by
the French understanding of cinematic space
that was being articulated in the early
nineties by artists such as Dominique
Gonzalez-Foerster and Philippe Parreno. This
offered a way to avoid “transparency” in art,
which I have always been suspicious of. Their
approach involved addressing the notion of
the exhibition as a film in real time, for
example, while remaining rigorously rooted
in the everyday.
JSDocumentary reportage, cinema, architec-
ture, design, and music – I’ve wondered in
the past if you don’t approach these terms
and their forms as over-burdened but essen-
tially empty vessels that you can then fill
with something else and collectively other in
their content and proposed function. I have
often entered into your work initially in a
state of rapt attention only later, once in the
midst of it, to think that it is meant to be
experienced in the self-same state of distrac-
tion we carry with us on the street and in
the life world. You mention Delueze and
French theory, but I often return to
Benjamin’s writings in relation to the experi-
ence of your art. What is it? Something like:
“The neon advertisement shinning up at us
from the puddle in the street is the clearest
picture of our present moment of culture
and economy.” Can you say something more
of time in respect to the here and now and
an imagined future. Perhaps we can ground
it in your participation in Utopia Station dur-
ing the last Venice Biennale, or even the for-
mat of Science Fiction that might be even

more apt?
LG:The problem with Utopia Station is that I
absolutely reject the use of the word
“Utopia” in relation to most art projects
now. I am suspicious of the use of the word
as an accusation in relation to failed
attempts to actually change something in
the society. That project seemed rooted in
the concrete, the instrumentalised and the
pragmatic. As a result, I designed seating for
it and had to fight quite hard at the end to
have it considered as seating rather than
“art”. I am not sure I view certain terms as
empty vessels, but move in an out of certain
discourses in order to make use of what we
could call applied utopias, or attempts to
make things better. I am interested in the
space between modernity and modernism,
the twin trajectories that never find a way to
meet. And I have to shift sideways into the
language of modernity to address certain
issues about the way people operate in rela-
tion to the built world. This is where your
comment about Benjamin is perceptive,
although not many people bring him up in
connection to the work. I produced a work a
couple of years ago where I altered the light-
ing in a semi-private/semi-public walkway
that was titled Reciprocal Passage Work. The
allusion to Benjamin should be fairly clear
from the title. I don’t view the multiple
publics of the city as passive in relation to
the built world. But I operate alongside them
as a deluded and distracted operator within
a world of false starts and speculation.
JSWhere was Reciprocal Passage Worksitu-

ated? I didn’t know of that piece.
LG:It is off the Euston Road. In a newly cre-

ated passage way that runs underneath an
office building. It is a place that has the
potential to be closed or open. It’s an arcade
with everything and to look at and nothing
to buy. There are paradoxical signs of con-
temporary business leisure and pragmatism:
a gym and a private child care centre. So as
you walk you can either watch people work-
ing out or children acting-out. There are
gates at either end of the passage that can
be closed at night.
JSWhich operates conceptually as some-
thing of a portal and space for the projection
of screen memory? There is something
warped about those trajectories you mention
above – modernity and modernism. Warped
time, warped space – the persistence of the
later begins to feel something like a warped
record where the needle will not move onto
the next track. Can I ask you about the con-
ditions of possibility for documentary prac-

