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aiðkiai iðreikðtas subjektyvumas, „tendencin-
gas“ poþiûris, asmeninës transgresijos (kar-
tais vadinamos frykiðkumu, ar ne?), laikinos
bendruomenës, buvimas „ne vietoje“.

Tokià pozicijà savaip iðbando ir ðio nume-
rio paðnekovai. Naujus ikoniniø autoriø
Hannah Arendt ir Slavojaus Þiþeko vertimus
á lietuviø kalbà recenzuojantys Nida
Vasiliauskaitë ir Kasparas Pocius kritiðkai
apmàsto aktualiø vakarietiðkos minties idëjø
„prasmæ ir beprasmybæ“ ðiandieninei
Lietuvos visuomenei. Populiarusis slovënø
filosofas ir kino teoretikas Þiþekas darsyk
pasirodo kitame ðio numerio tekste, bet jau
kaip figûra ið anapus ekrano – apie tai
kalbasi Aaronas Schusteris su kino reþisiere
Sophie Fiennes, sukûrusia filmà Iðkrypëlio
kino vadovas. Londone gyvenanti menininkë
Paulina Eglë Pukytë leidþiasi akistaton su tuo,
ko ðiandien vengia ir prisibijo (ir vis vien
smalsiai seka) bet koks kultûringas þmogus –
anoniminiu internetiniu paðnekovu. Kitas
buvimo „svetur“ proga kalbinamas Lietuvos
menininkas Mindaugas Navakas, surengæs
personalinæ parodà Rygoje, yra vienas ið
nedaugelio kûrëjø, mananèiø, kad yra svarbu
vieðai praneðti, uþ kà jis balsuoja rinkimuose.
Mika Hannula su parodos ARS 2006, vyk-
stanèios Kiasma muziejuje Helsinkyje, daly-
viais Tellervo Kalleinen ir Oliveriu Kochta-
Kalleinenu atvirai kalbasi apie itin populiarias
ir ne maþiau átartinas meniniø projektø – lai-
kinø bendruomeniø kûrimo praktikas. ÐMC
TV komanda, sekdama IX Baltijos trienalës
BMW pëdsakais, atskleidþia „neformatinius“
savo bendrininkus. Jau metus sëkmingai lei-
dþiamas elektroninis þurnalas Balsas ta proga
pristato kritines ir utopines naujøjø medijø
kultûros idëjas, kuriø niekada nestokoja tai,
kas dar „nauja“. Virginija Januðkevièiûtë
kalbina architektà Valdà Ozarinskà, kartu su
Marina ir Audrium Buèais sukûrusá Lietuvos
paviljonà parodoje EXPO 2005. Ðis neordi-
narus projektas netikëtai pelnë valstybiná
apdovanojimà uþ sëkmingiausià praëjusiais
metais Lietuvos reprezentacijà uþsienyje.
Rinkimai vyko balsuojant internetu. Turbût
vieðoji nuomonë, kaip ir vieðoji erdvë, ne
visada yra tai, kà mes ásivaizduojame.

.....................................Linara Dovydaitytë

INTERVIU yra dvigubas leidinys, turintis du
redaktorius. Ðiame numeryje spausdinami
abiejø komentarai. Tai reiðkia, kad mûsø
vietiniai ir uþsienio skaitytojai þurnale gali
ieðkoti dviejø poþiûriø á reiðkinius, formuo-
janèius ðiuolaikinæ Lietuvos kultûrà, o dialek-
tinë leidinio struktûra dar labiau iðryðkëjo. 

Vertimas yra iðties dialektinë ir sudëtinë
disciplina, kurios esmë nebûtinai glûdi pa-
èiame tekste, kaip kad mokoma universite-
tuose. Dar daugiau, tam tikra prasme (skoli-
nantis populiarø epitetà, kurá paskutiná kartà
girdëjau vieno ið ðio leidinio autoriø
pasisakyme, „Rusija yra viskas á Rytus nuo
Berlyno“) literatûra, lokalumas ir kalba buvo
paðalinti ið vakarietiðko mokymo ir vertimø –
iðskyrus ðviesiausius vardus (pvz. Kafkà ir
Havelà) dauguma mûsø nelabai þinojo, kokiai
tradicijai raðytojas ar menininkas, esantis uþ
Geleþinës uþdangos, priklausë. 

Vizituojanèiam lektoriui, kuris praleido
faktà, jog „rusø“ avangardistas Kazimiras
Malevièius buvo ukrainietis, buvo sviesta
replika apie vakarietiðkos perspektyvos ir
geografijos drebutienà. Vien þinojimas, kad
Kazimiras yra katalikiðkas lenkiðkas/lietu-
viðkas/ukrainietiðkas vardas, suteiktø niuansø
suvokiant ðio menininko santykius su ikono-
grafija ir ikonoklastais bei interpretuojant jo
priklausymà tam tikram meniniam judëjimui
ar tradicijai. Specifiðkumø þinojimas, be
abejonës, padaro kritikà tikslesne (ir priimti-
nesne „vietinei“ publikai). 

Taigi pusæ vertimo sudaro þinios apie
kultûrà, istorijà, ir, jei ámanoma, populiario-
sios, kolektyvinës pasàmonës pagava – sin-
tezë. Ir jeigu raðau gerokai po autoriaus,
taigi, ir vertëjo, mirties, turiu suvokti, kad
atsakomybë uþ teksto pabaigimà priklauso
skaitytojui: jis [mes] taip pat turi kaþkà
susiþinoti apie kultûrà, apie kurià skaito.
Tiesà sakant, tai daugiausia, ko galime
tikëtis, kadangi dauguma slavø bei baltø
kalbø taip ir liks nepasiekiamomis, jau
nekalbant apie Vidurio Azijos ir subkontinen-
to kalbas, kurios po rugsëjo 11-osios ávykiø
daro spaudimà globalinei pasàmonei (tai yra

naujos Emily‘io Apterio knygos The Trans-
lation Zone: a new comparative literature,
Princeton UP tema).

Neseniai ilgametis The New Yorker
Þurnalo redaktorius Davidas Remnickas
straipsnyje Vertimø karai (2005 m. lapkrièio
7 d.) apie naujus Rusijos klasikø Èechovo,
Dostojevskio ir Tolstojaus vertimus susumavo
literatûros vertimo iððûkius ir nusivylimus.
Tekste jis mini savo paties kovà mokantis
rusø kalbos raðybos – praëjus daugeliui metø
po universiteto baigimo kontroversiðkai verti-
namas mokytojas, ið kurio jis tikëjosi
pagyrimø uþ jau iðtobulintus ágûdþius, nu-
siuntë já atgal prie knygos Rusø kalba visiems
– pradedanèiøjø gramatikos, iðleistos
Maskvoje, tardamas: „Taigi taip, pradësime
nuo pirmo puslapio“. Guosdamas save
Remnickas nurodo, kad Vladimiras
Nabokovas, dëstæs Wellesley, Harvardo ir
Cornellio universitetuose, mëgavosi kalbos
sudëtingumu beveik rimtai ásitikinæs, kad joks
studentas niekada nesugebës perþengti rusø
kalbos lygio, kurá jis vadino Kak-vy-poþyva-
jete-ja-poþyvaju-choroðo (Kaip-jûs-gyvenate-
að-gyvenu-gerai). Geriau jau suþinoti kà nors
apie kultûrà! 

Pirmiausias dalykas, kurá reikia iðmokti
apie Lietuvos kultûrà, nepaisant mano
rusiðkø alegorijø, – èia gimtoji kalba yra lietu-
viø. Sostinë – Vilnius, kurá nuo Baltijos jûros
skiria keli ðimtai kilometrø þeme, atitaisant
Jonathano Franzeno knygos The Corrections
klaidas. O nacionalinis sportas yra krepðinis.
Visa kita patikiu Linarai. 

..................................................Simon Rees 
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Praëjusiais metais Thames and Hudson iðleido
knygà skambiu pavadinimu Art since 1900:
Modernism, Antimodernism, Postmodernism.
Kaip áprasta tokiø uþmojø leidiniams, jos for-
matas kelia neviltá – nesaikingai sunki ir
puoðni ji veikiau primena antkapiná paminklà
nei vilioja gilintis á 100 metø meno istorijos
subtilybes. Gilintis gal ir nebûtina – keturi
knygos autoriai Hal Foster, Rosalind Krauss,
Yve-Alain Bois ir Benjamin H. D. Buchloh
savo teorijas yra solidþiai iðplëtojæ kituose
veikaluose ir iðpopuliarinæ per átakingà, nuo
8-ojo deðimtmeèio leidþiamà þurnalà October
– tà patá, kuris ir Rytø Europoje paveikë
neoavangardiniø meno praktikø suvokimà.
Ðiuo atveju svarbiau tai, kad fundamentalis-
tinë knygos iðvaizda apgaulinga – kaip ir dera
poststruktûralistiniam þvilgsniui, á istorijà èia
þvelgiama atmetus bet kokius neðaliðkumo ir
objektyvumo prietarus. Tiesa, Rytø Europos
meno, kurto „geleþinës uþdangos“ metais,
knygoje nëra, kaip ir daug ko kito. Maþa to,
ið istorijos èia pinamas ne apgaulingas
naratyvas, o dëliojama pasirinktø ávykiø ir
vardø mozaika. Autoriai ne slepia, o,
atvirkðèiai, iðskleidþia [ir kritiðkai apmàsto]
metodologines nuostatas ir, laikydamiesi
marksistinës tradicijos, nevengia politinio
poþiûrio. Jø vertinimai tendencingi, kate-
goriðki ir ginèytini. Ðitaip savavaliðkai
preparuodami menà po 1900-øjø jie yra itin
„politiðkai nekorektiðki“.

Ne paslaptis, kad kultûros kûrëjams ir
vadybininkams „politinis korektiðkumas“ yra
tapæs gaju savisaugos áproèiu. Parodø organi-
zatoriai gerai ávaldë politiniø fantazijø ávaiz-
dinimo strategijas ir iðradingai naudojasi tiek
privaèiø, tiek valstybiniø fondø pinigais.
Parodø dalyviai iðmoko klusniai sekti kura-
toriniø idëjø keliais ir klystkeliais. Ið esmës
nepatogi veikla – raðymas apie menà – tebe-
bûdama neapmokama saviraiðka, nepa-
togumø niekam nekelia, todël yra tikrai
„korektiðka“.

Ðiandien didþiausius nepatogumus, atro-
do, kelia raðymas apie „karðtà“ praeitá –
sovietmetá. Kas turi teisæ apie já raðyti? Kaip

apie já raðyti? Ir ar iðvis reikia apie já raðyti?
Per pirmàjá nepriklausomybës deðimtmetá
Lietuvoje daugmaþ atsakyta á antràjá klausimà
– stengtasi iðkelti á vieðumà tai, kas 50 metø
vyko slapèia, nelegaliai, vadinasi, prieðinantis
sistemai. Nagrinëtos estetinës ir etinës – bet
ne politinës – problemos. Tuo tarpu neradus
atsakymo á pirmà klausimà (kas?), griebtasi
treèiojo (ar reikia?). Valstybiniu lygmeniu –
visai neseniai apribotas priëjimas prie
archyviniø duomenø, kurie daug kam
neparankûs. Apie sovietmeèio menà, aiðku,
reikia ne tik raðyti, bet ir já rodyti – ðis iððûkis
artimiausioje ateityje laukia naujos naciona-
linës dailës galerijos Vilniuje, apie kurià disku-
tuota visus praëjusius 15 metø (þr. nuo-
traukas ið Nacionalinës dailës galerijos naujai
ásigytø kûriniø parodos p. 50). Paradoksalu
tik tai, kad audringai ginèijantis dël galerijos
pastato ir jo vietos, vieðose diskusijose beveik
nesvarstytas nepatogesnis klausimas – kà ir
kaip rodyti. Kaip apeiti visus pokarinio totali-
tarizmo spàstus ir – dar svarbiau – neákliûti á
nepastebimas posttotalitarinio laiko vilk-
duobes, kuriø pilni tie itin nevienodi 50
metø? O gal neverta jø vengti? Gal vizualioji
kultûra ir yra ta pagalbininkë, galinti juos
iðvieðinti ir padëti apmàstyti? Vëluojant raðyti
ir eksponuoti verta atkreipti dëmesá á
kaimynø sëkmes ir nesëkmes (þr. INTERVIU
nr. 2 ir ateinantá nr. 6). Ðákart dràsaus
poþiûrio á sovietiná laikà galima pasimokyti ið
Piotro Piotrowskio, neseniai iðleidusio turbût
rimèiausià studijà apie pokarinës Centrinës-
Rytø Europos menà. Jà ðiame INTERVIU
numeryje apþvelgia lakoniðkasis Grzegorzas
Sowula.

„Politinis korektiðkumas“ yra tautologija,
neutralizuojanti galimybæ bûti politiðku. Tai
savotiðka dezinfekcijos priemonë, kartu su
bakterijomis iðnaikinanti ligos þidinius ir gyvy-
binius virusus. Bûdø palaikyti konfliktiðkà,
gyvybingà terpæ nëra tiek daug þinant, kad
bet koks pasiprieðinimas (senoviðkai – maið-
tas) nesunkiai absorbuojamas ir pritaikomas
dominuojanèio diskurso reikmëms. Vienas ið
deficitiniais tapusiø bûdø bûti politiðku –
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Bûti nekorektiðku
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Dvigubas laikas

Meninis projektas: 
Karl Larsson ir Andrea Mangione sukûrë specialø puslapá INTERVIU þurnalui, susijusá su projektu Keliaujantis þurnalø stalas, kurá ðie menininkai
koordinuoja IASPIS Stokholme. Projektà 2001 metais inicijavo Bik Van der Pol (Roterdamas) ir Cesare Pietroiusti (Roma). Jo metu kaupiami ir kartu
eksponuojami ávairûs meniniai ir nepriklausomi leidiniai siekiant sukurti ryðiø tinklà tarp atskirø menininkø, miestø ir organizacijø. (ÐMC keliaujantis
stalas buvo pasiekæs 2003 metø gruodá).

Artists’ project:
Karl Larsson and Andrea Mangione have made a special page work for INTERVIU for presentation in association with the next stop of the Traveling
Magazine Table at IASPIS in Stockholm that the two artists are coordinating. The project that was initiated by Bik Van der Pol (Rotterdam) and
Cesare Pietroiusti (Rome) in 2001 gathers artists’ and independent publications for exhibition: in a way that traces a web of connections between
artists, cities and organisations. (The CAC was a destination on the table’s travels in December 2003).
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Aaronas Schusteris kalbasi su kino
reþisiere Sophie Fiennes apie jos filmà
Iðkrypëlio kino vadovas, kuris ðiuo metu
rodomas ávairiuose tarptautiniuose kino
festivaliuose

Aaronas Schusteris: Nors pastaruoju metu
apie Slavojø Þiþekà yra pastatyta nemaþai

filmø, jûsiðkis iðsiskiria tuo, kad jo dëmesio
centre atsiduria kinas, o ne pats Þiþekas ar
„Þiþeko fenomenas“, t.y. tas visuotinis
susiþavëjimas Rytø Europos intelektualu, kuris
painiausias Lacano-Hegelio-Marxo teorijas
aiðkina pasitelkdamas masinæ kultûrà, ne-
ðvankius anekdotus ir panaðius dalykus, ir yra
labai populiarus netgi neuniversitetinëje

aplinkoje. Þinoma, tam tikra prasme Iðkry-
pëlio kino vadovas neiðvengiamai yra ir apie
Þiþekà. Tikrasis „iðkrypimas“ jûsø filme,
pavyzdþiui, galëtø bûti tai, kaip jame tyrinëja-
ma kino istorija – pasitelkiant psichoanalizæ,
atskleidþiant tamsiàsias libidines kino istorijos
povandenines sroves ir panaðiai. Taèiau gali-
ma kalbëti ir apie iðkrypusià reþisûrà – bûdus,

5

kaip Þiþekas áterpiamas á keliø gerai þinomø
filmø „fantazijos erdvæ“: jis virsta gestikuliuo-
janèiu profesoriumi baltoje Matricos erdvëje,
pakeièia Jamesà Stewartà toje Svaigulio
scenoje, kur Judy stebuklingai pavirsta
Madeleine, o Paukðèiuose, vairuodamas
motorinæ valtá po Botega álankà, prisipaþásta:
„Noriu iðdulkinti Mitchà“... Ar tai reiðkia, kad
perëmëte keistus Þiþeko pomëgius?
Sophie Fiennes: Filmo reþisûra iðties yra
gana iðkrypusi, sutinku. Esu kino reþisierë, o
ne pastorë ir netgi ne þurnalistë, todël man
reikalinga erdvë, kurioje galëèiau iðbandyti
visokius pomëgius, taip pat ir savo paèios.
Bûtø kvaila bandyti sustabdyti cunamio

bangà primenanèius labai savotiðkus ir
obsceniðkus paties Þiþeko pomëgius. Todël
bandau pritaikyti juos taip, kad filme jie atlik-
tø tam tikrà funkcijà. Manau, kad tai, kà jis
pasako valtyje, gali atpalaiduoti þiûrovus nuo
psichinës átampos ir susikaustymo. Tai buvo
visiðkai spontaniðkai, be jokios cenzûros
sukurtas momentas; kai þmonës ima juoktis,
jie atveria burnas ir yra pasiruoðæ priimti kità
idëjà.

Að primeèiau Slavojui tam tikrà reþisûrà ir
vaidybà, ir jis nesiprieðino, nes, manau, jam
bûdinga tiesiog atsiduoti tokioms situaci-
joms, be to, manau, jis tai priëmë kaip iððûká.
Ko gero esate girdëjæs jo komentarus apie
meksikietiðkø muilo operø aktorius, kuriems
filmavimo metu reþisierius labai tiksliai nuro-
do, kaip elgtis, kokias emocijas iðreikðti ir t.t.
Tose filmo vietose, kur reikëjo vaidinti, mes
darëme labai panaðiai. Kai pasiruoðdavome
filmuoti scenà, að feliniðka maniera apibûdin-
davau visà jo „motyvacijà“: „ðtai, pasirodo
Madeleine, pildosi visos tavo svajonës! Ðtai ji,
ta vienintelë, kurios tu troðkai, eina link
tavæs. O stebuklas! Stebuklas! Pagaliau atëjo
lauktoji akimirka...“ ir panaðiai.

Að neþinojau, kaip pasiseks, viskà darëme
organiðkai. Taèiau buvo iðties labai smagu,
nors jis visà laikà man sakë, kad esu reþisierë
sadistë ir tikra bjaurybë, ir pan. Manau, maþ-
daug treèià filmavimo dienà komanda ëmë
suprasti, kad visi ðitie áþeidimai ið Þiþeko lûpø
yra jo ðvelnaus susiþavëjimo iðraiðka.
AS: Kaip iðsivystë ðio projekto idëja ir kà jûs
juo norëjote pasiekti? Ir dar – ar jus labiau
domina Þiþekas ar psichoanalizë ir kino teori-
ja bendresne prasme? 
SF: Ið pradþiø turëjau tikslà geriau suprasti,
kas ið tikrøjø mane traukia... Að neþinau, kà
norëjau pasiekti pradþioje, man buvo ádomu
labiau ásigilinti á pasirinktà sritá ir visa tai paro-
dyti publikai. Kinas kaip tik leidþia tai padary-
ti. Visuomet egzistuoja tam tikra rizika.

Mane labai domina psichoanalizë.
Manau, ji turi raktà nuo kaþko, ko mums
dabar reikia labiau nei bet kada, jei norime
suimti save á rankas ir iðlikti kaip rûðis. 