tices within our moment? What a kinds of
spaces are productive of that type of a prac-
tice of counter memory?
LG:In some ways there is a requirement to
merely replace the absence of documenta-
tion of the faltering and complex political
systems, or at least the irresolvable matrix of
events that is not depicted or critiqued in the
dominant culture. I think this warped “cone”
of ideas that operates between modernity
and modernism is an incredibly interesting
area to work within. I am not sure what kind
of work results from this territory but we are
seeing many attempts to negotiate the
space.
JSTo what extent do you think successful
efforts to negotiate that territory of ‘warped
cone’ of ideas situated between modernity
and modernism rely on the degree to which
one is willing to blast open the continuum of
history? Perhaps as a means to tie things up,
you might also consider the different experi-
ences and uneven relations to modernity and
modernism thrown up by London and New
York –or even Vilnius.
LG:I think that the whole notion requires a
new understanding of a post-centred dis-
course. This is not the same as the old idea
of centre and periphery. There has to be a
way to play with the paradox of needing a
global understanding of the problems inher-
ent in eco-political discourses and the threats
inherent in classical forms of globalisation. It
has been important for me to always play
across time as well as across form. London
and New York are rather similar places in
many ways and tend to mirror each other in
terms of focus and dynamic. In many cases
the space between modernism and moderni-
ty is different only in the details. So it is
sometimes necessary to create broad ges-
tures that don’t merely rely on anecdotal
forms of documentary but at the same time
try to avoid making generalized statements
that ignore specific circumstances. It is this
space of negotiation that I remain interested in.

London based critic and curator John Slyce
visited Vilnius for the first time in December
2005 to deliver a CAC/Café Talk about the
transformation of the London art scene in

the 1990s. Slyce, who made PhD studies in
Poland, took the opportunity to visit the bur-
ial site of the heart of the Polish military hero

Pilsudski buried at the Rasu cemetery. Liam
Gillickcurrently has work installed at the

CAC in the exhibition Supernova that surveys
the territory of ‘post-painterly’ abstraction in

the UK.  

The Next Generation?
Home:

Foto / Photo: Bartosz Polonski 
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John Slyce in trans-Atlantic e-mail con-
versation (London to New York) with
artist Liam Gillick. Their discussion
weaves through the grid – from Venice
to the Euston Road – of Gillick’s multi-
media-and-medium working method. 

John Slyce:Can you account for the varied
aspects of your practice? It seems to present
itself as more than merely crossing over the
once rigid divisions of labour that separated
products and interests – boundaries now, if
not being crossed, at least ignored by deal-
ers, buyers and indeed many lookers – who
follow the dictates of fashion. Something
more substantial than all that is in operation
with what you are doing – I sense a different
relation to both the past and our present
moment is inscribed in your work. Can you
say something about the equation that
results in your practice as it embraces music,
design, and conceptual structures as well as
what may be reduced to an image on a
page?
Liam Gillick:I think that you have to think
about Deleuzian time concepts especially
from his books on cinema. The issue for me
is connected to an interest in how we con-
ceptualise time as different in the post-cine-
matic environment. I am interested in avoid-
ing a number of simple logical traps: a rejec-
tion of linear time without resorting to old
notions of cyclical time. Further to this I am
not interested in the establishment of neo or
post-Duchampian structures in the art con-
text. I work on specific projects over time –
some of which lend themselves to specific
realisations that should not be understood as
the creation of a mise-en-scéneor an instru-
mentalised or transparent ideological space
within the art context. The commentary here
is less to do with the nature of the gallery or
the art context per se than the development
of projects that allow me to avoid singulari-
ties or traditional resolution of form and con-
tent. There is a strong documentary aspect
to my work but often-played out using fic-
tional terms. The work is unstable in some
respects yet resolutely present in others. I am
making some structures available for use, as
Lawrence Weiner would put it, but at the
same time creating a web of reference points
and multiple entry and exit points around

the work.
JS:You mention Weiner. His statement has
always taken me: “We are of our times as
we are trying to find out who we are.” I am
not trying to dodge your response above – in
fact, I see it as one of the clearest statements
of your position and practice to date. But I
want to situate our conversation and your
practice in time for those who are not in
London or New York. You came out of a very
particular moment in British art. And nearly
you alone – I can think of perhaps one or
two others – were able to construct a prac-
tice and generate work from within that
moment of young British art, or yBa, that
connected, in a significant way to the histori-
cal past of conceptualism and found a place
and means of sustaining itself abroad with-
out relying directly on the very local condi-
tions of the yBa sensation. Perhaps before
we talk more specifically about the state-
ment you have made above we could revisit
your own earlier formation and the moment
you stepped into the structures you now
operate in.
LG:I am guilty of sometimes playing down
the serious context at Goldsmiths in the
1980s. It was a tremendously interesting
time because there was a tension between

different tutors there about how to address
the legacy of certain changes in the art con-
text. I was drawn to certain conceptual
strategies before going to Goldsmiths and it
was one of the reasons I went there. What is
hard to see now is the degree to which a
certain form of baroque conceptualism was
still being made there quite late. It was a
place for people who didn’t fit in to the
more conservative and structured courses in
London. There was work in my degree show,
two in particular that point towards future
developments in the work. One was a wall-
based work that operated as a psychological
or conceptual “portrait” of Adi Dassler, the
founder of Adidas, which took the form of
two painted and curved aluminium panels
fixed to the wall. The other was titled “17
Uninhabited American Islands” which was
the outlines of islands throughout the world
where the US maintains airbases but there
are no indigenous residents. This work took
the form of cut panels of chipboard with
large holes in the centre of each which fitted
snugly onto cylindrical aluminium “cores”
which were fixed directly to the wall. The
crucial point for me was this mixture of
“soft” modernism, highlighting what I now
realise to be the cones shaped gap between
the trajectories of modernity and modernism
and an acknowledgment that we have to
find new ways to picture, structure and cri-
tique actual formations of contemporary
capital rather than resort to sex and death or
post-modern irony. Of course at the time,
the uninhabited American islands piece went
completely under the radar. My external
assessor was Patrick Caulfield, so you can
imagine that the work was not quite in his
line of sight.
JS:Yes, I can. But the work also strikes me
as being, if not out of time, then at least out
of sync with much of what surrounded it
then and was coming out of Goldsmiths.
Let’s go back to the concept of time you
begin to describe above. Can you expand on
the documentary aspects in your work you
mention earlier? What are the characteristics
of the concept of time – and by extension,
the possibility of a totality – deployed in your
work to date?
LG:Right from the outset I have been inter-
ested in documentary tendencies in art. TheLiam
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In a recent conversation with a ‘man-for-all-
seasons’ [academic, critic, curator] visiting
Vilnius our talk turned to the pressures
involved with being caught between power
systems. It is a dilemma particularly apposite
for aspirants. As curators we want our exhi-
bitions covered by the same organs [and
individuals] we rail against in catalogue print
or academic essays, and as critics we ‘diss’ in
conversation while harbour the desire to
have our opinions published by them. (Never
mind what we tell students). It is being
caught in a space between. 

The savvy explain it away via Hal Foster’s
“double agent” a figure like Baudelaire
(another all rounder agitator, critic, poet,
pamphlet writer) who could turn ambiva-
lence into criticality and work on both sides
against both sides. Half the trick is to own
up, to issue a caveat or two, to be in post-
structuralist terms — reflexive. INTERVIU is
there, on the barricades, waving two ban-
ners. (We write for the house and against
the house: and for and against the state of
Lithuanian art and art criticism). 

Leaving out half the truth when develop-
ing an argument robs it of firepower like
shooting half volleys. The curious position of
‘Russian’ contemporary art in 2005 is case-
in-point. This is the year in which Russian art
has entered the international art firmament
as a cause célèbre: major feature articles, a
biennial, cover issues of magazines, a large-
scale show at the Solomon R. Guggenheim
Museum in New York.(We did our bit cover-
ing the 1st Moscow Biennial in our inaugural
issue). It has happened in a way, however,
that near neighbours find curious as the rise-
and-rise is shrouded in half-truths. 

The most popular explanation is that
Russian art has entered the mainstream
because of the establishment of a [domestic]
market for contemporary art and the con-
comitant sponsorship of an international
market by a band of billionaire collectors
who want their taste validated abroad. And
who might turn their attention to buying
internationally (amping overseas dealer inter-
est). Market rules. 