Að neskaitau daug kino teorijos, iðskyrus,
aiðku, Þiþekà, taèiau, manau, Davido
Bordwello kino pastatymø analizës yra labai
ádomios. Kaip kino reþisierei man tikrai patin-
ka Þiþeko mintys apie kinà, jos man atrodo
itin tikslios; tiek teorija, tiek filosofija. Taip
pat mëgstu Deleuze’à. 

Nejauèiu potraukio kurti kino portretø
apie menininkus ar filosofus, kur jiems reikia
pasakoti apie save su pretenzija á objek-
tyvumà. Man labiau patinka dokumentiðkai
fiksuoti juos daranèius tai, kà jie daro. 

AS: Psichoanalitinis poþiûris á kinà, kurá siûlo
jûsø filmas, pakiðo man mintá, kad bûtø taip
pat ádomu patyrinëti, kaip kinas per visà jo
istorijà „skaitë“ psichoanalizæ, pradedant
senais gerais Fritzo Lango laikais (prisiminkite
M ir Paslaptá anapus durø) bei Hitchcocku
(Uþkerëtasis, Marni) ir baigiant ðiuolaikiniais
filmais (pavyzdþiui, traumos samprata
Paslaptingoje upëje). Ar turite kokiø nors
mëgstamø „psichoanalitiniø filmø“ arba
filmø, kuriuos galvojote átraukti á Iðkrypëlio
kino vadovà, bet paskui atsisakëte?
SF: Didþioji dalis to, kà norëjau átraukti, filme
yra – nes visi filmai yra gyvas teorijos 
ásikûnijimas.

Man LABAI patinka Paslaptis anapus
durø!!! Be jokiø abejoniø, tai vienas
mëgstamiausiø mano filmø – taèiau ir didþioji
dalis Lango holivudiniø darbø yra nuostabûs.
Man patinka Scarlet gatvë. ...Nesu maèiusi
Paslaptingos upës.
AS: Scarlet gatvë ir man labai patinka, bet jo
beveik neámanoma þiûrëti, grynas sadizmas...
SF: Man regis, ðios teorijos geriausiai veikia,
kai pasakojimuose yra dëvimos tarsi apatiniai
drabuþiai, nematomos, o ne iðtrauktos á
pavirðiø! Kai jos per daug atviros, filmas gali
tapti manieringu... Tuo irgi galima savaip
mëgautis, bet man tai neatrodo labai
patrauklu. 
AS: Kokios reakcijos susilaukë Iðkrypëlio kino
vadovas? 
SF: Atrodo, kad þmonëms jis tikrai patinka.
Man tai labai malonu, nes daugybæ mënesiø
grûmiausi su 20 valandø trunkanèiu neper-
traukiamu tekstu... Að patenkinta pirma ir
antra dalimis, taip pat ir treèia dalimi – kurià
kaip tik baigiu – man patinka bendras jø
vaizdas. Tai, kà rodþiau Roterdame, buvo dar
ne visiðkai pabaigta. Nuostabu, kaip
pasikeièia visas tekstas, kaip jis tampa aðtres-
nis arba grësmingesnis, arba emocingesnis,
priklausomai nuo to, kad iðkerpi vienà þodá
èia, kità ten ... tai ir yra kino kûrimas. Tarsi
Slavojus bûtø Kristus, o að – ðv. Paulius!!!
AS: Toje dalyje, kur tyrinëjama garso reikðmë
kine ir ypatingai kur kalbama apie balsà kaip
trauminá „nepilnà objektà“, Þiþekas nemaþai
kalba apie Lyncho Malholando kelià (tà scenà
Silentio klube, kur dainuojantis balsas krau-
piai pergyvena kûnà). Taèiau mane ðiek tiek
nuvylë, kad nebuvo kalbama apie Kopà.
Þinau, kad skamba keistai, taèiau tai yra
mano mëgstamiausias Lyncho filmas, kuris,
mano galva, nepelnytai uþmirðtas. Ðis filmas
ypatingai tematizuoja balsà kaip letaliná sve-
timà kûnà. 
SF: Að þinau, kad Þiþekui patinka Kopa, ir
sutinku, kad jame palieèiamas ðitas aspektas,

Tai paukðtis, tai lëktuvas,
tai… Slavojus Þiþekas

Dëmesio- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -
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Mika Hannula kalbasi su Tellervo
Kalleinen ir Oliveriu Kochta-Kalleinenu
apie jø kûriná Birmingham Complaints
Choir (Birmingemo skundø choras),
sukurtà tarptautinei parodai ARS 2006
Kiasma ðiuolaikinio meno muziejuje
Helsinkyje. 

Parodø serija ARS yra savarankiðka institucija
tikràja to þodþio prasme. Ðis renginys vyksta
kas penki arba ðeði metai nuo 1960-øjø. Jis
prasidëjo mëginant pristatyti ðiuolaikines
menines praktikas ir diskursus pokario
Suomijos publikai ir iðsivystë á svarbià paro-
dinæ veiklà, visuomet sukelianèià daug
lûkesèiø, o kartais ir suteikianèià ádomiø
patirèiø. 

Ðiø metø parodoje koncentruojamasi á
meno galimybes atlikti svarbø vaidmená mûsø
kasdieniniame gyvenime. Siekiama atkreipti
dëmesá á tebevykstantá procesà, kai
menininkai savo kûriniuose kalba ne tik apie
menà menui, bet ir apie kà nors kità. Tas
„kas nors kitas“ 2006 metø ARS parodoje
ávardintas kaip „tikrovës pojûtis“. Taip paroda
ir pavadinta. Joje dalyvauja 40 menininkø ir
menininkø grupiø, dirbanèiø visomis
ámanomomis raiðkos priemonëmis ir oku-
pavusiø visà Kiasma ðiuolaikinio meno muzie-
jaus plotà iki rugpjûèio mënesio. 

Tikrovës pojûtis iðkelia rimtà dilemà.
Parodos tikslas atidþiau paþvelgti á kasdieny-
bës reikalus ir iððûkius, su kuriais visi susiduri-
ame, atrodo patrauklus ir svarbus. Taèiau tuo
pat metu ðis poþiûris yra problemiðkas, nes
dalyviams nepavyksta apibrëþti savos jø
ieðkomos tikrovës versijos. Kitaip tariant, apie
kieno „tikrovæ“ kalbama? Problema tampa
akivaizdi, kai ásitikini, kad darbø, kuriems
pavyktø mus sujaudinti ir paliesti, nëra tiek
jau daug. Galbût tai subjektyvus vertinimas,
taèiau jis duria pirðtu á skaudamà vietà: kiek
mums reikia þinoti apie kieno nors „tikrovæ“
ir jà suprasti, kad galëtume uþmegzti su ja
koká nors santyká?

Norëdamas áveikti ðá jausmà, nuspren-
dþiau pasirinkti vienà kûriná, kuriam pavyko
iðvengti minëtøjø sunkumø ir nesëkmiø, nes
jo poveikis þiûrovui yra gana neáprastas: tai
vienintelis kûrinys parodoje, á kurá publika
reaguoja garsiu juoku. 

Kûrinys vadinasi The 1st Complaints
Choir of Birmingham (1-asis Birmingemo

skundø choras), jo autoriams – suomiðkai-
vokiðkai porai Tellervo Kalleinen ir Oliveriui
Kochta-Kalleinenui pavyko aðtuoniø minuèiø
video darbe sukurti kaþkà pavydëtino. Jiems
pavyko prajuokinti mus savo darbu ir tuo pat
metu priversti juoktis patiems ið savæs. Jie
siûlo tai, kà bûtø galima pavadinti intelektua-
line pramoga, kuri tampa ir geru smegenø
þievës masaþu.

Pats kûrybos procesas atrodë ðtai taip.
Tellervo ir Oliveris sukûrë savo darbà trumpo,
bet vaisingo dviejø savaièiø vizito Birmingeme
metu. Dvi savaites truko jø kûrybinës dirbtu-
vës, kuriø tikslas buvo ákurti unikalø chorà.
Projekto esmë – rinkti þmoniø skundus ir
paversti juos muzika, kurià tas pats choras su
pasimëgavimu atliktø.

Prieð kalbindamas paèius autorius, pamë-
ginsiu árodyti, kad ðis jø kûrinys ne tik yra
ádomus, taèiau ir suteikia mums, vargðëms
paklydëlëms sieloms, savotiðkà viltá – viltá,
kuri primena prieð daugiau nei 20 metø
skambëjusià dainà apie „þmogiðkojo gerumo
pienininkà“.
Prieinamumas. Kûrinyje kalbama apie buitá
ir kasdienio gyvenimo problemas, su kuriomis
mes visi susiduriame ir kurias reprodukuo-
jame ad nauseam. Matome tai, kà ir þada
pavadinimas. Matome choro, kuris skundþia-
si, pasirodymà; chorà sudaro apie 15 gana
jaunø þmoniø, turinèiø vienà tikslà – skøstis ir
linksmintis vienu metu.

Taigi kûrinys yra apie tai, kaip þmonës
Birmingeme skundþiasi savo aplinka, gyve-
nimu, darbu, alaus kaina, kokie nedraugiðki
yra kiti þmonës ir kaip nuolatos vëluoja auto-
busas. Kad pajustumëte kaip tai atrodo, ðtai
dainos pradþia: 

Birmingemas taip pakito, jis nepatinka man
daugiau / Birmingemas taip pakito, patiko jis
man labiau anksèiau / Niekam beveik nerûpi
uþterðtumas ðito miesto / Jei ir toliau èia min-
siu dviratá, tikriausiai greitai uþsikrësiu.

Iðkeldami skundus – patá áprasèiausià dalykà
pasaulyje – menininkai sukuria kiekvienam
prieinamà platformà ir kûrinyje pavyksta
pasiekti tai, kas neámanoma: bjaurius ir
negatyvius elementus paversti produktyviais
ir pozityviais. Tiesà sakant, jie apibrëþia ir
iðplëtoja temà tokiu plaèiu mastu ir su tokia
átaiga, kad primena man kità darbà, sukurtà

visiðkai kitu stiliumi ir kitokios apimties, ta-
èiau taip pat prieinamà paèiai ávairiausiai
publikai. Turiu galvoje Olafuro Eliassono
Weather Project (Orø projektà), sukurtà Tate
Modern galerijos Turbine Hall salëje 2004
metais. Galbût masto ir poþiûrio atþvilgiu ðie
gestai yra labai toli vienas nuo kito, taèiau
mes nuolatos skundþiamës ir nuolatos be
perstojo kalbame apie orà, nors kaskart kiek
kitaip. Visi turime galimybæ kada panorëjæ
kalbëtis, susitikti, ginèytis. 
Supratimas kà darai, kai kà nors darai.
Kûrinio sumanymas gimë, kai Kalleinen ir
Kochta-Kalleinenas buvo pakviesti á
Birmingemà gana trumpam laikotarpiui.
Atvykæ jie susidûrë su áprasta dilema: kà veik-
ti mieste, kurio nepaþásti ir kurio geriau
paþinti neturi laiko. Taigi jie nusprendë imtis
to, kà, jø ásitikinimu, Birmingeme áprasta
daryti, nes tai áprasta daryti visur.

Kalleinen ir Kochta-Kalleinenas ëmë rinkti
ávairias þmoniø skundø versijas. Jie paskelbë
apie savo projektà, iðplatino reklaminius
lapelius. Buvo renkama medþiaga ir ieðkomi
þmonës, kurie norëtø dainuoti chore, be to,
jie rado kompozitoriø, kuris paraðë muzikà.
Visa tai buvo ágyvendinta dvi savaites
trukusiø kûrybiniø dirbtuviø metu,
nuoseklaus kolektyvinio darbo dëka. 

Tai puiki daina, atskleidþianti, pavyzdþiui,
tokias gelmines áþvalgas: Mano CD grotuvas
sulûþæs / seksas pernelyg vangus / nekenèiu
dienø, kai atauginëja plaukai, ir man neauga
plaukai barzdos. Èia apdainuojamas mûsø
gyvenimas toks, koks jis yra: Visi valgo mano
sausainius, kai geriam kartu arbatà / bet
patys savaisiais nesidalina / niekas manæs
nesupranta. Tai daina, iðkreèianti mums þiau-
rø pokðtà; ji priverèia mus juoktis ið savo
paèiø smulkiø ir pasikartojanèiø kvailysèiø. 
Kitas poþiûris á menininko vaidmená.
Turiu galvoje, kad ðiame darbe neiðvengia-
mas savikritiðkas ir savirefleksyvus procesas
apima daugiau nei vien ego ir bendradar-
biavimo santyká. Menininkas èia yra tas,
kuris, dalyvaudamas þinojimo gaminimo ðiuo-
laikinëje vizualinëje kultûroje procese, visiðkai
áprastus dalykus paverèia kaþkuo unikaliu. Ðis
transformacijos procesas nëra savaime
suprantamas, o tokio rezultato neámanoma
pasiekti per prievartà. Kûrybinis procesas èia
nëra orientuotas á objektà, bet savo noru
priklausomas nuo socialiai aktyviø praktikø,
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taèiau analizuojant balso temà, kalba apie já
neuþëjo – nors galëjo...
AS: „Vienintelë gera moteris yra mirusi
moteris“. Pakomentuokite. 
SF: Prisiminkite, kas buvo sakoma prieð tai –
moters geismas kelia vyrui grësmæ...
Scottie’is turi iðtrinti tikràjà Judy tapatybæ ir
paversti jà iðgalvota moterim (kuri yra mirusi,
nors niekada ir neegzistavo), tuo tarpu pati
Judy yra beviltiðkai ásimylëjusi Scottie’á, taèiau
negali to parodyti, todël vienintelis bûdais jai
su juo pasimylëti yra paklusti jo fantazijai.
Taigi jos veido iðraiðka, kai ji áeina ið vonios
kambario, yra perkreipta tokio geismo ir
pykèio, kad, manau, ði iðraiðka yra kur kas
labiau ðokiruojanti negu tai, kà sako Slavojus,
o tai, kà jis sako, tik leidþia aiðkiau pamatyti
siaubà keliantá þiaurumo tarp lyèiø mastà. 

Ádomu tai, kad filme ðis mirusios moters
ávaizdis parodytas tiesiogiai. Prisiminkite
scenà drabuþiø parduotuvëje, kur Judy sëdi
ant sofos greta Scottie’èio... Ji nedëvi
liemenëlës, jos iðkilios krûtys banguoja po
puikiu þaliu kaðmyru, o prie krûtinës prisegta
puokðtelë baltø gëliø, ir jei gëlës tam tikra
prasme yra moteriðkos lyties simbolis, tai
visas jos moteriðkumas yra èia, prieðais
Scottie’èio akis! Taèiau Scottie’èiui visa tai
nesvarbu, jam rûpi pilko vyriðko „dalykinio
kostiumëlio“ iðvaizda ir motiniðki beveik þili
plaukai, suriðti á kuodà. 

Átariu, kad vyriðkoji Iðkrypëlio kino vadovo
þiûrovø dalis ðio teorijos aspekto tiesiog
negirdi. Jie iðgirsta tiktai tà Þiþeko eilutæ ir
kaþkokio stebuklo dëka nepastebi viso kon-
teksto, kuriame ði frazë buvo iðtarta – taèiau
jiems turëtø bûti keista, kodël ir moteriðkajai
auditorijos pusei ði dalis taip patinka. Tai labai
gili áþvalga, parodanti, kokie keisti yra vyrai, ir
kaip mes, moterys, galime pasirinkti mirti
arba gyventi. Manau, tai provokuojantis
teiginys, ir labai pelnytai. 
AS: Vienu metu filme Þiþekas ima kalbëti
apie nerimà ir teigia, kad „nerimas yra afek-
tas, kuris nebûna apgaulingas“, priskirdamas
ðià mintá Freudui, nors ið tikrøjø ji yra Lacano
(Freudas yra pasakæs, kad visi afektai gali bûti
sutapatinti su nerimu). Antra vertus, Þiþekas
Harpo Marxà palygina su froidiðkuoju id – tai
visiðkos nekaltybës ir velniðkos átampos
miðinys – o tai taip pat ateina tiesiai ið
Lacano. Ar jûs specialiai nusprendëte nemi-
nëti Lacano, kad filmas bûtø prieinamesnis
platesniam þiûrovø ratui? 
SF: Nesu skaièiusi Lacano ir Freudo pakanka-
mai atidþiai, kad galëèiau juos palyginti ir
atsakyti á jûsø klausimà. Neseniai klausiausi
paskaitos apie Freudo nerimo sampratà ir
man pasirodë, kad ðita idëja jau yra Freudo

tekstuose, taèiau reikës paklausti lektoriaus,
kuris yra tikras Lacano þinovas. 

Þinoma, Þiþekas irgi yra „lakanistas“ ir jis
daþnai vartoja „psichoanalizës“ sàvokà, kuri,
man atrodo, labai siejasi su Lacanu, taèiau
bûtent Freudas ið tikrøjø pakreipë màstymà
nauja linkme, nuo jo viskas prasidëjo ir man
rûpi bûtent jo idëjos, kurias að noriu kiek
ámanoma pritaikyti mûsø laikams. 

Filmo kûrimas labai skiriasi nuo prozos
teksto raðymo. Dël laiko trûkumo èia nelabai
ámanoma pridëti pastabas ir komentarus. Að
specialiai nesistengiau iðkirpti Lacano vardo,
taèiau nenorëjau perdaug áklimpti á P... istori-
jà, nes filmas buvo ne apie tai. 
AS: Jei gerai prisimenu, filmas baigiasi Þiþeko
klausimu, ar kinas gali atvirai atsakyti á
klausimà, kas yra geismas, ir ar jis nëra linkæs
þûtbût paslëpti ðià tiesà po graþiomis iliuzi-
jomis. Viena vertus, tai artima Nietzsche’ës
minèiai, kad „menas reikalingas tam, kad
neþûtume nuo tiesos“; antra vertus, tai pri-
mena garsiàjà Jacko Nicholsono frazæ ið Keli
geri vyrai: „Tu nori tiesos? Tiesa tave
praþudytø!“ Atrodo, kad kinas yra dvilypis
reiðkinys, ið vienos pusës atskleidþiantis
tikrovæ, ið kitos – ideologiðkai jà uþtemdantis,
ir ðiandien ði problema yra svarbesnë nei bet
kada. Ko ðiandien galime tikëtis ið kino ir kà
jûs manote apie tai, kad meno tikslas yra
nepakeliamà tiesà parodyti taip, kad ji taptø
(ðiek tiek labiau) pakeliama? 
SF: Man patinka ði jûsø mintis ir að pritariu
dël kinui bûdingos átampos ir dvilypumo.
Nemanau, kad kinas pajëgus paversti tai, kas
nepakeliama, pakeliamu. Nepakeliama ir
lieka nepakeliama... Manau, nepakeliamas
yra pats nerimas; nerimas, kurá sukelia kaltë,
beprasmybë ir baigtis. 

Bet galbût kinas leidþia mums patikëti,
kad mes neþûsime nuo „tiesos“ – ir tai pade-
da susitvarkyti su nerimu. Jis suteikia mums
„girto dràsos“ – savotiðko apsimestinio tikëji-
mo savo sugebëjimu iðkæsti sunkumus. Todël
jis kelia toká malonumà, panaðiai kaip alko-
holis. Ir galbût mums vertëtø tapti kuklesniais
ir pripaþinti, kad ði apsimestinë dràsa ir
suteikia jëgø iðtverti. Mums reikëtø ne gëdin-
tis, o kaip Becketto veikëjams juoktis ið savo
bëdø ir taip iðsilaisvinti ið nepakeliamo nerimo. 

Man patinka Slavojaus þodþiai, kad geis-
mas yra realybës þaizda. Taigi kinas iðkelia
mums dilemà. Jis „þaidþia mûsø geismu“ ir
tuo paèiu gimdo nerimà. Kaip tik todël
reþisieriai yra beveik dieviðkos figûros, ga-
linèios kelti malonumà ir kartu sunaikinimo
grësmæ. 
AS: Kurios filmo iðtraukos iðkirptos atsidûrë
ant montaþinës grindø? Kokius priedus turës

filmo DVD formatas?
SF: Stengiausi sudëti viskà, kas svarbu. Todël,
nors buvo sutarta, kad tai bus 50 minuèiø fil-
mas, að sukûriau net tris dalis ir sujungiau jas
á pilnametraþinæ dviejø su puse valandos
juostà. 

Filme daug pavykusiø scenø ir daug labai
juokingø. Ið pradþiø labiau norëjau gilintis á
garsà, mane domino esminis þmogaus veido
apgaulingumas, taip pat turëjau minèiø apie
kinà ir pasyvumà, taèiau tai buvo tik pradinës
idëjos, kuriø vëliau neplëtojau… Taèiau man
ið tiesø patiko, kad tiesiog gali atsiverti pa-
èiam filmui ir nebûtinai privalai paliesti visas
temas.

Norëèiau sudaryti trumpø, labai trumpø
filmo iðtraukø meniu, ið kurio rinkdamasis
niekada neþinotum, tarsi aklai metant kortas,
á kokià teorinæ linijà viskas susidëstys.

Buvo juokinga, kai speciali paslaugø
ámonë transkribavo áraðà á tekstà ir, pavyz-
dþiui, þodis „impotencija“ virto þodþiu „svar-
bus“ (angl. impotence – importance),
Lacanas buvo uþraðytas kaip „Lacon“ (angl.
con – apgaulë, klaida). Mëlynajame aksome
Denio Hopperio iðtarta frazë „maþytë nori
pasidulkint“ pavirto „papersti“ (angl. fuck –
fart), o „mirtis“ tapo „anuo“ (angl. death –
that). 
AS: Kaip Iðkrypëlio kino vadovas siejasi su
kitais jûsø darbais? Ar jau turite kokiø nors
naujø sumanymø?
SF: Formos poþiûriu tai visiðkai naujas
dalykas, bet bendrai filmas atspindi mano
ilgalaiká domëjimàsi kalba ir reikðme, o taip
pat performansu. 

Dabar statau filmà su Grace Jones
(moterimi, kuri atsisako mirti, ir kaip tik todël
kelia tokià baimæ vyrø ðirdyse!). Taip pat turiu
tam tikrø literatûriniø sumanymø – man tai
bûtø visiðkai naujas iððûkis. Be to, su Þiþeku
tariamës dël projekto apie operà.

Amerikietis Aaronas Schusteris gyvena
Briuselyje, dirba Jano van Eycko

akademijoje Mastrichte. Ðiuo metu 
rengia filosofijos mokslø disertacijà

Louvaino universitete, raðo apie 
psichoanalizës átakà poststruktûralizmo

filosofijai ir kritinei teorijai.

Nedideliø gestø politika
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niekas nesusirinks. Mes negalëjome kontro-
liuoti dalyviø skaièiaus ir jø sugebëjimo dai-
nuoti. Projekte galëjo dalyvauti kas tik
panorëjæs. 
2) Dainos þodþiai visiðkai priklausë nuo pro-
jekte dalyvavusiø Birmingemo gyventojø.
Mes surinkome jø skundus, kai registravome
á projekto dirbtuves. Pirmiausia padalinome
surinktus skundus á temines grupes: skundai
dël Birmingemo, skundai dël kitø þmoniø,
skundai dël to, kaip sutvarkytas pasaulis, ir
skundai dël savæs paèiø. Per pirmàjá
uþsiëmimà mes papraðëme jø pasirinkti po
vienà temà, dël kurios jie skundësi itin
entuziastingai. Pasidalinæ á maþesnes grupes,
jie iðrinko skundus, kurie jiems atrodë verti
dëmesio ir sudëliojo juos á dainos struktûrà.
Vëliau kompozitorius, atsakingas uþ dainos
muzikà, tekstà ðiek tiek suderino. 
3) Choro repeticijose mes buvome tik grupës
nariai. Repeticijoms vadovavo Mike’as Hurley,
kviestinis kompozitorius, su kuriuo mus
supaþindino namo, kuriame buvome apsisto-
jæ, ðeimininkai. 

Visi þinojo, kad ávyks vieðas pasirodymas
ir tai nuo pat pradþiø teikë grupei energijos.
Dalyviai þinojo, kad ruoðiame dainà, sudarytà
ið jø paèiø skundø, ir suprato, kad tai didþiu-
lis iððûkis. Daugelis ir dalyvavo todël, kad juos
sudomino ðis iððûkis. Nors mûsø veikla buvo
nukreipta á labai aiðkø tikslà, paties proceso
tai nekaustë. Tai tik suteikë darbui aiðkesnius
rëmus ir kryptá. 

Siekëme, kad liktø pakankamai laiko ir
erdvës bûti kartu pasibaigus suplanuotai
veiklai. Po kiekvienos repeticijos kartu valgy-
davome ir þmonës galëjo bûti kartu kiek
panorëjæ. Pavyzdþiui, repo dalis choro daino-
je buvo sukurta spontaniðkai, kai kartà po
pietø bandëme improvizuoti repo stiliumi. 
MH: Jûs vël organizuosite kûrybines dirb-
tuves parodos ARS 2006 Helsinkyje metu.
Kuo jos skirsis nuo tø, kurias rengëte
Birmingeme? 
TK ir OKK: Birmingemo projektas, mûsø
nuomone, buvo sëkmingas, taèiau vis tiek
norime pakeisti keletà detaliø. Ðtai jos:
1) Birmingeme visi dalyviai buvo panaðaus
amþiaus ir domëjosi kultûra. Helsinkyje kreip-
sime ypatingà dëmesá, kad skelbimai apie
dirbtuves bûtø platinami paèiais ávairiausiais
kanalais ir kad apie ðità galimybæ dalyvauti
iðgirstø þmonës ið skirtingø socialiniø grupiø.
2) Birmingeme mes neádëjome pakankamai
pastangø, kad apie projektà bûtø suþinota uþ
meno sferos ribø. Skelbimai apie choro
pasirodymà buvo daugiausia skirti mus pa-
kvietusios meno organizacijos tinklui. Tai taip
pat bandysime iðtaisyti Helsinkyje. 
3) Akivaizdu, kad Helsinkio skundø choras
bus kitoks. Á já jau uþsiraðë apie 90 þmoniø.
Birmingeme dalyvavo 15 þmoniø, todël dirb-
dami su tokia grupe mes galëjome sukurti
draugiðkà ir malonià atmosferà, kai visi vieni
kitus paþásta. Helsinkio projekte laukia kur
kas didesnis iððûkis. 

MH: Atrodo, jûs labai akcentuojate þmoniø
sukvietimo procesà?
TK ir OKK: Ið tikrøjø, iðsiaiðkinti, kaip pakvie-
sti þmones dalyvauti skundø chore ir kaip
pasiekti skirtingas konkretaus miesto gyven-
tojø grupes, nëra toks paprastas dalykas.
Netgi jei idealistiðkai tarsime, kad ámanoma
pakviesti visus, gana sunku sukurti atvirà
arba neutralià erdvæ, kurioje galëtø ávykti
paèiø skirtingiausiø þmoniø susitikimai.

Willie’is Doherty, menininkas, taip pat
dalyvaujantis parodoje ARS 2006, uþdavë
mums ádomø klausimà. Kaip jûs suburtumëte
chorà Ðiaurës Airijoje, mieste, kur rytinis upës
krantas yra katalikiðkas, vakarinis – protes-
tantiðkas, o pati upë yra kaip demarkacinë
linija, skirianti ðias izoliuotas teritorijas?
Sukurti toká chorà, kuris suvienytø rytiná ir
vakariná krantus, bûtø sudëtinga, reikëtø itin
ilgai ruoðtis projektui, apgalvoti skelbimus ir
surasti erdvæ, kuri neteiktø pirmenybës në
vienai pusei. Taèiau ðis darbas sujungia dvi
paèias pagrindines þmogaus raiðkos formas –
skundà ir dainavimà – (ir jos, aiðku, yra vie-
nodai svarbios abiems pusëms, tiek kata-
likams, tiek protestantams), todël skundø
choras galbût bûtø susitikimas, kurio kitomis
sàlygomis negalëtume në ásivaizduoti. 
MH: Ar po Helsinkio atsiras daugiau skundø
chorø? Ar negalvojate uþpatentuoti savo
skundø choro modelio? 
TK ir OKK: Mes labai norime iðbandyti ðá
sumanymà skirtingose kultûrose, kur þmoniø
problemos, bent jau atvykëlio akimis, atrodo
skirtingos – ir kur pati skundø kultûra taip
pat gali skirtis. Reikia pasakyti, kad Willie’is
Doherty mus labai sudomino Ðiaurës Airija...
Beje, kalbant apie patentà, èia taip pat yra
atskira istorija. Viena menininkø grupë ið
Belgrado mûsø klausë, ar galëtø ágyvendinti
toká projektà Belgrade. Jø idëja „dalintis
sumanymais“ buvo labai ádomi! Neþiûrint to,
mes atsakëme, kad, deja, Belgradas yra viena
ið tø vietø, kur mes patys svajojame ágyven-
dinti savo projektà. Projektas yra puiki gali-
mybë paþinti þmones, gyvenanèius ávairiose
vietose, todël mes patys norëtume sukurti
skundø chorà Belgrade. Nors galbût mums
vertëjo pasakyti, aiðku, pirmyn, ir tiesiog ste-
bëti, kaip skundø choras pradeda savo
visiðkai savarankiðkà gyvenimà be mûsø. 

Mika Hannula yra meno ir visuomenës
mokslø profesorius Helsinkio dailës

akademijoje. Dabar gyvena Helsinkyje ir
Berlyne, neseniai kuravo pirmàjà 
tarptautinæ parodà Estijos meno

muziejuje KUMU Taline, kuris atsidarë
2006 metø vasará. 
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jø dinamikos ir emocijø, todël jo pasekmes
sunku numatyti. Jas galima ásivaizduoti, ta-
èiau neámanoma tiksliai suplanuoti. Taigi èia
susiduriame su menu, kuris taip organizuoja
kûrybiná procesà, kad netikëtumo elementai
tampa itin svarbûs – ir jie „veþa“. 
Malonumo principas. Kalleinen ir Kochta-
Kalleineno kûriná tarp vienodø juodø ir baltø
pertvarø, skirianèiø parodos erdvæ, rasite
labai nesunkiai. Vienintelëje jø „dëþëje“
þmonës juokiasi. Tai labai ypatingas kolek-
tyvinio tipo juokas, ið pradþiø negarsus ir
bandomas slopinti, taèiau kai uþtvanka
pralauþiama, gaivaliðkai ir be dvejoniø
iðsiverþiantis á pavirðiø.

Kodël mes visi pratrûkome juoktis? Ko
èia juoktis ið Birmingemo gyventojø ir jø
choru atliekamø skundø? Argi grësmingai
choru ðaukiantys þmonës nëra ðiandien ápras-
tas vaizdas? Ar mums reikia dar vieno
skundø choro? Visas ðio kûrinio groþis slypi
gerame jo subalansavime. Kaip idëja jis
skamba labai neátikinamai. Taèiau kaip dar-
bas, parodytas ARS 2006, jis mane nuginkla-
vo. Að negalëjau susilaikyti nenusijuokæs. Ne
ið jø, bet su jais – su jais ir savimi paèiu.
Kalleinen ir Kochta-Kalleinenas sukûrë kaþkà
kvailoko, kaþkà nereikalingo ir vaikiðko. Jie
sukûrë kaþkà, kas spinduliuoja dþiaugsmà ir
malonumà, dþiaugsmà ir malonumà, kurie
ypaè ryðkûs þmoniø, dainuojanèiø chore,
elgesyje ir veiduose. „Prakeikti kilogramai“,
jie smaginosi dainuodami repeticijose,
gatvëse ir pabuose, choru traukdami:

Kodël mano kompiuteris toks lëtas?
Kodël autobusø vairuotojams neleidþiama
ðnekëti?
Ir kodël ðitam mieste toks brangus alus? 

Að noriu atsiimti pinigus
Mano darbas niekam tikæs
Ir autobusas 6.30 daþnai vëluoja

Kodël man nemoka daugiau?
Gyvenimas buvo geresnis anksèiau
Ir að iðtroðkau

Mika Hannula: Darbe akivaizdþiai matyti,
kaip puikiai dirba visi dalyviai – kaip jums
pavyko juos taip átraukti? Kitaip tariant, kà
jûs padarëte, kad ðios kûrybinës dirbtuvës ir
pats darbas taip graþiai funkcionuoja?
Tellervo Kalleinen ir Oliveris Kochta-
Kalleinenas: Kaip þinia, projektai, kur
reikalingi savanoriai, yra gana sudëtingi.
Paprastai savanoriai tik apgailëtinai bando
vaidinti entuziastingus dalyvius. Taèiau mes
manome, kad taip atsitinka, kuomet

menininkai vienaip ar kitaip uþima aukðtesnæ
padëtá. Mûsø tema buvo skundai ir mes labai
gerai þinojome, kad mes skundþiamës lygiai
taip pat daþnai kaip ir kiti – taigi nebuvo
pavojaus, kad pasijusime pranaðesni uþ kitus!
Ðtai trumpas sàraðas, kà mes darëme, kad
juos átrauktume:
1) Patys dalyvavome chore ir su dþiaugsmu
patyrëme tà sutrikimà, kuris kyla dël to, kad
esi mëgëjas. 
2) Per kiekvienà repeticijà mes jiems gamin-
davome pietus. Taip iðreikðdavome savo
pagarbà. Kartu valgydami þmonës galëjo
artimiau susipaþinti vieni su kitais ir tai buvo
grupës suvienijimo pagrindas. 
3) Mes jiems iðaiðkinome, kad tai ne pokðtas.
Siekëme, kad galutinis rezultatas bûtø kiek
ámanoma geresnis, todël repetuodami dainà
negailëjome nei laiko, nei energijos. Taip mes
leidome suprasti, kad á juos ir jø skundø
chorà þiûrime rimtai. Taigi jie taip pat á pro-
jektà þiûrëjo rimtai. Tarp dalyviø buvo daug
þmoniø, kurie niekada anksèiau nebuvo
dainavæ (pavyzdþiui, Oliveris). Jiems, kaip ir
kitiems, buvo malonu jausti, kad daina
pamaþu ëmë vis labiau skambëti kaip muzi-
ka. Tai sukëlë visuotiná pasididþiavimo jaus-
mà, kuris matosi video medþiagoje.
MH: Kokiø konfliktø iðkilo dirbtuviø metu ir
kaip jûs juos sprendëte? 
TK ir OKK: Paèioje pirmoje repeticijoje
pasirodë gàsdinantis milþiniðko ûgio vaikinas
iðraudusiu veidu, kuris vis kikeno. Visi þiûrëjo

á já ðiek tiek sunerimæ. Pradþioje visiems
reikëjo per penkias minutes paraðyti eilëraðtá
apie save paèius. Tokia áþanga suveikë labai
gerai. Eilëraðèiai buvo absurdiðki, smagûs ir
visus prajuokino. Atmosfera tapo malonesnë,
bet ið karto vël ásitempë, kai raudonveidis
vyrukas perskaitë savo eilëraðtá, kuriame
skundësi, kaip sunku yra dulkinti viðtà. 

Po kurio laiko tà patá vakarà jis pasakë:
„Eikit velniop, nusibodo“ ir iðëjo. Daugiau jo
niekada nematëme. Per kità repeticijà
nepasirodë ir keletas kitø þmoniø. Galbût
juos iðgàsdino to vyro elgesys ir jo paskleista
nerami atmosfera.

Taigi jokio rimto konflikto nebuvo, taèiau
ðis ávykis mums parodë, kad esame
nepasiruoðæ – ir kad mums trûksta kvali-
fikacijos – dirbti su nestabiliais þmonëmis, jei
jie prisijungtø prie projekto. Sunku ásivaiz-
duoti, kaip bûtø vykæs projektas ir kuo jis
bûtø pavirtæs, jei tas vyras bûtø likæs iki
pabaigos. 
MH: Suprantama, tokie procesai negali bûti
visiðkai kontroliuojami. Taèiau tuo pat metu
jûs norëjote ir turëjote sukurti kaþkoká rezul-
tatà. Ar galite kà nors pasakyti apie toká 
subalansavimà? 
TK ir OKK: Buvo daugybë aspektø, kuriø
mes negalëjome pilnai kontroliuoti.
Pavyzdþiui:
1) Mes padarëme kiek ámanoma infor-
matyvesnius ir patrauklesnius skelbimus apie
projektà. Vis dëlto buvo didelë rizika, kad
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laikinio meno konteksto glaustumà?
VO: Tame yra draivo, nes tada gali imti ir
propaguoti tà menà, kuris yra ádomus. Man
ar tau, mums visiems daugmaþ tas pats yra
ádomu panaðiu metu. Noriu pradëti þaidimà,
kuris turëtø patikti ir tæstis. Kol ir kiek tai
priklausys nuo manæs, esu pasiruoðæs priimti
gerus pasiûlymus, bet ne visada turiu juos
panaudoti. 
VJ: Negerus tavo sumanymus tikriausiai bus
galima pavogti, kad jie dingtø. Ne tik gerus,
kad jie skleistøsi.
VO: Galima kalbëti ir apie kità etapà, kuria-
me viskas bus prisukta ir pritvirtinta dirþais. 
VJ: Na taip, ir vagiø baimë gali ágauti labiau
asmenines nei institucines formas. 
VO: Beje, tai, kad tikriausiai pradësim pre-
kiauti ne tik ÐMC publikacijomis, bet ir
menininkø bei dizaineriø kûriniais, taip pat
yra ëjimas ta paèia kryptimi – „visuomeniðku-
mo“ atsisakymas. Dalis mano sukurtø daiktø,
këdþiø ir pan. taip pat bus parduodami.
Kavos aparatas, atsirandantis erdvëje, yra
puiku. Kasos aparatas – irgi gerai. Man ádo-
miau gauti kasos èeká, kaip parduotuvëje, nei
bilietà. 
VJ: Ar spëji apie tai pagalvoti dirbdamas su
EXPO projektais?
VO: Apie visuomeniðkumà? Jis yra vienas
didþiausiø trûkumø, nors ir beveik neiðven-
giamas. Apskritai jo grësmë yra viena di-
dþiausiø mano baimiø. Visuomet tai, kà
padarau, yra kiek per tvarkinga; visi lankyto-
jai visada bus susodinti á savo vietas. ÐMC
holo rekonstrukcija bûtø ðio principo per-
lenkimas. Tik taip elgdamasis niekam
neprieðtarauji, absoliuèiai su niekuo
nekonfliktuoji. 
VJ: Kokias nuorodas palieki savo sukurtoje

erdvëje þmogui, kad ðis orientuotøsi, kaip
joje elgtis? 
VO: Manau, kad èia, á ÐMC holà, bûtø gali-
ma perkelti kitose situacijose atpaþástamus
elgesio modelius. Jei á namus atëjai pasakyti
kokià nors þinià, kad muzika per garsiai groja
ar pan., tavo kelias baigiasi ties durimis –
neini gilyn. Jei atëjai pabûti, susivoksi, kur
atsisësti, kur biblioteka ir pan. Èia mes
turime atvirà erdvæ su dvejais laiptais – vie-
nais á WC, poþemá, kitais á virðø, parodines
erdves. Todël Èekanausko sukurtoje erdvëje
nëra lengva susipainioti. 
VJ: Infolabo erdvei jau kurá laikà esame
sumanæ keletà funkcijø, kurios taip ir liko
neágyvendintos. Bûtent tavo erdvë, ásivaiz-
duoju, galëtø ágalinti tam tikrus neformalius
veiksmus, kai tuo tarpu dabar jie atrodytø
tarsi vykdomi patiltëje. Pavyzdþiui, galimybë
skolinti ir skolintis
video darbus ir lei-
dinius (ið tø, kurie
galbût dar neturi
galimybiø ar noro
talpinti viskà internete
ir vertina susitikimo
momentà) ar senjorø
susitikimai. 
VO: Tai tiesa, man
visàlaik atrodo, kad
taip, kaip yra, nëra
gerai, ir juolab sunku
áveikti tam tikrus
ásisenëjusius dalykus.
Jei Kæstas nebûtø
ásiterpæs su savo pro-
vokacija, laukiamojo,
praeinamojo, ðliuzo
áspûdis tikriausiai vis

tiek bûtø likæs. 
VJ: Kokia tuo tarpu bûtø buvusi tavo Emisijos
ciklo paroda?
VO: To, apie kà galvojau ruoðdamasis paro-
dai, tiesiog nebus. Joje norëjau diskutuoti
savo pozicijà architektûros atþvilgiu. Neþinau,
kaip tai vizualizuotøsi, gal bûtø visiðka
bomba... Nesu nei kritikas, nei vien architek-
tas, nei dizaineris – bent jau darant parodà
ÐMC norëjosi apie tai pagalvoti. 
VJ: Tai bûtø susijæ su tyrimu, analize ar... 
VO: Taip, tyrimas. Arba protestas.
Laboratorija. Viena ið idëjø buvo susijusi su
aerodinaminiais tyrimais – parodos lankytojas
bûtø bandomas tarsi lëktuvas. Tai nebûtø
malonu, tave „bandytø“ erdvë. Pirmiausia
kalbëèiau bûtent apie tai, kad architektûra
labai veikia ir formuoja personaþà. 
VJ: Vël gráþtame prie to, kaip esi linkæs
pasitikti ar pasiimti lankytojà savo sukon-
struotoje erdvëje. 
VO: Manipuliuodamas architektûra manipu-
liuoji netiesiogiai. Èekanausko architektûra
vienaip veikia mus, mano kartà, arba mane
kaip personà, kitaip veikia kaimietá, dar kitaip
– mûsø darbà ir parodas. Atsidûræs joje,
nusiskanuoji tik tiek, kiek tau reikia. Bet èia
að norëjau sukurti erdvæ, kurioje architektûra
visus veiktø vienodai; stiprus vëjo gûsis á
veidà ið aerodinaminiø bandymø vamzdþio
yra nemalonus visiems vienodai, bet jis labai
aiðkus.