This has been fuelled further by art histo-
rians who as a result of the relative opening
up of the country and access to collections
have made fresh dots to join [colourist-supre-
matist-constructivist] in the modernist revi-
sion game that reroutes modernity from
Paris-New York with a Russian insertion. (We
wonder how many raced to the extensive

and scholarly Poland-Moscow show at
Zachæta National Gallery of Art Warsaw, or
to Riga and Tallinn whose national institu-
tions are surveying their Soviet era collec-
tions?) Critics and curators for whom art
from Russia represent the last political (read
vestigially Marxist/Trotskyist) vanguard and
have concomitantly been including it in their
projects. 

Funnily, the purchase of London’s
Chelsea F.C. by Roman Abramovich didn’t
make football managers and agents race to
Russia thinking that there was a bounty of
players to poach. Chelsea itself invested in
Portuguese, Argentinian, Ivory Coast, and UK
professionals. And the critics and press
remain cautious of heaping praise despite
Chelsea’s successes in 2004-2005. A tough
bunch those footballers. 

Football provides a better allegorical
comparison than one might think as it is
rooted in big-bucks popular culture. The
half-truth missing from the Russian equation
is a description of popular culture: nobody
mentions it even in passing. [Are they in
denial or for the westerners ignorant of it?].
When, however, it is broadcast on several
television channels and radio stations in the
immediate environment it has a tendency to
register first. Its principal form is what is
known in the Balkans as ‘turbo-folk’ a back-
beat or rock driven producer product that
recycles styles and stars from an earlier
[Soviet] era. It is Dusty Springfield meets
Stock-Aitken-Waterman on steroids: wearing
Versace style Vegas showgirl threads. And
alongside is a teenage troupe doing the
same. The audience (whether at home, in
the record store, or in the studio) doesn’t
care that ‘Dusty’ sang for Brezhnev and
Andropov –and
the producers of
the whole she-
bang are the
same. There’s no
political vanguard
sleeping here.     

This is written
from a space
between. As
Lithuania doesn’t
have a market it
can hardly expect
its artists being
swept up into
‘the game’.
Though the

establishment of one would provide another
platform in which work could be tested and
a means for supporting production: there’s
the bind. We are located in proximity to
these processes, however, so can watch and
learn and comment upon them in a way that
torques our critical economy and provides a
unique basis for facilitating synchronic cri-
tique instead of being trapped permanently
under the sign of history. It’s in this space
and spirit that INTERVIU publishes its
appraisals.

The problems of history are the subject
of Lithuanian artist Deimantas Narkevicius’s
video work and form the basis of his conver-
sation in this issue conducted at the time of
his solo exhibition at the Kunst-Akademie
Galerie Berlin. Narkevicius also touches on
his view of the problematics of the reception
of his work by ‘westerners’. Liam Gillick
reflects upon the status of his own practice
in relation to the contemporary economy of
signs and the “irresolvable matrix of events
that is not depicted or critiqued in the domi-
nant culture”. Meanwhile, CAC curator
Valentinas Klimisauskas asks a new genera-
tion of Lithuanian artists about their world-
view in advance of the launch of the young
artist exhibition Enthusiasm for which he is
responsible. And to keep things fresh we
launch a new segment “Postscript” in which
two correspondents talk about a major art
world event in its recent aftermath. We have
started close to home with the IX Baltic
Triennialand with, dare we say it, two stu-
dents. As a publication situated, for the
moment, beyond the space of the market
we have nothing to lose.

Simon Rees

The Space Between

A sample from the warped cone
Focus:

Taisiya Povaliy Rusijos radijo apdovanojim
uose 2005 / Taisiya Povaliy at the 2005 Russian Radio A
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Focus:John Slyce and Liam Gillick sample a warped cone

Home: Do Lithuania’s future artists have a future?

Away: Deimantas Narkevièius redeploys history

Say what? Virginija Januðkevièiûtë pins down Juozas Laivys

Postscript: On the reception of the IX Baltic Triennial

Library: Laima Kreivytë and Grzegorz Sowula

Artist’s project: Richard Wright
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