Virginija Januðkevièiûtë – viena ið ÐMC
TV kûrëjø ir ÐMC kuratorinës komandos

nariø, pirmàkart nusileidusi Carsteno
Hollerio vamzdþiu 2005 metais Berlyno

Kunst Werke’e.

Valdas Ozarinskas yra architektas, kartu
su kolegomis projektavæs du pastaruo-
sius Lietuvos paviljonus pasaulinëse
EXPO parodose Hanoveryje (2000) ir
Aichi (2005). Pirmasis projektas ávertintas
uþ novatoriðkumà Wallpaper* þurnale, o
antrasis – Lietuvos instituto apdovano-
jimu „LT tapatybë“. Valdas Ozarinskas
yra ir Ðiuolaikinio meno centro direkto-
riaus pavaduotojas bei architektas,
atsakingas uþ daugelio parodø ágyven-
dinimà ir inventoriaus pritaikymà vietos
reikmëms bei estetikai, kuratorius ir
menininkas. Vasaros pradþioje jis pri-
statys publikai savo personalinæ parodà
ið ÐMC organizuojamo parodø ciklo
Emisija. ÐMC direktoriaus Kæstuèio
Kuizino iniciatyva Valdo Ozarinsko solo
projektu taps pastato foje rekonstrukci-
ja, susiliejanti su atnaujinto ÐMC infor-
macijos centro programa – naujuoju
Infolabu (jo kuratorë – Catherine
Hemelryk). Jau prieð keletà metø teigæs,
kad architektûra jam – praeitis, Valdas
Ozarinskas dalijasi mintimis apie vieðøjø
erdviø keliamus iððûkius.

Virginija Januðkevièiûtë: Uþbëgsiu uþ akiø
pasakydama, kad tai, apie kà man pasakoji,
primena Jacques’o Tati filmà Playtime: tai,
kaip jis þiûri á ðiuolaikiná – moderniai vieðà –
gyvenimo bûdà ir kaip nepasitiki vieðosios

tvarkos ar, greièiau, komplikacijø technologi-
jomis, nors kone visas jas sukûrë iðskirtinai
ðiam filmui. Kodël profesinë saviironija
persmelkë tavo sumanymà?
Valdas Ozarinskas: Matai, Kæstutis mane
ástûmë á labai keistà situacijà, vietoj parodos
formato pasiûlydamas reorganizuoti ir sukurti
visiðkai kitos paskirties vieðàjà erdvæ, kà ðiaip
bûtø galima ágyvendinti þymiai paprasèiau.
Taèiau juk kaþkada sutikau. Todël galiausiai
kilo mintis pasinaudoti proga ir apversti
situacijà: visuomeniná holà paversti privaèiu
holu. Gali bûti, kad ir Kæstuèiui toks posûkis
nebus labai jaukus. Nutariau holà apgyven-
dinti savim. Juk jei ásirenginëèiau loftà, jame
ið esmës bûtø lygiai tos paèios detalës – sta-
las, këdë, televizorius... Savo namuose nieko
neásivaizduoju daugiau ar maþiau, nei turëtø
bûti ÐMC hole, ir atvirkðèiai. Taèiau jei visa tai
maksimaliai suasmeninu, ið anksto
apsidraudþiu nuo bereikalingø pastabø
architektûros ar dizaino atþvilgiu. Tai tampa
mano asmeniniu reikalu. 
VJ: Taip ir bus?
VO: Að taip þadu daryti. Tiesa, niekas kol kas
ðio sprendimo neþino, ir tai gali tapti
nedidele tragedija, ypaè turint omenyje laiko
rëmus, taèiau bûtent taip ásivaizduoju savo
projektà. Erdvëje turi likti ir tvyroti áspûdis,
kad „Ozarinskas iðëjo“, jo nëra namie. ÐMC
holas yra tokia visuomeninë vieta, kad net
nemalonu... Kà bedarytum.

VJ: Kuo jis atgrasus?
VO: Architektûra. Ji labai nekomunikatyvi.
Tarsi atëjæs joje turëtum kaþko laukti. Ji
sukurta pagal „raudonojo“ laiko holo princi-
pus. Áëjæs tarsi rastum këdæ ir tau bûtø
praneðta, kad direktorius tau pasakys, kada
galima áeiti. Ði architektûra taip sunkiai
áveikiama, kad ketinu rungtis su ja „apsi-
gyvendamas“ joje, o vëliau, gali bûti, visa,
kas „mano“, joje natûraliai iðnyks. 
VJ: Tapsi savotiðku ÐMC durininku. Keistu
portje, dirbanèiu uþ maistà, stogà ir unifor-
mà, taèiau nenakvojanèiu nei namie, nei
darbe. Taèiau tiems, kurie nëra lankæsi tavo
studijose ir nepaþásta jø estetikos, galbût ir
neatrodys, kad tokioje aplinkoje ámanoma
gyventi. 
VO: Man niekaip „nesukrenta“ turëti savo
erdvæ. Tokià, kurioje tikrai ásiteisinèiau; mano
kabinetas yra tik maþa uþuomina, o èia –
200 kvadratiniø metrø. Viskà galiu ásirengti
taip, kad bûtø ðyk i blesk. Ir tuo natûraliai
naudosis visi kiti.
VJ: Ar tikrai natûraliai? Juk vis tik tai insti-
tucinë erdvë, o Ðiuolaikinio meno centrui ðis
projektas gana etapinis, paralelus ÐMC kaip
„idëjø oro uosto“ vizijos formavimui. 
VO: „Mano“ ði vieta bus tik vienà dienà.
Infolabas joje, beje, gyvuos pagal savo taisyk-
les. Jei atsiras daiktø, kurie netinka holui kaip
vieðai erdvei, juos bus galima tvirtinti prie
lubø, kad neerzintø. Draugai ir kolegos taip
pat galëtø pasiûlyti vienà ar kità daiktà. Èia
galëtum rasti arba atneðti dizaino, kuris
netinka niekur kitur. Daiktai turëtø bûti tam-
pomi... Propaguoèiau toká dizainà – daiktai
neturëtø bûti sunkûs, kapitaliðki, prisukami
prie grindø. Prireikus vienà dienà juos turë-
tum iðsineðti; turëtø jaustis „vëjas“. Galbût
per daug daiktø, bet èia ir bûtø draivas.
Galbût paskui Darius Mikðys pasakys, kad
visa tai, kaip ready-made’as, yra jo ir kaþkà
padarys. Nors gali atsitikti ir taip, kad þaidi-
mas nebus priimtas. 
VJ: Arba bus perimtas, nes Infolabas tiesiog
privalo bûti aktyvia daugelio kitø þaidimø
dalimi – juk ir ÐMC gali bûti diskvalifikuotas
kaip þaidëjas. Taèiau, tikëdamasis ilgainiui
uþleisti savo pozicijas ðioje konkreèioje erdvë-
je, tikriausiai tikiesi ir to, kad iðliks vienas
kitas bendras vardiklis. Ar tai reiðkia, kad
atvirai deklaruoji Lietuvos, Vilniaus ðiuo-
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átakojantis impulsas yra intuityvus. O
pasaulëþiûrinë motyvacija, savikontrolë yra
antrinë, taèiau pageidautina, kad ji bûtø, kad
kûrybos procese dalyvautø abu sandai.
EL: Ar tuomet ámanoma atsekti kûrinio atsi-
radimo postûmá? Tarkime, parodoje prista-
tomas skulptûriniø objektø ciklas sukonstruo-
tas ið kinietiðkø indø ir santechninio fajanso?
MN: Tikriausiai postûmá suteikë kambario
centre stovinti didelë, pakelta ant elegantiðkø
kojeliø barokinë koklinë krosnis, kurià 1973
ar 1975 metais pamaèiau Kadriorgo rûmuose
Taline. Prie jos kaþkada ðildësi carienë
Jekaterina II. Taèiau su tuo impulsu nëra taip
paprasta. Juk kasdien þvilgsnis pralekia pro
tûkstanèius regimajame lauke pasirodanèiø
pavidalø, o uþkliûva kaþkodël tik uþ labai
reto. Esmë glûdi tame, kodël bûtent uþkliûva. 
EL: Ar galima paaiðkinti, kodël ið tûkstanèiø
prekiø parduotuvës lentynose þvilgsnis uþkliu-
vo uþ ðiø, þenklinanèiø globalizacijà, vartoto-
jiðkà visuomenæ, objektø? 
MN: Parduotuvës lentyna yra atsitiktinumas,
nes, kaip minëjau, jau kaþkada esu ,,uþkliu-
væs“. Visi ðie daiktai yra perkurti, dauguma ið
naujo perleisti per naujà technologiná ciklà –
iðdegti, glazûruoti. Jie yra labiau þaliava,
negu savarankiðkà reikðmæ turintys daiktai.
Ðá procesà galima palyginti su skulptûros
gaminimu ið metalo lakðtø. Juk gamtoje nëra
randama metalo lakðtø, o kasama metalø
rûda. 
EL: O ðie kliuviniai yra pastovûs ar nuolat 
kintantys? 
MN: Jau kuris laikas stengiuosi iðnaudoti
konteksto (aplinkybiø) teikiamas galimybes.
Tai reiðkia, kad daþnai reikia pakoreguoti
savo iðankstinæ nuomonæ, o kartais tiesiog
pradëti visiðkai ið naujo. Ir ðioje parodoje
svarbi jau pripildyta intensyvios informacijos
erdvë, ne institucija, o salë, gausiai dekoruo-
ta istoristiniu stiliumi. Lyg ir bandau iðvystyti
gretutiná pasakojimà pasiremdamas vietos
padiktuota tema. 
EL: O kas svarbiau – perkûrinëjimo procesas
ar perkuriamas objektas? Tarkime, seno
krovininio furgono tento instaliacija, kodël
bûtent jis pasirinktas ið tûkstanèio daiktø? Tai
tarsi neobrutalistinë nuoroda á mums
atsivërusius neaprëpiamus pasaulio tolius,
visuotiná tranzità, migracijà, saugumo stokà,
keièianti romantiná poþiûrá á kelioniø patirtis.
MN: Galiu tik pasakyti, kad man jis patiko.
Lankstus, tvirtas, atlaikantis didþiules vëjo
apkrovas. Man nelabai rûpi iðsiaiðkinti kodël.
Pakanka, kad uþkliuvau ir, pasirinkdamas já
kaip þaliavà, pradedu savo perkûrimà. 
EL: Gráþkime prie klausimo apie tai, kaip
iððûkiø ir permainø aplinkoje jauèiasi

menininkas – prisitaiko, stengiasi nepaste-
bëti, bando tapti jø lyderiu?
MN: Atsakymas labai susijæs su
pasaulëþiûromis. Manau, kad menas visuo-
tiniame teismo procese yra liudininkas, o ne
teisëjas. Susiskaldþiusi, kintanti, judanti
tikrovë – gyva, gyvybinga tikrovë. Tai, kas
stabilu, gali bûti sustingæ, suðalæ, miræ.
Visuomeninë, parlamentinës demokratijos
tikrovë – besiginèijanti, besipeðanti, amþinai
besideranti ið naujo, dinamiðkai besivystanti
tikrovë. Bet man socialiniai klausimai kaip
meninë medþiaga nerûpi. Menininkai,
nagrinëjantys socialinæ medþiagà, man atro-
do naivûs, nes jie ásivaizduoja, kad gali
pakeisti pasaulá. XX amþius knibþda naivaus
menininkø uþsiangaþavimo visuomenës
gyvenimui pavyzdþiø, kurie blogai baigësi
arba menininkams, arba visuomenei, arba
visiems kartu.
EL: O koks nenaivaus menininko poþiûris á
pasaulá? 
MN: Nenaivus menininkas yra stoikas, se-
novës graikø tradicijos poþiûriu. 
EL: Kaip tai pasireiðkia ðiandien?
MN: Tuo, kad tu atkakliai darai savo darbà,
nekreipdamas dëmesio á nepalankias
aplinkybes. Menininko tikslas yra estetinëmis
kategorijomis apmàstyti pasaulá. Menas,
skirtingai nuo taikomosios dailës, nesiekia
patenkinti uþsakovo ágeidþiø. Klausimas yra
apie visiðkai skirtingus tikslus, kuriø akivaiz-
doje menas tampa kova uþ iðgyvenimà. 
EL: Ar tokià pozicijà galime vertinti kaip
maþà asmeniná iððûká aplinkai?
MN: Iððûkis yra tai, kas reikalauja daugiau
nei áprasta pastangø, kliûtis, didesnë negu
paprastai pasitaikanti. Meninë kûryba, kaip
minëjau, yra instinktas, o tai daþnai padeda
nugalëti didesnes negu áprasta kliûtis.
EL: Jei menininkas, siekiantis spræsti sociali-
nius klausimus, yra naivuolis, tai kokius
klausimus turëtø spræsti nenaivus

menininkas? 
MN: Asmeninius. Taèiau tai nëra biografinis
lygmuo, greièiau – pasàmonë. Asmeniniai
iðgyvenimai yra tarsi bilijardo rutulys, kuris
smogia á kitus ramybës bûvyje esanèius
rutulius. Man labai svarbu ir truputis smagu-
mo. Nenorëèiau nieko auklëti, átikinëti.
EL: Ar tai sietina su nenuoramiðka/neramia
menininko prigimtimi? 
MN: Èia labai svarbi nerimo kategorija.
Nerimas kyla nuolatos. Jis menkai susijæs su
iðorinëmis permainomis, nestabilia aplinka, jis
yra gilus, egzistencinis. Jis yra svarbus
postûmis, veikiantis variklis, nuolatinis paly-
dovas. Pasidariau iðvadà, kad kûryba maþai
kà bendro turi su sielos ramybe. Gal èia ir
glûdi prakeiktas menininko likimas, esi lyg
pasmerktas kaboti tarpinëje bûsenoje, nes jei
ið jos iðeisi, gali prarasti postûmá kurti. Taèiau
tada pasaulis bûtø ðiek tiek nuobodesnis. 
EL: Taèiau menininkas, savo kûriniuose
perteikdamas asmeninius iðgyvenimus,
atspindi visus mus neraminanèius klausimus? 
MN: Manau, kad tai romantinë utopija. Kaip
jau sakiau, menas yra liudininkas, o ne teisë-
jas. Á já graþu paþiûrëti bûtuoju laiku, tam ir
yra muziejai. 

*  Peter F. Drucker, Valdymo iððûkiai XXI amþiuje, 

Vilnius, 2004.

**Kostas Kubilinskas.

Elona Lubytë yra personalinës Mindaugo
Navako parodos R works Latvijos

nacionaliniame dailës muziejuje Rygoje
kuratorë [kartu su Gundega Cebere].

Parodos, vyksianèios iki geguþës 7 d.,
organizatoriai – Latvijos nacionalinis dailës

muziejus ir Lietuvos dailës muziejaus 
Ðiuolaikinës dailës informacijos centras. Ðis

interviu pirmà kartà publikuotas parodos
lankstinuke.

Kaip ðiuolaikinis menininkas ásijungia á
permainø procesà? Pasirenka romantinio
iðskirtinumo ar nepriklausomà iðgyveni-
mo pozicijà? Ávardijant naujo, XXI am-
þiaus iððûkius* pabrëþiama, kad ðiandien
nepriklausomas nuo politikø, valdþios,
ekonominiø kriziø protinio darbo dar-
buotojas turi pats valdyti save, turi
iðmokti, kada ir kaip keistis. Juk ðiandien
jis yra mobilus, laisvas pasirinkti, nes tik-
tai jam priklauso jo „gamybos
priemonës“ – þinios, ágûdþiai. Nors á per-
mainas vis dar þiûrima kaip á mirtá ar
mokesèius: jos nëra laikomos pagei-
dautinu dalyku, jas reikia vilkinti kiek
ámanoma ilgiau. Taèiau tokiø perversmø
laikotarpiais, kokiu gyvename ðiuo metu,
permainos, pasikeitimai yra norma.
Þinoma, jos yra skausmingos ir rizikin-
gos, reikalauja labai daug átempto
darbo. Taèiau pasikeitimø laikotarpiu
iðlieka tik permainø lyderiai. Gal
menininkui kova su iððûkiais yra kas-

dienio kûrybinio proceso dalis?
Paskutinëmis praëjusiø metø dienomis
ðiuos klausimus menotyrininkë Elona
Lubytë uþdavë menininkui Mindaugui
Navakui kalbëdamasi apie bûsimà jo
parodà Rygoje.

Elona Lubytë: Kaip menininkas iðgyvena
nuolatines permainas?
Mindaugas Navakas: Turbût gera buvo
gyventi Ptolemëjaus laikais. Þemë plokðèia,
stabili, Visatos centras. Gerai þinoma gra-
viûra, kur þmogelis, priëjæs Þemës kraðtà,
iðkiðæs galvà pro skylæ skliaute groþisi
praslenkanèiais þvaigþdynais. Kaþin ar jis jà
iðmuðë pats, ar rado jau kieno kito iðmuðtà?
Ðis klausimas mane nuo ðiol nuolatos kan-
kins. Ne veltui Galilëjus sukëlë toká pasipikti-
nimà. Turi bûti siaubinga suvokus, kad striki-
nëji ant kaþkokiø milþiniðku greièiu skrie-
janèiø ir dar besisukanèiø aplink save rutuliø.
Tikriausiai nuo tada slapta trokðtame pabusti
ið ðio koðmaro. Kita prieþastis nekæsti per-

mainø yra nuolatinës mûsø gyvenimo lenk-
tynës. Kai tik pajuntame, kad jëgos pradës
sekti ir kas nors jau kvëpuoja á nugarà, norisi
suðukti – stop, jau finiðas! Deja, lenktynës
niekada nesibaigia. ,,Katinëli, ko tu tirti,
prausk burnelæ – ruoðkis mirti“.** Vienas ið
nedaugelio likusiø pastoviø dalykø – tai nuo-
latinës permainos. Geriausias Jimio Hendrixo
albumas vadinasi ,,Them Changes“. Jame
bliuzà ,,Changes“ labai aukðtu tenoru dai-
nuoja Buddy Milesas – juodas, áspûdingo
dydþio ir svorio bûgnininkas. Gaila, nesu
matæs to gyvai. 
EL: O kaip nuolatinë permainø kaita veikia
menininko pasaulëþiûrà? 
MN: Norëtøsi, kad veiktø aiðkumo, didesnio
preciziðkumo linkme, bet daþniausiai per-
mainos veikia gniuþdanèiai. Rembrandto
negandos nepalauþë kaip kûrëjo, bet jis juk
buvo Rembrandtas! Daug talentingø vaikinø
negandos palauþë, daugelio vardus nupûtë
vëjas. Prisitaikyti – tai dar ne pasaulëþiûra.
Manau, kad kûryba yra instinktas! Pirminis jà
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Að nesakau, kà „reikia daryti“.
Að þiûriu, kas kà daro.

Vyrai autobuse ðeðtadienio naktá – tai nebûti-
nai alkoholio, futbolo ir VL miðinys.
Menininkas – tai nebûtinai Emin, ar ne?

Miro

Labas,
Að manau, kad menu perteikiama þinia turi
bûti kiek ámanoma asmeniðkesnë ir tuo pat
metu kiek ámanoma universalesnë – jeigu ja
norima paliesti þmones, sujaudinti juos ar
priversti juos kaþkà permàstyti arba suabejoti
áprastinëmis tiesomis.

Að manau, bent jau dabar, kad menas turi
veikti skirtingais lygiais, ir kuo platesnæ audi-
torijà jis pasiekia, tuo geriau. Ðiuo metu man
maþiausiai ádomus autoreferuojantis menas –
menas apie menà.

Kurá laikà ir að maniau, kad Emin yra tik
ekshibicionistë ir mala ðûdà, bet praëjusiais
metais maèiau televizijos laidà apie jà, ir ji
visai nemalë jokio ðûdo, ir viskas, kà ji sakë,
buvo visiðkai suprantama ir pateisinama. Tai,
kà ji daro, daro labai gerai. (Kaip ir,
pavyzdþiui, kokia Kylie Minogue – nors ir
nenorom, tenka pripaþinti:))

Juokdariai, galø gale, visuomet buvo tie, – o
daþnai ir vieninteliai – kurie galëjo pasakyti
tiesà.

Kartais menas turi rëkti. Kartais – ðnabþdëti.
Geriausia, þinoma, bûtø rëkti taip, kad
nepasigirstø në garso – kaip blogam sapne,
kai nori rëkti, bet negali. Bet realybëje tai
labai sunku pasiekti. Að mëginu.

Paulina

05/6/8 10:28 Miro M raðë:

Labas rytas.
Aèiû.

„Kurá laikà ir að maniau, kad Emin yra tik
ekshibicionistë ir mala ðûdà, bet praëjusiais
metais maèiau televizijos laidà apie jà, ir ji
visai nemalë jokio ðûdo, ir viskas, kà ji sakë,
buvo visiðkai suprantama ir pateisinama. Tai,
kà ji daro, daro labai gerai. (Kaip ir,
pavyzdþiui, kokia Kylie Minogue – nors ir
nenorom, tenka pripaþinti :))“

quid pro quo:

„... nepaprasta, átikinamai nuoðirdu, 
pribloðkianèiai atvira...“ 
„Daily Mail“ apie Viktorijos Beckham auto-
biografijà „Mokantis skraidyti“.
––––––––––––––––––––––-
„Mes esame tuo, kà darome“.
– Yra esminis vertës pajautimas: pats darbas.
Gerai, „nuoðirdumas“ yra vertybë savaime.
Bet nuoðirdumas apie kà?
Kà reiðkia „skristi“? 
–––––––––––––––––––––––
Èia geras gabalas:

„Tikriausiai bûtent istorikas Danielis
Boorstinas pirmasis iðkëlë ðià mintá 1961 m.
iðleistoje knygoje „Ávaizdis: Amerikos
pseudoávykiø vadovas“ (The Image: A Guide
to Pseudo-Events in America). Joje Boorstinas
pripaþino, kad simuliacija yra atskira socialinë
kategorija, susiejanti daugybæ tarsi nesugreti-
namø reiðkiniø. 
Jis teigia, kad Amerika gyvena „dirbtinumo
amþiuje“, kuriame iliuzijos ir klastotës tapo
vyraujanèia socialine jëga. Vieðasis gyveni-
mas, teigia jis, kupinas „pseudoávykiø“ –
inscenizuotø ir pagal scenarijø sureþisuotø
ávykiø, kurie yra savotiðka dirbtinë tikrø atsi-
tikimø versija. Kadangi dabar yra netikrø
ávykiø, sako jis, taip pat yra ir netikrø þmoniø
– áþymybiø, kuriø identitetas inscenizuojamas
ir reþisuojamas pagal scenarijø, siekiant
sukurti iliuzijas, kurios daþnai neturi jokio
ryðio su jokia pamatine tikrove. 

Boorstinà sukritikavo deðinieji politikai. Tai
sena tradicija darbø, perspëjanèiø apie tai,
kad masinë visuomenë vulgarizuoja aukðtàjà
kultûrà. Be to, jo metaforas akivaizdþiai
ákvëpë McCarthy politika. Amerikai, anot
Boorstino, gresia „nerealybës pavojus“, kuris
skverbiasi á visuomenæ ir autentikà pakeièia
klastotëmis. 

Todël, manë jis, Amerika praranda ryðá ne tik
su tikrove, bet ir su idealais, kurie istorijos
bëgyje palaikë tautos jëgas. Dirbtinumo
amþiuje Amerikos idealus keièia pavirðutiniðki
ávaizdþiai.“

Miro

Labas,
Na ir sulyginai. Ðiandien bet kas gali pasakyti
bet kà apie bet kà. Bet vis tiek, tokia Kylie –
gal irgi kvaila, bet kai ji dainuoja, norisi ðokti
(bent jau man ;)) – o tai svarbiausia. Kai

Viktorija dainuoja, perjungi kita kanalà arba
skambini kam nors telefonu, ar dar kà. Tas
pats ir su menu – arba veikia tave, arba ne.
Be abejo, reklama, kaip ir visur, meno
þiûrovui gali padaryti didelæ átakà. 

Aèiû uþ „gabalà“. Gal gali pasakyti, kà cituo-
ji? Iðskyrus mane, þinoma :)

Paulina

05/6/10 10:09 Miro M raðë:

Labas, Paulina,
Ar tai religija? – Vaizduojamojo meno 
religija?
– Galbût daugeliui tëra vienintelis Dievas –
kaþkoks Absoliutus Groþis.
Yra ir dvasininkai, ðventieji, tikintieji.
Diskusija ámanoma, jeigu nepaþeidþiamos
taisyklës: Dievu ir Taisyklëmis negalima
abejoti.
Roma yra Niujorkas.
Popieþius yra MoMA.
Þmonës aplink yra pagonys arba barbarai.

„...pagrindas, ant kurio guli èiuþinys, o ant jo
– suglamþytos paklodës, pagalvës, pëdkelnës
ir rankðluostis. Ðalia – visokiausiø daiktø
krûva: nuo degtinës buteliø iki ðlepeèiø ir
apatiniø, nuo cigareèiø pakeliø iki sargiø ir
kontraceptiniø tableèiø, nuo polaroidiniø
(auto)portretø iki balto pûkuoto þaisliuko... “

„...4,5 m ilgio tigrinis ryklys formaldehido tir-
pale sukëlë sensacijà, kai 1992 m. buvo
pirmà kartà parodytas Saatchi galerijoje
Londone, ir tapo provokuojanèios „Jaunojo
britø meno“ bangos simboliu. 
...Ðis ásigijimas patvirtina, kad MoMA domi-
nuoja kaip svarbiausia modernaus meno
galerija pasaulyje. Ryklys buvo pirmasis kon-
traversiðkø Hirsto darbø serijoje ir vienas ið
daugybës jo sukurtø gyvûnø formaldehide.
Manoma, kad marinuota avis...“
––––––––––––––––––––––––––––––-
„...Kiekvienas mirdamas privalo kaþkà po
savæs palikti, sakë mano senelis. Vaikà arba
knygà, arba paveikslà, arba namà, pastatytà
sienà ar pasiûtus batus. Arba pasodintà sodà.
Kà nors...“ – „Fahrenheitas 451“ 
––––––––––––––––––––––––––––-
Beje, bûdavo, o gal ir dabar tebëra, keliau-
janèios parodos kaimo kvailiams, vadinamos,
jei neklystu, „Freak Shows“ („Apsigimëliø
parodos“): palapinë, o viduje, pavyzdþiui,
dvigalvis verðelis ar kokia plaukuota varlë.
Paprastai visi tie eksponatai yra primityvios

Ðtai kas atsitinka, kai á nemokamà
laikraðèio tipo parodos katalogà ádedi
savo elektroninio paðto adresà. Interviu
ið manæs „paëmë“ publikos atstovas.
Taigi èia atsiskleidþia ne tiek mano, kiek
þiûrovo, manau, gana simptomiðka
nuomonë apie ðiuolaikiná menà. O tai
galbût daug ádomiau. O gal ir ne. Ðiaip
ar taip, að pati kalta, galima sakyti –
prisipraðiau.

2005/6/5 13:54 Miro M raðë:

„Kai mano vyras anglas man pasipirðo, paci-
tavau jam animaciná filmukà ið savo vaikystës
– apie berniukà, kuris praðë ledø pardavëjos
bûti jo mama. „...o gal DËL LEDØ tu nori,
kad að bûèiau tavo mama?“ – paklausë ji. Jis
manæs nesuprato. Filmuke buvo þiema.“

Gerb. Paulina,
Naktiniame autobuse buvo rastas laikraðtis.
Trys vyrai paskui aptarinëjo já visà valandà.
Pirmasis nesuprato, kà dama norëjo pasakyti.
Antrasis juokësi, bet komentuoti nenorëjo.
Treèiajam iðkilo tokie klausimai:
„animacinis“ ar „filmas“? Tas pats ar du
skirtingi?
ar „ledø“ metafora reiðkia, pvz., „seksà“, ar
„vienatvæ“?
kam tos fotografijos?

Galbût kultûrø skirtumas, ið èia ir nesupratimas.

Arba skirtumai tarp vyrø ir moterø.
Arba skirtumai tarp daugiau ir maþiau iðsila-
vinusiø þmoniø.
Arba kontekstas: „að uþduodu paprastà
klausimà – tu atsakai metafora.“
Arba...

Ji uþ jo iðtekëjo.
Kodël?
Kokius ledus jis turi?

Ar galëtum iðaiðkinti?

Linkëjimai,
Miro

Gerb. Miro,
Dël „animacinio“ ir „filmuko“: gali bûti du
skirtingi dalykai, bet gali bûti ir tas pats. Du
skirtingi dalykai ið skirtingø laikø ir skirtingø
kultûrø kaþkada, vienà ypatingà akimirkà,
tampa vienu.

Ledai – tai metafora kaþko saldaus ir ðalto.
Kaþko pavirðutiniðko, nepastovaus, netikro,
taèiau vis vien geidþiamo.
Tai ji turëjo ledus. Kaip ir visa kita.

Paulina

05/6/5 20:24 Miro M raðë:

Paaiðkinimas man 
patinka.
Dabar suprantu: „pavirðu-
tiniðko“, „netikro“ ir
troðkimo suprieðinimas.
Ji turëjo ir ledus, ir visa
kita.
Ar gali ásivaizduoti „visko
turëjimà“?
Man ádomu.

Miro

Neturëjau galvoje „turëjo
viskà“, tiesiog „daugiau,

negu vien tai“.
Ðiaip ar taip, tai poezija, o jos nereikëtø aiðkinti.

Linkëjimai,
Paulina

05/6/6 16:01 Miro M raðë:

Aèiû, Paulina.
Að asmeniðkai manau, kad ðiuolaikiniuose
menuose nëra tokiø dalykø kaip „nereikëtø“,
bet tau gal geriau þinoti.

Geriausi linkëjimai,
Miro

Gerb. Miro,
Visiðkai su jumis sutinku dël ðiuolaikinio
meno. Bet èia juk ne menas. Èia – pokalbis
elektroniniu paðtu.
Bet man ádomu ðtai kas: kaip taip atsitiko,
kad trys vyrai naktiniame autobuse ðeðta-
dienio naktá buvo pakankamai blaivios
sàmonës, kad domëtøsi ðiuolaikiniu menu,
nors ir laikraðtyje? :)

Pagarbiai,
Paulina

05/6/7 10:31 Miro M raðë:

Labas, Paulina,
Na gerai, panelë Emin pardavinëja savo
gyvenimà, kas yra rizikinga, taèiau, atrodo,
efektyvu.
Galbût ir Gilbert and George, ir kiti.
Daug kas norëtø.
„Rizikinga“ – turiu galvoje, turi bûti
pasiruoðæs; savo patirties pateikimo iðgalvotø
personaþø pagalba metodas buvo daug
lankstesnis, bet... ne toks iðraiðkingas?
Publika priima viskà, be abejo, tradiciðkai
menininkas yra, geriausiu atveju, juokdarys.
Tracey eina skausmingu keliu; kai kuriuos tai
þeidþia; kaip jaustis, kai esi toje palapinëje,
juk tai labai asmeniðki dalykai.
Ir taip toliau.

Svetur- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

Aklas, bet tiesioginis 
Paulinos Eglës Pukytës 

pokalbis su þiûrovu
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klastotës – apðvietimas blogas ir tikimasi ste-
buklo. Dël daugelio dalykø að dar nesu tikras,
ir man ádomu. Að bandau iðsiaiðkinti, kà
reiðkia bûti laisvam nuo bet kokios religijos.
Ar bûtina, nuþudþius dievà, susikurti kità?

Linkëjimai,
Miro

Labas, Miro,
Bradburis yra geras, man labai patinka, bet
ðita citata neturi nieko bendra su menu. Að
kuriu video darbus – kur juose lieka mano
rankos þymë? Nebent pirðtø atspaudas ant
neteisingai paimto DVD? Kûrinio nebëra,
netgi kai iðjungiamas projektorius. Ar tai
reiðkia, kad mano darbas maþiau vertingas?
Að taip nemanau.

Beje, Tracey Emin sakë, kad jos darbas gyvas
tik tol, kol ji gyva. Visiðkai tas pat buvo
pasakyta apie Tate Modern neseniai vykusià
Josepho Beuyso retrospektyvà: jo menas
nebegyvas, kai jo nebëra.

Apsigimëliø parodose rodydavo ne tik
gyvûnus – taip pat ir „barzdotas moteris“.
Jos tikrai vis dar egzistuoja – tik jas dabar
rodo per televizijà (Kanalas 5).

Pagarbiai,
Paulina

05/6/11 14:11 Miro M raðë:

Ar tu jautiesi svarbesnë pasaulyje uþ koká
Jonà Petraitá? – Vadinasi tu pakeliui tapti
„menininke“, kaþkuo iðskirtiniu, esanèiu
arèiau „Dievo“, „Ðventikø“.

Evoliucija nuo rankø darbo (tapytojai ir

skulptoriai Viduramþiais) iki „vaizduojamøjø
menø“ yra ádomi, bet nëra prasmës ar pras-
mingumo árodymas. Hitleris buvo gerokai
„populiaresnis“ ir „efektyvesnis“ uþ,
pavyzdþiui, Picasso.

Tracey Emin, atrodo, yra eilinë moteris, nieko
nesugebanti ir egocentriðka, nei iðmintinga,
nei graþi (bet patologiðkai susirûpinusi savim
ir kaþkokia „charizma“ :-)), pasirinkta ir nau-
dojama Saatchi’o (ne ðventuolio, að manau)
savo verslui, pagal „rinkos ávertinimà“.
XIX a. ðalyse, turëjusiose dideliø socialiniø
sunkumø (Vokietija, Prancûzija), gimë
„menas kaip menininko siela“. Konstruktyvi,
iðorinë iðraiðka visuomenëje buvo neá-
manoma, ir tai privedë prie pirmenybës sava-
jam „ego“ suteikimo. Ne „menas“, bet
„menininkas“, jo/jos „asmenybë“ tapo esme
ir „produktu“.

Ar tu jautiesi tokia „rafinuota, turtingos dva-
sios, sudëtinga, ádomi ir t.t.“, kad galëtum
pragyventi tiesiog „pardavinëdama savo
vidurius“?
Tai yra, jokios paslaugos, jokio produkto,
jokio apsikeitimo: tu duodi „daliná ir laikinà
savæs atvaizdavimà“, o þmonës turi uþ já
mokëti, já gerbti, jiems turi tai rûpëti?

Man ádomu.

Tavo,
Miro

Gerb. Miro,
taip, tiesà sakant, að jauèiuosi „rafinuota,
turtingos dvasios, sudëtinga, ádomi ir t.t.“.
Be to, „turiu talentà“.

Kalbëdama labai asmeniðkai ið tiesø kalbu
apie universalius dalykus. Að manau, kad

padarydama kûriná
asmeniðkà, padarau já
labiau prieinamà
þmonëms.

O be to, þiûrovai patys
ðiais laikais reikalauja
„tikrø istorijø“,
„asmeniðkumø“,
„realybës“. Ið tiesø,
anksèiau þmonës norëjo
matyti tiesà fikcijos rû-
buose, o dabar nori fikci-
jos tikrovës rûbuose.
Mano darbai komentuoja
ir ðià situacijà.

Ðiaip ar taip, visai nebuvo reikalo taip
asmeniðkai ir nemandagiai mane uþsipulti.
Iðskyrus tai, buvo visai malonu pabendrauti.

Viso geriausio.
Paulina

05/6/12 01:57 Miro M raðë:

Miela Paulina,
– þmogui, atvykusiam ið pasaulio, kurá sukûrë
Leninas, su visomis to kûrimo pasekmëmis,
áskaitant labai asmeniðkus dalykus tavo
gyvenime…?

Ar tiesiog þiniø ir/arba domëjimosi trûkumà
(Lietuvos ir Anglijos prieðpastatymas tavo
trumpoje istorijoje) tu naudoji „menui“…?
Ir koks gi tai „menas“?
Kaip tu manai, kodël þodis „meniðkas“ jau
nebereiðkia „meistriðkas“, o greièiau kai kà
visai prieðinga?
„Talentas“ – tai visiðka kliðë. Be abejo, tu turi
talentà(ø).
Visi turi.
Ar manai, kad to uþtenka?

Paulina,
Nevaidink èia vaikelio.
Nereikia to meniðkumo.

Linkëjimai,
Miro

Ne, neuþtenka. Dar reikia didelës dràsos.
O kaip tik jos turi toli graþu ne visi.
Kodël negalima vaidinti? Ir apskritai, palik
mane ramybëj. Tu net nematei mano darbø!
Trenktas kaþkoks.

Paulina

Paulina Eglë Pukytë yra lietuviø
menininkë, gyvenanti Londone. Apie
gyvenimà ðiame mieste 2005 metais 

iðleido knygà Jø paproèiai. 2006 metø
rudená ÐMC ávyks jos personalinë paroda

Assurément. 7+1 video pasakojimai.

Pa
ul

in
a 

Eg
lë

 P
uk

yt
ë,

 K
at

ar
in

a,
 2

00
5.

 K
ad

ra
s 

ið 
vi

de
of

ilm
o 

/ V
id

eo
 s

til
l



1918

tojams – Virgilijui Repðiui ir garsiems trene-
riams Jûratei ir Èeslovui Norvaiðoms. Jiems ir
norëèiau perduoti nuoðirdþiausiø linkëjimø,
padëkoti, kad jie mane gyvenime palaikë. 
ÐMC TV: O ið tø, kuriø nebuvot niekada
sutikæ? Ið ko dar galëtumëte pasimokyti?
AS: Að neþinau, ið ko man Lietuvoje mokytis. 
ÐMC TV: Minëjote Gravity klube vykusá
Maiklo Dþeksono vakarëlá. Ar nebûtø ádomu
susitikti su Dþeksonu?
AS: Tai kad jis dabar... Dar kai operacijø ne-
buvo pasidaræs... Jo Trileris mane pakerëjæs
buvo. Mes specialiai ðoká pagal tà filmà su
vaikinø grupe sukûrëm. Bet dabar jau jis
labai baisiai atrodo.
ÐMC TV: Kà veiktumëte, ko klaustumëte
Dþeksono?
AS: Að jam parodyèiau, kaip jo ðoká ðoku. Ir
paklausèiau, kaip jam atrodo.

2 susitikimas
ÐMC TV: Pradëkim nuo to – kur jûs dabar
einat? Á koncertà?
Gabija Aladavièiûtë: Elena eis á koncertà 
S. Daukanto mokykloje, o að – á Brutal
Madness festivalá. Á já suvaþiuoja ávairios
grupës ið Suomijos, Lenkijos ir kitur, groja
metalà.
ÐMC TV: O kas S. Daukanto mokykloje vyks?
Elena Misiukevièiûtë: Koncertas, skirtas
Kovo 11-ajai.
GA: Bet ten pankrokà turëtø groti.
ÐMC TV: Kovo 11-osios pankrokas?
EM ir GA: Kaþin... Ten turëtø dalyvauti
Caramel Members, grupë ið mûsø mokyklos.
ÐMC TV: O jûs susipaþinote mokykloje, 
ar ne?
EM: Kaþkokiame vakarëlyje. Gabija prisidirbo
ir að atkreipiau dëmesá. O ðiaip susidrau-
gavome, kai vyko pasikeitimo su japonais
programa. Mes turëjom po japonà ir 5 die-
nas beveik gyvenome kartu.
ÐMC TV: Tai reiðkia, kad ir jûs vaþiuosite á
Japonijà kada nors?
EM: Ne, nelabai. Mes neturim tiek lëðø.
ÐMC TV: O kada jûs vaþiavote á Londonà?
GA: Sausio 18-23 dienomis, buvome 5 dienas.
ÐMC TV: Pirmà kartà ten buvote?
Papasakokite nuo pradþiø.
GA: Prasidëjo viskas oro uoste, kai einant pro
metalo detektoriø, mums teko viskà nusiimti
– grandines, viskà.
EM: O buvom specialiai, kad graþiau atrody-
tumëm, papuoðalø, grandiniø visokiø prisi-
kabinusios. Gabijai teko net batus nusiauti.
GA: Kai atskridom á Londonà, pirmà áspûdá
padarë metro – nieko ten nesusigaudëm,
tarp tø 4 linijø. Ir þmoniø visur pilna. Að ten
stovëjau iðsiþiojusi ir þiûrëjau.

ÐMC TV: O jûs buvot kur nors iðvaþiavusios
anksèiau, á uþsiená?
GA: Taip, bet Londone þiauriai daug þmoniø.
EM: Ir dar man patiko, kad viename mieste –
tiek visokiø kultûrø. Èia – Chinatown, toliau
– Indijos kvartalas, eini, ir visokiø þmoniø
sutinki – ir indø, ir japonø, ir kinø. Ir lietuviø
labai daug sutikom.
GA: Vieðbutyje buvo geras. Mes áëjome, gar-
siai ðnekam, ir administratorë staiga sako:
„Labas vakaras“. Þodþiu, lietuvë buvo. Mums
labai pasisekë, jinai pasakë, kur kokios paro-
dos vyksta, kokie muziejai, labai padëjo.
ÐMC TV: Ið tikrøjø, Londonas tampa Lietuvos
sostine.
GA: Joooo, nes lietuviø ten labai daug.
EM: O pirmà dienà iðëjome pasivaikðèioti po
miestà, vakare, su draugu Johnu.
ÐMC TV: Pirkote suvenyrus?
GA: Að nusipirkau labai ádomius marð-
kinëlius, nestandartinius.
EM: O að radau toká nerealø antikvariatà, 
kur bobutë savo senus daiktus pardavinëjo.
Mano pusbrolis – Elvio fanas, tai að jam ten
radau tokius padëkliukus arbatai su Elvio
vaizdu. 
GA: Po to didþiausià áspûdá, bent jau man,
padarë neformalø kvartalas ir pankai. Nes
pas mus pankai komerciniai, o ten tai matosi,
kad gyvena toká gyvenimà.
ÐMC TV: O kodël sakai, kad mûsø pankai
komerciniai?
GA: Na, dauguma dabar jø, kiek pastebëjau,
tiktai ávaizdá toká susikûræ – jeigu að pankas,
tai jau kietas.
EM: Arba – jeigu að uþsidedu kerzus, tai að
jau pankas. Ten, kai toká pirmà keistà
pamaèiau gatvëje, tai nulydëjau akim ir
pagalvojau – kas per gëjus. Tai buvo nauja. 
O paskui paaiðkëjo, kad ten tokia mada, kad
ten pankai tokie – su smailais bateliais, iðsi-
daþæ, ðukuosenos sutvarkytos su þele, su
kostiumais, frakais visokiais, nërinukais.
GA: Ir kerzai ten nerealiai aukðti. Þmogus 
uþ mane þemesnis, o kai su kerzais, tai jau
aukðtas.
ÐMC TV: O vyrø ar moterø stiliai ádomesni?
GA: Ir tø, ir tø. Ypaè gotø, drakulos kostiu-
mai ohoho kokie.
ÐMC TV: O kur Vilniuje pankai arba gotai
gauna sau rûbø?
GA: Humanoje.
EM: Arba prosenelës sijonà pasiima ir 
pasisiuva.
ÐMC TV: O anglai ar klausë, kokiais keliais
jûs atvaþiavote?
GA: Taip, jie labai nustebo. Oho, sakë, karstà
kasëte. Nemanau, kad kiekvienas imtø ir
kastø karstà.

EM: Dar aplankëme muziejus. Pirmiausia
buvome Britø muziejuje. Muziejus labai
didelis, nespëjom apeiti. Að visà dienà 
praleidau Indënø kambaryje. 
ÐMC TV: Gabija, o tu – gotø kambaryje?
GA: Ne, ten tokiø nëra. Að prie japonø ir
kinø daugiausia laiko praleidau.
ÐMC TV: O juk galëtø bûti ir gotø, ir pankø
kambariai. Juk tai yra britø kultûros dalis.
GA: Taip. Tik metalistø ten nelabai daug.
ÐMC TV: Að irgi jø maþai matau. Man atro-
do, kad jø populiarumas kritæs.
GA: Dabar jau iðvis neaiðku, kokiu stiliumi
rengiasi þmonës, viskas susimaiðæ.
EM: O vakare norëjome nueiti kur nors
paðokti, bet niekur neáleido, nes áleidþia tik
nuo 18 metø.
ÐMC TV: O kiek jums?
GA: 16. Ir ten grieþtai. Pas mus pasakai, kad
tau 18 ir áeini, o ten tai grieþtai.
EM: Bet að á vienà klubà patekau. Klubas
buvo rûsyje, man besileidþiant staèiais 
laiptais pro duris iðkrito kaþkoks vyras. Viduje
pro dûmus nieko nesimatë, erdvë kaip 
gyvenamajame bute, tik su baru. Ir pilna
afrikieèiø. Deðinëje ðoko bûrys vyrø aplink
vienà ðviesiaplaukæ. 
GA: Á tokius klubus áleidþia, bet ið ten jau gali
nebeiðeiti.
ÐMC TV: Arba gali ten rasi karstà arba kaþkà
kita, kas tave nuvestø kaþkur kitur – gal á
Afrikà, gal á kità planetà. Bûtø neblogai, ar
ne?
EM: Mes planuojam gráþti á Londonà. Að
norëèiau ten dirbti ðià vasarà. Jeigu tik
pavyks.
ÐMC TV: Aiðku, kad pavyks. Svarbu, kad 
darbas bûtø geras.

Vis reèiau reikia árodinëti, kad Elvis –
gyvas. Jis pasirodo abiejuose interviu
þemiau. Algirdas Stravinskas taip pat
gyvas ir geria arbatà ÐMC TV studijoje.
Joje kà tik sveèiavosi ir Gabija
Aladavièiûtë su Elena Misiukevièiûte,
kurios, iðkylaudamos miðke netoli
Minsko plento, rado karstà. Já, kaip
pamenate, prieð kelis mënesius ið IKEA
standartiniø baldø daliø sumeistravo ir
vidurnaktá uþkasë amerikieèiø
menininkas Joe Scanlan. Karstas liudijo
besitæsianèià BMW pradþià ir pabaigà.
„Tas, kas atras karstà, laimës kelionæ á
Londonà dviems“, skelbë sertifikatas po
karsto pagalve. Á Londonà Gabija ir Elena
vyko beveik tuo paèiu metu, kai Algirdas
Stravinskas skrido á tarptautiná
Roterdamo filmø festivalá dalyvauti ÐMC
TV programoje. Taèiau skirtingomis laiko
trajektorijomis keliaujantys paðnekovai
susitiko ne tik ÐMC TV studijoje – kom-
jaunimo eros breikeris ir gotai sumuðë
rankomis keliose vietose. Apimti
kelionës euforijos jie papasakojo apie
„pasidaryk pats“ subkultûras (atkreipkite
dëmesá á Algirdo Stravinsko grupës
kostiumus 1987 metø nuotraukoje – Boy
George ir Kraftwerk jo nebûtø pasidalijæ)
ir nuolatos iðradinëjamus bûdus
uþpildyti informacijos bei gyvenimo
bûdo reikmenø deficità. Galbût kitame
ÐMC TV epizode susitiksime su gotais,
ðokanèiais breikà.

1 susitikimas 
Algirdas Stravinskas: Neprisimenu, kuri
buvo diena, këlëmës labai anksti, buvau
nemiegojæs visà naktá, apie 7 val. iðskridome á
Amsterdamà. Lëktuvu skristi bijojau, kadangi
skridæs buvau labai seniai. Keliavau tiktai
tarybiniais laikais, su savo choreografine
grupe iðmaiðiau visà Tarybø Sàjungà.
Atvaþiavome á Roterdamà ir ávykis – pirmà
kartà mano gyvenime norvegø ir olandø tele-
vizijos ëmë interviu. Pasidariau vos ne
þvaigþdë Olandijoje. Dar stotyje teko paðokti
prieð publikà. 
ÐMC TV: Man atrodo, kad TV programoje
Late Night Talkshow jus pristatë kaip Lietuvos
Elvá Preslá, ar ne?
AS: Ko gero, taip. Nes mano dainos panaðios
á Elvio Preslio, Tomo Dþonso Hamperdinko,
Lui Armstrongo, Franko Sinatros. Mano toks
dþerþgiantis balsas, tai nuo vaikystës. Paveikë
ir tai, kad daug metø restoranuose dirbau,
visko bûdavo.
ÐMC TV: Bûna, kad publika dainuoja?
AS: Bûna, bûna. Olandijoje ir ðoko, ir daina-
vo. O jeigu kas nors galvoja, kad að dainuoti
pradëjau staiga, tai labai klysta. Dainuoti
pradëjau Kauno restorane Pasimatymas ko-
kiais 1977-1978 metais. Paskui dainavimà
uþmeèiau, nes man labiau patiko choreo-
grafija.
ÐMC TV: Ádomu, kur anais laikais buvo gali-
ma pasirodyti?
AS: Pradþioje dirbau restorane Orbita Kauno
centre, dabar jo jau nëra, ten stovi Vilniaus

bankas. Paskui – Pasimatyme, kuris
dabar stovi apgriuvæs, ten nieko
nëra. Ir restorane Þalias kalnas dirbau
ilgai, 10 ar 15 metø. Ten ir savo
grupæ turëjau, ir programas kûriau.
Tada ten visas anø laikø dainininkø
elitas dainavo. Tarybø Sàjungoje tai
buvo laikoma geriausia programa.
Á Þalià kalnà ið visur atvaþiuodavo.
Restorano staliukà reikëdavo re-
zervuoti prieð tris mënesius. 
ÐMC TV: Kodël Þalias kalnas uþsi-
darë?
AS: Tautinës muzikos laikais netau-
tiniai ðokiai niekam nebebuvo
ádomûs. Mano mokiniai iðsisklaidë po

visà pasaulá. Kai tik atsidarë sienos, sakiau,
vaikai, vaþiuokit, kas kur norit. 
ÐMC TV: O filmuotis ar teko?
AS: Filmavomës daugiausia Rusijoje,
Baltarusijoje. Maskvoje, Ostankine. Filme
Dvigubi spàstai. Kai sukûriau breiko ðokiø
kolektyvà, su juo irgi daug vaþinëjau po
Tarybø Sàjungà. 
ÐMC TV: Jûsø breikas nebuvo skirtas vien
televizijai, ar ne?
AS: Tais laikais, kokiais 1985-1986 metais ar
dar anksèiau, buvo pati breiko pradþia, visi
rûsiuose dirbo. Að, kadangi dirbau choreo-
grafu Kûno kultûros institute, sëkmingai tam
panaudojau gimnastus. Jie labai puikiai atlik-
davo visus tuos triukus. Ir mes 1987 metais
surengëme visasàjunginá – dabar sakytø tarp-
tautiná – konkursà Kauno Sporto halëje.
Suvaþiavo labai daug kolektyvø ið visos
Tarybø Sàjungos. Kokias dvi dienas vyko
atranka. Viskà organizavo komjaunimas. Ir
mums tada pasisekë – uþëmëme pirmà vietà.
Tarp dideliø grupiø. Nes dalyvavo ir duetai, ir
robotø stiliaus ðokëjai. 
ÐMC TV: O kaip apie breikà suþinojote?
AS: Mes nelegaliai gaudavome kasetes.
Eidavome pas tuos, kas turëjo video, ir
mokëdavome 5-10 rubliø, kad galëtume
pasiþiûrët, kaþko iðmokti. Filmus lëtindavom
ir kopijuodavom. Tokia ir buvo pradþia.
ÐMC TV: Norim paklausti apie tai, kà þinome
tik ið nuogirdø – apie „daðkinius“ [Kauno
nusikalstamo pasaulio grupuotë].
AS: Pas mane breikà ðoko abu broliai – a.a.
Remigijus Daðkevièius ir Artûras Daðkevièius.
Bet „daðkiniais“ jie tapo jau vëliau. O ðoko
jie visai neblogai, ypaè Artûras. Kai susikûrë
gauja, tada jie patys ið manæs ir iðëjo. Beje,
tarp visø ðokëjø vyrø buvo tik viena mergaitë
– bûsima aktorë Eglë Mikulionytë. 
ÐMC TV: Kà dabar norisi veikti?
AS: Dabar norisi iðgerti arbatos ir parûkyti.
O ateityje norëèiau kur nors pakoncertuoti. 
ÐMC TV: Kaip norisi pasenti?
AS: Nesinori. Visiðkai nesinori pasenti. Ir að
jauèiu, kad dar gerai atrodau. Sveikata dar
nebloga.
ÐMC TV: O su kuo labiausiai norëtumëte
susitikti?
AS: Esu labai dëkingas savo pirmiems moky-

Þmonës- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

Elvis niekur nedingo:
ÐMC TV atskleidþia 

savo bendrininkus

A
lg

ird
as

 S
tr

av
in

sk
as

, 2
00

6.
 K

ad
ra

s 
ið 

ÐM
C

 T
V 

/ S
til

l f
ro

m
 C

A
C

 T
V

G
ab

ija
 A

la
da

vi
èi

ût
ë 

ir 
El

en
a 

M
isi

uk
ev

iè
iû

të
 L

on
do

ne
 / 

in
 L

on
do

n,
 2

00
6



21

nant naujà turiná. XX amþiaus devintajame
deðimtmetyje kai kurie ðá procesà vadino
„atsakomuoju kalbëjimu medijoms“, t.y. gráþ-
tamuoju/atgaliniu ryðiu. Tam reikia pilietinës
dràsos, nes valdþia (iðties bet kurioje
visuomenëje) nemëgsta, jei þmonës atidaro
savo komunikacijos kanalus. Tai gali bûti
vietinis radijas, laikraðèiai, TV ar video inicia-
tyvos, vieði screeningai, plakatai, kavinës, taip
pat weblogai ar naujienraðèiai (angl. mailing
lists) internete. Kultûra pasireiðkia tik tada,
kai þmonës dekonstruoja technologijas:
„nulauþia“ vartotojiðkus produktus ir
paverèia juos kûrybinës produkcijos maði-
nomis. Kitas kultûros aspektas – tai laisvi ry-
ðiai tarp individø, grupiø ir scenø. Mes galime
kalbëti apie „medijø kultûrà“ tik jei yra ini-
ciatyvø, gamintojø ir kanalø ávairovë. Jei tik
tarp veikëjø yra „reliatyvi autonomija“,
kultûra gali pradëti klestëti. Þinoma, „medijø
kultûra“ neegzistuoja, jei viskà darai pats
vienas. Reikia noro ir poreikio jungtis á tinklus
bei apsikeisti informacija tam, kad iðlástume ið
„paþástamø“ geto. Ðtai kodël yra labai sunku
iðlaikyti kultûros formas kaimuose. Juose
trûksta erdvës ir ávairovës. Taip pat galima
sakyti, kad medijø kultûra priklauso nuo kri-
tikos ir refleksijø egzistavimo bei jø kokybës.
Jei jø nëra – tai tik propaganda ir mar-
ketingas. Taigi sàraðas, kas ir kada yra medijø
kultûra, gana ilgas.
[Geert Lovink, Kur ir kuomet yra medijø
kultûra]

„Tai Scottai, – kreipësi á mane Kinsella, –
vis ruoðiausi tavæs paklausti: kas gi
pagaliau yra tos naujøjø medijø studi-
jos?“. Atsakiau: „Na, kol kas dar anksto-
ka kalbëti apie koká nors galutiná
atsakymà, bet mes tyrinëjame ðá
klausimà.“
Kà mes turime omenyje kalbëdami apie nau-
jøjø medijø studijas? Atmintyje iðkyla pluoð-
tas neologizmø – hipertekstas, kibertekstas,
technotekstas, elektroninë literatûra, tinklo
menas, skaitmeninis tekstualumas, kodavei-
ka, medijø ekologija, multimedijos, interak-
tyvumas – tik keletas sàvokø ðalia daugybës
kitø. Bet kà gi reiðkia naujosios medijos?
Paprastai taip ávardijamas menas, literatûra ir
kitos kultûrinës iðraiðkos formos, skirtos kom-
piuteriams ir internetui. Bet ar ilgam ðios
naujosios medijos liks naujos? Kada naujosios
medijos taps tiesiog kitos rûðies medijomis?
Ar greitai jos pasieks tà bûklæ, kurioje dabar
yra atsidûræs „postmodernizmas“ (jeigu visi já
minëdami suvokiame, apie kà kalbame) – kai
net ðiek tiek nepatogu ávardinti tai garsiai.
Kas galø gale ateina po „post-“? Kiek laiko

nauja iðlieka nauja? Ar praëjus dvideðimèiai
metø pasaulinis tinklas vis dar bus suvokia-
mas kaip naujøjø medijø forma?
[Scott Rettberg, Naujøjø medijø studijos:
keletas nuorodø á naujøjø medijø skaitinius]

Kokie pavojai gali iðkilti medijø kultûros
vartotojams ir dalyviams?
Kadangi visos medijos nuo fonetinio alfabeto
iki kompiuterio yra þmogaus tæsiniai, jos
sukelia jame esminius bei ilgalaikius pokyèius
ir keièia jo aplinkà. Toks tæsinys yra organo,
jutimo ar funkcijos sustiprinimas bei iðplëtoji-
mas, ir kai tai ávyksta, centrinë nervø sistema
pradeda ágyvendinti apsauginæ paveiktos
vietos nejautrà, izoliuodama ir anestezuo-
dama tà vietà nuo sàmoningo supratimo, kas
jai atsitiko. Ðis procesas panaðus á bûsenà, kai
kûnas yra veikiamas ðoko ar streso arba kai
sàmonë yra, pasak Freudo, represuojama. Að
vadinu ðià savità savihipnotinæ Narcizo
narkozës formà sindromu, kai þmogus nesu-
vokia psichinio ir socialinio naujø technologi-
jø poveikio, kaip þuvis nejauèia vandens,
kuriame ji gyvena. To pasëkoje, tiksliau, tuo
momentu, kai naujøjø medijø paveikta aplin-
ka prasismelkia visur ir pakeièia mûsø jutimø
pusiausvyrà, sindromas tampa nepastebimas.
[Þurnalo Playboy interviu su Marshallu
McLuhanu, pirma dalis]

Koks ryðys tarp þurnalø Playboy ir Balsas?
Ávedus á google.lt paieðkà lietuviø kalba þodá
„playboy“ antru numeriu yra iðmetamas þur-
nalas Balsas ir interviu su Marshallu
McLuhanu. Interviu su garsiuoju medijø guru
McLuhanu buvo iðspausdintas abiejuose þur-
naluose. Þinoma, originalas – Playboy, o
lietuviðkas vertimas Balse. McLuhanas yra pir-

masis populiarus medijø kritikas ir teoretikas.
Playboy yra pirmasis populiarus erotinis þur-
nalas. Jie abu yra savo srities specialistai.

Viena jauna menotyrininkë praðë pa-
klausti, kas yra kiberfeminizmas ir kaip
jis pasireiðkia naujøjø medijø prisotintoje
kultûroje?
Mano nuomone, kiberfeministinio kiborgo
vizija tiksliai paruoðia ypaè susijusiø vëlyvojo
kapitalizmo, naujøjø medijø ir lyties klausimø
analizei. Bûtent ði gili lytiðkai determinuotos
internetinio kapitalizmo dinamikos áþvalga
nubrëþia kiberfeminizmo perspektyvà. Nors
ankstyvasis kiborgas Kiborgø manifeste pri-
statomas kaip postlytinë (angl. postgender)
þmogiðka bûtybë ir neþmogiðkas artefaktas,
jis atrodo panaðesnis á merginà. Viename
interviu Andrew Rossas ir Constance Penley
paklausë Donnos Haraway, kokios lyties yra
kiborgas, ir ji galiausiai pripaþino, kad kibor-
gas galëtø bûti „daugiaspalvë mergina“ arba
„bloga mergina“, bet jokiu bûdu ne „jautrus
vyras“. Atsakydama á klausimus apie postly-
tinio kiborgo lytiðkai determinuotà tikrovæ,
Haraway teigia, kad lyties problema dar nëra
uþmirðta, netgi ir postlytinio kiborgo fantazi-
jose. Kreipiant dëmesá á subjekto uþimamà
pozicijà lyèiai visuomet iðkyla pavojus.
[Yvonne Volkart, Kiberfeminizmo technikos:
strateginës seksualizacijos. Tarp metodo ir
fantazijos, pirma dalis]

Klausimus ir atsakymus parengë þurnalo
Balsas kolektyvinis intelektas.

Moderatoriai – Tautvydas Bajarkevièius ir
Vytautas Michelkevièius.
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Elektroninis þurnalas Balsas (www.balsas.cc,
iki 2006 04 01 – www.vilma.cc/balsas) daþ-
nai apibûdinamas tiesiog kaip þurnalas apie
medijø kultûrà, tyrinëjantis medijø charak-
terius, procesus ir tapatybes kultûroje.
Trumpai tariant, þurnalas bando surasti
sàveikos taðkus tarp kultûros ir technologijø,
tarp meno, technologijø ir mokslo bei pri-
statyti aktualiausius procesus mene, kultûroje
ir visuomenëje.

Ar Balsas yra meno projektas ar bent
procesas? Tam tikra prasme taip. Balsas yra
sàsaja tarp skaitytojø ir tekstø. Jis yra ne tik
sàsaja, bet ir mediumas. Be to, prancûzø
medijø antropologas Pierre’as Levy teigia,
kad medijø menas yra implikacijos (átrauki-
mo, dalyvavimo) menas. Medijø meno atveju
auditorija yra transformuojama ið pasyviø
þiûrovø ir interpretatoriø á aktyvius dalyvius.
Dalyvis yra átraukiamas á meno kûrinio pro-
cesà per sàsajà. Ðia prasme Balsas, bûdamas
sàsaja, yra medijø meno apraiðka.

El. þurnalas Balsas yra VILMA (Vilniaus
tarpdisciplininës medijø meno laboratorijos –
Vilnius Interdisciplinary Lab for Media Art) lei-
dþiamas kolektyvinio intelekto produktas. Jo
identitetas reiðkiasi per kolektyviná naratyvà.
Todël interviu su Balsu galëtø atlikti dirbtinis
intelektas. Ið realybës pasirenkamos tokios
dirbtinio intelekto praktikos: vidinë paieðkos
sistema Balse ir iðorinë paieðkos sistema
google.lt.

Kyla klausimas: ar ámanomas dialogas
tarp þmoniø ir maðinø arba tarp maðinø
(dirbtinio intelekto) ir þmoniø (kolektyvinio
intelekto)? Mums svarbi ne tiek galimybë
tokiam ryðiui tapti realybe, kiek jo iðsiskleidi-
mo procesas. Taèiau atsiranda viena proble-
ma: vieni klausimai/atsakymai gali bûti pras-
mingai teisingi, kiti – ne. Todël reikia
natûralaus intelekto ásikiðimo ir pagalbos.
Kita ðio interviu interpretacija galëtø bûti
tokia: Balsà galima traktuoti ir kaip tekstø
archyvà, kuris duoda atsakymus á mus domi-
nanèius klausimus. Teisingiau, atsakymai yra
Balso tekstø archyve, mums reikia tik pateikti
klausimus.

Kodël bûtø ádomu ðiame interviu ásivaiz-
duoti ir imituoti Balsà kaip dirbtinio
intelekto (AI – artificial intelligence)
maðinà, kurios principas bûtø organizuo-
tas piramidës principu – atsakymai á
klausimus formuojami pradedant nuo
keliø pamatiniø klausimø, kurie kaip
iðeities pozicijos pagrindþia visà save
organizuojanèià sistemà? 
Nuoseklumo laikymasis dëstant nuorodas,
vedanèias á autoriaus sumanytas analogijas,
charakterizuoja ne tik ryðá tarp dviejø leksijø,
bet ir visà hipertekstà. Toks tekstualumas,
koká kuria ði nuorodø strategija, skatina
metaforø ir analogijø formas, ágalinanèias
organizuoti skaitytojo patirtá malonumà

kelianèia seka. 
[George Landow, Hipertekstas: kokybës kri-
terijai hipermedijose, antra dalis]

O kas tada yra Balso kolektyvinio inte-
lekto autoriai / moderatoriai, jei Balsà
laikysime daugialypiu mediumu (ypaè
jam tampant kolektyviniu intelektu)? 
Yra tikslinga atskirti medijiðkumo plotmæ nuo
medijø turiniø (praneðimø). [...] Mes esame
ávedami á kalbà ir medijas; taip simbolinës
struktûros konstruoja mûsø vidø, tampa
mûsø paèiø dalimi; nëra tokio Að, kuris bûtø
atskirtas nuo ðiø struktûrø. Arba atvirkðèiai: ið
medijø poþiûrio taðko individas nebëra ðaluti-
nis (pagalbinis). Jis yra susikryþiavimo taðkas
diskurso ir tarpinës saugyklos, skirtos tarpini-
am atsitraukimui nuo kultûros, tinkle.
[Harmut Winkler, Ðeðios tezës apie medijas, 
antra dalis]

Kuo remiasi Balsas ir kaip jis funkcionuoja?
[...] renkuosi teorinius raktaþodþius, skirtin-
gais kampais apèiuopianèius meninës prak-
tikos pulsà: tarpdiscipliniðkumas, diskursyvinë
meno praktika, postprodukcija,
reliacinis/sàsajø menas.
[Dovilë Tumpytë, Aktualiojo meno 
raktaþodþiai: tarpdiscipliniðkumas, medijos ir
reliacinë estetika]

Ar globalinë radikalioji klasë sugebës iðrasti
socialines maðinas, galinèias mesti iððûká kapi-
talui ir funkcionuoti kaip autonomijos ir
savikûros atramos? Radikalias maðinas, kurios
galëtø pasiprieðinti technovadybiniam
intelektui ir imperinëms metamaðinoms, iðri-
kiuotoms aplink mus? Daugumos kova prieð
imperijà tampa radikaliøjø maðinø kova prieð
imperijos technomonstrus. Kaip mums
pradëti statyti ðias maðinas?
[Matteo Pasquinelli, Radikaliosios maðinos
prieð technoimperijà]

Kokie bûtø Balso atsakymai bandant 
apibrëþti naujàsias medijas ir naujøjø
medijø kultûrà? 
Medijø kultûra prasideda tada, kai kritinë
„vartotojø“ (taip vadinamø pilieèiø) masë
suvokia, kad medijas galima ne tik vartoti.
Vietoj to jas galima aktyviai iðnaudoti gami-

Elektroninis þurnalas Balsas
kalbasi su savimi
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D
as Þiþek-m

an or Everything G
oes A

ccording
to Plan...
The recent release of the collection of w

orks by
Slavoj Þiþek, Viskas, kà norëjote suþinoti apie
Þiþekà, bet nedrásote paklausti Lacano
(Everything You W

anted to Know
 about Þiþek,

but D
id N

ot D
are to A

sk Lacan) translated by
A

udronë Þukauskaitë – a philosopher, and expert
in the currents of ‘postm

odern’ philosophy – suc-
ceeded to fill a huge cultural gap that exists
betw

een a thriving Lithuanian conform
ism

 and a
W

estern critical perspective. Ironically, any reader
w

ho as a post-Soviet Lithuanian – consum
er –

being w
ho has fallen into that gap [punctum

],
perhaps, m

ay find them
selves the subject of the

w
itty Slovenian neo-M

arxist’s derision or his seri-
ous investigation. W

ild capitalism
, the under-

standing of freedom
 only in the context of social

D
arw

inism
, the pursuit of m

oney and gain, con-
sum

ption of propaganda and the Internet as w
ell

as their sacralisation, tantam
ount to shopping in

a superm
arket, have given birth to a new

 being
now

 regularly berated by intellectuals. I call him
 a

‘Þiþekm
an’. 

Þiþek has been w
riting about being as a sub-

ject in the flow
 of signifiers, m

oving tow
ards

nothingness, constantly changing identities,
m

ired head-to-toe in ideological or propagandist
sew

ers, contained w
ithin a system

 and not able

to escape as each of his or her transgressions
confirm

s the integrity of the capitalist shell sur-
rounding it. 

Þiþek is an expert of w
riting the M

oebius
strip. It is apposite reading for those w

ho are
deadly affected by capitalism

 – and its critique –
and no longer aw

ait the revolution, or serve
C

hom
sky or Kropotkin. Those w

ho think that
everything starts w

ith the birth of a new
 con-

sciousness w
ill also read Þiþek. H

e is, in the end,
the fruit of his academ

ic environm
ent and w

ill
never deviate from

 the m
ethod of explication

hypothesis/antithesis/thesis (see also Baudrillard
and Ðliogeris), and even his m

ost radical books
that dialectically explore the tim

e w
e live in hard-

ly suggest new
 alternatives. The book, therefore,

is w
ritten for academ

ics, and not for revolution-
ary proles or intellectuals. 

Þiþek’s concept of ideology and desire is the
m

ost interesting for m
e. In this case, reading

Þiþek provides an opportunity to evaluate the
m

echanism
 of dem

ocracy and its im
portance to

us. The generation of philosophers that em
erged

after the 1968 student dem
onstrations in Paris

(and the Prague Spring) engaged m
ore critically

w
ith the sem

i-sphere of the w
orld and its

geboren. W
riting about Foucault through the

prism
 of D

erridean theory G
illes D

eleuze com
-

m
enced an analysis of different form

s of propa-
ganda and surveillance pervasive in W

estern
dem

ocracy – no less effective than those m
eth-

ods associated w
ith Soviet totalitarianism

.
D

eleuze describes a diffuse and less concrete
propagandist m

achinery, having not just one, but
also m

any centres that can penetrate deeper
inside a hum

an being, w
ho w

ill be called ‘a body
w

ithout organs’ by D
eleuze later. A

 body the
inside of w

hich is filled w
ith desire to consum

e
everything – even ideology – as w

ell as its w
ill-to-

m
anipulation. In dem

ocratic societies, in w
hich

such values as freedom
 of speech and free elec-

tions do exist, propaganda exists as w
ell (Þiþek

claim
s that capitalism

 is the ideology par excel-
lence, thus, the M

oebius strip), but it is m
ore

clever and subtle than in totalitarian societies. It
is less violent. A

 hum
an being feels free and can

do the job he or she w
ants untram

m
elled.

H
ow

ever, there are boundaries, w
hich even a

dem
ocratic person cannot transgress. W

e can

nam
e those boundaries as the lim

its of discourse.
A

nd the thing that prevents from
 transgressing

them
 is desire. 

For a dem
ocratic citizen freedom

 is no
longer such a vitally im

portant thing, because
freedom

 as it w
as understood by classical liberal-

ism
 w

as given to him
 or her at birth. Therein, this

citizen has a new
 purpose: the freedom

 of
expression. It is expressed by desire: to have, to
love, to create and to be recognised in the socie-
ty. ‘Satan’ is hiding precisely here: in desire – the
Satan of ideology and propaganda. 

The post-industrial W
est has created the

consum
er society that has kick-started the propa-

ganda m
achine. D

esire attaches and im
prisons a

hum
an being in its clever and subtle construc-

tion. D
esire urges to appropriate and incorporate

w
hat is called the ideology of capitalism

: ideas,
doctrines and thoughts, w

hich w
ould not ven-

ture in any w
ay beyond the lim

its of the dem
o-

cratic discourse. The desire protects these lim
its:

you cannot speak differently from
 that w

hich is
tolerated by contem

porary public discourse. To
speak differently m

eans to be silenced, heard
only by a bunch of sym

pathetic people, excluded
from

 public debate. Being beyond the lim
its of

discourse is not a political subject. H
e or she is

outside the law
. 

C
oncerning those inside the system

, they
like this state of affairs. A

nd desire is lim
itless,

m
orality and ethics are not im

portant to it; it
rather prefers to identify w

ith cynicism
.

M
oreover, the conditions for cynical m

anipula-
tions of society by the m

edia and public relations
as w

ell as global virtualisation are sim
ply perfect.

Identity becom
es a slippery thing, and nothing

but various desires condition this identity: from
desire to survive to desire to rule. Let us also
rem

em
ber postm

odern logic m
aintaining that

there is nothing beyond the text: there is nothing
beyond discourse, and that slippery identity w

ill
becom

e a bubble in capitalist logic fram
ed by

desire. Besides w
hich, contem

porary narcissism
,

the desire to be observed and m
ake a parade of

oneself com
bined w

ith the infinite desire for
security, em

body the need for Big Brother’s sur-
veillance in contem

porary society (let us rem
em

-
ber O

rw
ell). Perfect evidence is the reality-show

boom
 not to m

ention m
etropolitan surveillance

cam
eras. It seem

s people w
ill do anything to

m
ake sure that the governm

ent, tied to econom
-

ical corporations and financial m
agnates by invisi-

ble ties for to realising desire, thus, m
anipulation,

w
ould guarantee sterility in their city and bring

the capitalist system
 closer to totalitarianism

. 
Thus, ideology internalised and appropriated

like food dissolves like a pill in one’s stom
ach,

flow
s into and infects blood – through osm

osis
one is sinking into the central nothingness, one
obeys the non-existent. W

hen the lining of the
system

 envelops you, you can no longer resist
and escape it. You are no longer a dissident; you
are the hero of Kafka’s Process. W

hen you are in
a labyrinth w

aiting for an irrational court deci-
sion, the dem

ocratic Kantian noum
en w

ill allow
you to do anything. Each of your crim

es w
ill be

evaluated as confirm
ations of the system

’s exis-
tence. Young liberals, contem

porary artists, and
bloggers crazy about m

aking com
m

ents could
understand this: one cannot blow

 against w
ind.

Because all the values you express have already
been sucked in by the capitalist system

. 
I should also m

ention that Þiþek’s concept of
fem

ininity is hardly radical com
pared w

ith per-
sonalities such as Valerie Solanas and Julia
Kristeva. Fem

inist discourse has proven to us that
the – positively irrational – w

orld of w
om

en can
be affirm

atively related to the kingdom
s of ani-

m
als and untouched nature, and w

om
en them

-
selves are observing us intently, and slightly ironi-
cally, from

 the edge of the M
oebius strip. 

Þiþek’s appearance in Lithuania precipi-
tates a different approach to capitalism

 and
M

arxism
. If this does not lead to revolution, at

least w
e w

ill snarl not at our neighbour sleeping
on the stairs, but at the system

. Yet, as the leg-
endary Russian anarchist and present national
Bolshevik Yegor Letov said (Þiþek w

ould definitely
agree w

ith him
): everything goes according to

plan!
K

asparas Pocius
K

asparas Pocius studies history at V
ilnius

U
niversity. H

e is a m
em

ber of V
ilnius Leftists

Club and a translator of G
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by N

oam
 Chom
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H
annah A

rendt
The H

um
an Condition

Translated by A
ldona Radþvilienë and

A
rvydas Ðliogeris

Publisher: M
argi raštai, V

ilnius, 2005
311 p.
ISBN

 9986-09-292-2

A
political Politics or the M

etam
orphosis of

the Contem
porary Political A

nim
al

Lithuanian readers should know
 H

annah A
rendt

(1906–1975). Þm
ogaus bûklë

(The H
um

an
Condition, 1958) – is the third and, perhaps, the
m

ost im
portant of her books translated into

Lithuanian (Betw
een Past and Future

appeared 11
years ago, The O

rigins of Totalitarianism
, four

years ago). Like the other tw
o, this publication is a

philosophical book about politics, but it w
ould be

correct to place it on the shelf of ‘political philoso-
phy’ only provided that w

e understand ‘philoso-
phy’ and ‘politics’ in the specific sense A

rendt
intended: this is a book that does not trust
abstract conceptual schem

es, criticises theoretical
thinking and the entire Platonic tradition of
W

estern political thought; this book is philosophi-
cal in its form

, but anti-philosophical in its con-
tent. It contains neither an analysis of general
political concepts (such as ‘pow

er’, ‘state’,
‘authority’, ‘sovereignty’) characteristic to political
philosophy, nor any efforts to articulate em

pirical
data (know

n as ‘political science’). 
A

rendt had a different purpose: to reflect on
the nature of politics and political life, to reveal
objective characteristics of the political being-in-
the-w

orld
as a unique life form

, different from
others (artistic, ethical, industrial, theoretical, et
al.); to disclose fundam

ental structures of political
experience. To reject preconceived assum

ptions
about politics that settled in tradition and to

return to ‘things as such’ – to politics as a certain
w

ay of acting (not ‘political experience’, but to a
specific existential adventure). Speaking in a
Kantian w

ay, to define the conditions for the pos-
sibility of a political experience. A

nd to put it sim
-

pler, to explore historico-philosophically how
dem

ocracy and political philosophy em
erged in

ancient G
reece: how

, w
hen and w

hy they started
to disintegrate and atrophy during the m

odern
epoch – and to m

ake a diagnosis of our tim
e. 

A
rendt asks w

hat it m
eans to be a ‘political

anim
al’ (A

ristotle’s fam
ous definition), w

hat it
m

eans to ‘live politically’, w
hy this w

as the only
w

ay for the G
reeks to live as a hum

an being,
hum

anly
and w

hat w
e should think about con-

tem
porary society, in w

hich there is not even a
trace left of the G

reek difference betw
een private

(fam
ily) and public (political) life and, consequent-

ly, G
reek politics (and a life w

orth a hum
an being,

together w
ith it). A

ccording to A
rendt public life

has been gradually overshadow
ed by the ever

expanding private dom
ain and the co-existence of

free and equal individuals has been replaced by
‘fam

ily collectives’ that delegate the care of their
survival to politicians (traditionally fam

ily existed
beyond the lim

its of the political w
orld).

C
ontem

porary m
an w

ith his or her thinking and
objectives is only an anim

al laborans
(labouring

anim
al), for w

hich the m
ost im

portant thing is not
to ‘live w

ell’ in the A
ristotelian sense (for one’s

ow
n pleasure w

hile cultivating specifically hum
an,

that is useless, skills), but sim
ply to ‘live’, to survive

physically at any price, to exist biologically w
ithout

considering such a life either as sham
eful, suffer-

able or a loss. Thus, there are som
e serious “dan-

ger signs that m
an m

ay be w
illing and, indeed, is

on the point of developing into that anim
al

species from
 w

hich, since D
arw

in, he im
agines he

has com
e” (p. 303). A

nd it is philosophers w
ho

have supposedly given the decisive m
om

entum
 to

this involution, w
ho have subordinated active life

(vita activa) to their preferred theoretical-philo-
sophical activity (vita contem

plativa).
W

e m
ay form

ulate this idea even m
ore radi-

cally by revealing the latent potential of The
H

um
an Condition

to m
ake it onto the list of

banned books (if only the m
akers of such lists

could read sim
ilar texts), especially in Lithuania: as

the expansion of ‘fam
ily collectives’ and the con-

cept of an ‘unconditional value of life’ destroys
the possibility ‘of being hum

an’. M
oreover, this

destroys the very understanding of the possibility
of such an existence. There is no dom

ain into
w

hich one could, at least tem
porarily, escape from

‘fam
ily values’ and the accom

panying apologetics
of biological determ

inism
. A

nd this is not just an
abstract questionable insight: m

any of our fellow
citizens have, perhaps, felt som

ething sim
ilar to its

inarticulate echo after having noticed w
hat a drea-

ry, lim
ited, annihilating and lacking freedom

 com
-

m
unity, the so-called ‘socium

’ they have to join,
how

 few
 possibilities there are to avoid the univer-

sal burden of w
ork (w

hich used to be understood
as m

isery, curse and slavery) and how
 difficult it is

to find a place, w
here you could be com

pletely
other/different

than at hom
e. Today it is even

advisable to avoid expressing publicly the funda-
m

ental dissatisfaction w
ith the om

ni-presence of
w

ork and fam
ily – the traditional seedbed of vio-

lence and anim
al behaviour. Especially in the coun-

try not used to social criticism
. You w

ould be sim
-

ply m
istaken for a lunatic. But it is usual for

philosophers. 
W

hile statem
ents such as ‘Today politics does

not exist’ or ‘Politics is the only form
 of hum

an
existence’ are doubtlessly begging for reaction, I
do not think that a Lithuanian reading of the
reconstruction of the political carried out by
A

rendt could have any palpable social and cultural
consequences. I do not think that it w

ill, at least,
be heard, understood and discussed as provoca-
tive. M

oreover, I think m
ore and m

ore often: w
ho

needs Lithuanian translations of English academ
ic

books: people w
ho read them

 speak English;
beside that, m

any translators have a talent to
m

ake them
 even m

ore difficult to understand. 
It w

ould be really unjust to blam
e the transla-

tors of The H
um

an Condition
w

ith lack of talent.
H

ow
 valuable is this passage: “A

nd yet love of
goodness, unlike love of w

isdom
, is not restricted

to the experience of the few
, just as loneliness,

unlike solitude, is w
ithin the range of every m

an’s
experience”, w

hich has been m
eaninglessly trans-

lated as “A
nd yet love of goodness, unlike love of

w
isdom

, is not restricted not m
erely to a few

 as it
w

as in the case w
ith loneliness, unlike solitude,

can be experienced by every m
an” (p. 76). O

r con-
fusion w

ith double negatives of the original: “not

even the rise of the secular in the m
odern age […

]
sufficed to save from

 oblivion the striving for
im

m
ortality”, w

hich ends up as the follow
ing con-

struction: “the rise of the secular even in the m
od-

ern age […
] sufficed to save from

 oblivion the
striving for im

m
ortality” (p. 26). The accusative

clause of the last w
ord and the abundance of sim

-
ilar exam

ples do not suffice to explain the em
er-

gence of a com
pletely opposite m

eaning (A
rendt

had quite exhaustively developed her idea that
secularity w

as N
O

T sufficient in this case) as a sim
-

ple lapsus claviaturae
(as if the w

ord ‘no’ has dis-
appeared som

ehow
 accidentally). The solution to

translate hum
an condition

as ‘a m
an’s condition’

is also surprising, as if, A
rendt w

as talking here
about a separate, self-sufficient individual. A

fter
all, A

rendt strictly refused to identify the hum
an

condition
w

ith ‘hum
an nature’ and understood it

as a totality of activities and skills characteristic
only to a hum

an being, separating him
 or her

from
 other anim

als and m
anifest not in solitude,

but w
hile living am

ong equal others.
But this is a translation. A

nd the book is
excellent (w

hich one could not say about its
Lithuanian epiphany). W

hatever w
e think about

the G
reeks, politics and our ow

n ‘hum
an condi-

tion’, it is w
orth reading A

rendt’s interpretation as
a suggestion to try and im

agine w
hat contem

pt a
‘noblem

an’ from
 ancient G

reece w
ould feel

tow
ards our society and, m

oreover, to try and
understand him

. 
N

ida Vasiliauskaitë
D

r. N
ida Vasiliauskaitë w

rote a 
doctoral thesis on “The Problem

 of
Rationality in Contem

porary Political
Philosophy” and currently w

orks at the
D

epartm
ent of Philosophy and Political

Theory at V
ilnius G

edim
inas Technical

U
niversity.
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A
fter a successful launch in 2005, the C

A
C

 returns
w

ith the second series of C
A

C
 / C

A
FÉ TA

LKS. O
nce

in a m
onth com

e to the C
A

C
 C

afé and join the dis-
cussion about topical international issues in culture,
econom

ics, and politics im
pacting upon the produc-

tion, exhibition, and reception of contem
porary art.

Presenting a range of intellectuals – from
 psychoana-

lysts, to cyber-theorists, to hum
an geographers – in

a social setting the C
afé Talks are the perfect chance

to sit w
ith a drink and discuss the expanded field of

contem
porary culture that current art operates in.
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ednesday 1 M

arch
A

lain Fleischer
From

 Polym
orphic Practice to Pedagogy:

Photography to Le Fresnoy
I have alw

ays allow
ed m

yself the liberty of passing
from

 one practice to the next. I have never consid-
ered m

yself a specialist of any one of them
. Perhaps

it is for this reason that I have been called a celibate
artist, as though I had never m

arried m
yself, for bet-

ter or for w
orse, to any one discipline.A

lain Fleischer
A

lain Fleischer is a prolific French artist w
ho has

m
ade w

ork in alm
ost every m

edium
 and genre. H

e is
a photographer, film

m
aker (docum

entary, film
s on

art and art film
s), sculptor, installation artist, and a

w
riter of fiction and criticism

. Born in Paris in 1944,
he studied anthropology, sem

iotics and literature at
the Sorbonne and the Ecole des hautes études. O

f
H

ungarian-Jew
ish descent, Fleischer’s visual w

ork is
often com

pared to that of friend and contem
porary

C
hristian Boltanski. A

lthough they deal w
ith sim

ilar
them

es, including the H
olocaust, m

em
ory and indi-

vidual histories, their practices rem
ain distinct.

Fleischer’s w
ork is firm

ly based in the techniques and
characteristics of photography and film

 and even
w

hen realized in different m
edia reflects photo-

graphic/film
ic concerns. H

is w
ork has been exhibited

internationally in m
ajor m

useum
s including the

C
entre Pom

pidou, the C
entre N

ational de la
Photographie, M

useum
 of M

odern A
rt and the

International C
enter for Photography. H

is m
ost

recent literary projects include Im
m

ersion (Editions
G

allim
ard, 2005) L’A

scenseur (Brigittines éditions,
2002) Les Trapézistes et le rat

(Seuil, 2001) 
In 1989 he becam

e founding director of the Studio
N

ational des A
rts C

ontem
porains “Le Fresnoy”. A

post-graduate art school and audio-visual research
and production centre, Le Fresnoy takes advanced

students for tw
o-year courses run by guest artist-

professors w
ho them

selves produce new
 w

ork. In a
w

idely acclaim
ed building designed by Bernard

Tschum
i, Le Fresnoy offers the public a program

m
e

of art film
s, contem

porary art, concerts and other
artistic events. The w

orks produced by the visiting
artist-professors and the young artists are also
show

n in various events in France and abroad.
Fleischer w

ill talk both about his ow
n practice

and about Le Fresnoy w
hose current visiting profes-

sor is Jean-Luc G
odard, and have included in the

past such lum
inaries as C

hantal A
kerm

an, Raoul
Ruiz, and M

ichael Snow
. 

A
lain Fleischer’s talk has been supported by 

A
rtists’ U

nions: A
 Regional Perspective

Every year the C
A

C
 hosts the m

ajor annual exhi-
bition of the Lithuanian A

rtists’ A
ssociation. The

organisation has evolved since Lithuanian inde-
pendence (1990-1991) from

 the A
rtists’

A
ssociation of the Soviet Socialist Republic of

Lithuania; and m
any of its m

em
bers have been

subscribers since Soviet tim
es. To put it m

ildly the
C

A
C

 and the A
rtists’ A

ssociation are at – perpet-
ual – loggerheads as to w

hat constitutes contem
-

porary art in the 21 st
century: so the annual

exhibition looks out-of-step w
ith the m

ajority of
the C

A
C

 exhibition program
. To ‘contem

porary’
eyes the art presented under the A

ssociations’
aegis hark back to earlier tim

es: and are repre-
sentative of a ‘period style’ that m

any Lithuanian
artists and cultural professionals w

ould prefer to for-
get. A

nother sticking point in the relationship
betw

een the tw
o institutions is the fact that the

Soviet A
ssociation invested m

oney into the construc-
tion of the building ‘The A

rtists’ Palace inaugurated
in 1968; and exerted bureaucratic influence over its
program

m
es – an influence that rem

ains desirous
despite the fact they have little interest in the C

A
C

’s
m

ission as it is currently constituted. 
D

uring the tw
o m

onths that the A
rtists’

A
ssociation exhibition is on show

 at the C
A

C
 the

A
pril and M

ay C
A

FÉ TA
LKS w

ill present a regional
perspective on institutional relations w

ith artists’
unions. The talks have been curated to build a con-
text for com

parison for a Lithuanian audience and

prom
ote a fruitful dialogue about w

hat is often con-
sidered a locality specific – post-Soviet – cultural
affect. The talks w

ill address topics related to: cura-
torial responsibility to institutional history; institution-
al responsibility to founding organisations and artis-
tic com

m
unity; w

hether single institutions can
change the course of art; the influence of politics on
art institutions; and w

hether history can ever be sur-
m

ounted. 

18.00 W
ednesday 5 A

pril
A

ndreas G
edin

Index Sw
edish Contem

porary A
rt Foundation

(Stockholm
): from

 Photography A
ssociation to

International A
rt Space

Index w
as founded in 1974 as Fotograficentrum

 the
gallery connected w

ith a non-profit subscription
based association that hoped to consolidate photog-
raphy’s position as a contem

porary art form
. The

non-aligned association also engaged in socio-
political debates, and naturally theoretical debate
im

pacting upon art (w
ith a focus on photogra-

phy). Im
portantly, Fotograficentrum

 founded the
influential m

agazine Index that
has had a lasting

im
pact on the reception of Sw

edish contem
porary

art internationally. In 1998 the Fotograficentrum
founded the Index Foundation and the institution
took on a broader m

andate and evolved into the
contem

porary art organisation w
e know

 today (it
also established the XPO

septem
ber Foto Festival

in that tim
e). Recently, Index relocated to larger

prem
ises to give an expanded scope to its exhibi-

tion and residency program
m

es. 

A
ndreas G

edin is a m
em

ber of the Index curatori-
al com

m
ittee, an artist and a

w
riter. In 2005 he curated the exhibition and co-

edited the publication celebrating the 30th
anniver-

sary of Index.
A

nreas G
edin’s visit has been supported by

18.00 W
ednesday 10 M

ay
Jaros ùaw

 Suchan
In the Shadow

 of the (N
on-existent) M

useum
:

m
apping the Polish art w

orld
In Poland, institutional fram

ing of artistic activity w
as

hardly ever of any interest and contesting the gallery
has alw

ays been a m
arginal phenom

enon. The

destructive role of institutions w
as hardly understood

by the public and artists, even in the face of
w

ork/actions that deconstructed the gallery system
.

If elsew
here w

ork becam
e overtly anti-institutional,

in Poland it took the m
ore abstract form

 of contest-
ing the existing definitions, rules, conventions and
artistic attitudes. If the gallery w

as contested at all, it
w

as so to say en passant. O
ne of the reasons w

as
the long lasting belief, w

ith its roots in rom
anticism

and m
odernism

, that to put it briefly, ‘the base’
should not be confused w

ith ‘the superstructure’.
That art, as the dom

ain of ‘pure spirit’ and ‘absolute
values’, should keep a distance from

 everything that
m

ight involve it in particular [political] interests. Yet
the reason m

ay be also seen, quite sim
ply, in the

aw
areness of the serious consequences of such ges-

tures. A
s in com

m
unist Poland all galleries w

ere
practically dependent on the state, any criticism

 of
them

, particularly ones w
hich w

ould present the
gallery as a ‘pow

er structure’, w
ould have been

taken as criticism
 directed at the ruling elites. It is

rather obvious w
hat this m

ight have m
eant to the

critic – and w
hat it m

eans now
 to the contem

porary
artist and curator. 

Jarosùaw
 Suchan (b.1966 C

racow
, Poland) is current-

ly vice director and chief curator of the C
entre for

C
ontem

porary A
rt U

jazdow
ski C

astle in W
arsaw

, he
is soon to take-up the post of D

irector at the
M

useum
 of A

rt, Lodz. A
nd is a previous director of

The Bunkier Sztuki G
allery, C

racow
. Suchan is lead

curator of the year-long m
ultiple-exhibition project

A
t The Very Centre O

f A
ttention

currently on show
at the C

entre for C
ontem

porary art in W
arsaw

 that
review

s Polish artists w
hom

 have developed their
careers since the 1990s (in post-com

m
unist Poland).

The exhibition series, and the history of the partici-
pating artists, w

ill be recorded in a m
ajor book to be

published in 2007 at the project’s conclusion. M
ajor

exhibitions he has been responsible for include:
Kantor: Interior of Im

agination
(Zachæta N

ational
G

allery of A
rt, W

arsaw
 2005, co-curator); Far W

est
N

ear East. N
ew

 A
rt from

 Poland
(Forum

 Kunst &
A

rchitektur, Essen 2004); Tadeusz Kantor. Im
possible

(The Bunkier Sztuki, C
racow

 2000; The C
C

A
U

jazdow
ski C

astle, W
arsaw

 2001; The Ludw
ig

M
useum

, Budapest 2001);Joseph Beuys. Tem
porary

Residence
(Starm

ach G
allery, C

racow
 1998, co-cura-

tor). H
e edited the book Tadeusz Kantor. Im

possible
(2000) and has contributed to num

erous catalogues,
books and journals.
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any society) do not like people to open their
own communication channels. You can think
of local radio, newspapers, video initiatives,
public screenings, wall papers, cafes but also
weblogs and lists on the Internet. Culture
only comes into play when people ‘decon-
struct’ technology: hack consumer products
and in order to turn them into production
machines. Another aspect of culture is a
loose tie between individuals, groups and
scenes. We can only speak of media culture
if there is a diversity of initiatives, makers
and channels. Only if there is a ‘relative
autonomy’ between the actors, culture can
start to flourish. Obviously there is no media
culture if you only do stuff on your own. The
need and desire to network and exchange
has to be there – it has to emerge beyond
the ghetto of the familiar. This is why it is so
hard to maintain forms of culture in villages.
They lack scale and diversity. One could also
say that media-culture depends on the exis-
tence – and quality – of criticism and reflec-
tion. If these are absent there is only propa-
ganda and marketing. So yes, the list is quite
long.
[Geert Lovink: What and where is media 
culture]

“So Scott,” Kinsella asked, “I’ve been
meaning to ask you - just what is New
Media Studies anyway?” I answered,
“Well, it’s really too early to give you a
definitive answer. But we’re studying
the question.” 
What do we talk about when we talk about
New Media Studies? Certain neologisms leap
to mind: hypertext, cyber-text, techno-text,
electronic literature, ’net art, digital textuali-
ty, codework, medial ecology, multimedia,
and interactivity – to list a few. But what do
we mean by ‘new’ media? We’re usually
talking about art, literature, and other kinds
of cultural ‘objects’ made for computers and
networks. But how long will those new
media stay new? At what point will the new
media become just another media? I wonder
if ‘new media’ might soon reach the state in
which ‘postmodernism’ now finds itself, hav-
ing reached the point where, if we all know
what we’re talking about when we mention
it, it becomes a little awkward to name it out
loud. What, after all, comes after post-?
How long does the new stay new? Twenty
years from now, will the global network still
be considered new media? 
[Scott Rettberg: New media studies: several
links to readings of new media] 

What kind of dangers can users and par-
ticipants of media culture be confronted
with? 
Because all media, from the phonetic alpha-
bet to the computer, are extensions of man
that cause deep and lasting changes in him
and transform his environment. Such an
extension is the intensification, an amplifica-
tion of an organ, sense or function, and
whenever it takes place, the central nervous
system appears to institute a self-protective
numbing of the affected area, insulating and
anaesthetising it from conscious awareness
of what’s happening to it. It’s a process
rather like that which occurs to the body
under shock or stress conditions, or to the
mind in line with the Freudian concept of
repression. I call this peculiar form of self-
hypnosis Narcissus narcosis, a syndrome
whereby man remains as unaware of the
psychic and social effects of his new technol-
ogy as a fish of the water it swims in. As a
result, precisely at the point where a new
media-induced environment becomes all per-
vading and transmogrifies our sensory bal-
ance, it also becomes invisible.
[Playboy’sinterview with Marshall McLuhan,
part I]

What kind of relation can we find
between two journals: Playboyand
Balsas?
The second hit in Google.lt (when searching
for the word Playboy on Lithuanian pages) is
the link to the journal Balsasand to the
interview with Marshall McLuhan. The latter
interview was published in both journals
Playboyand Balsas: of course, the original
version in the first one, and translation in the
second one. McLuhan is one of the first
famous media critics and theoreticians.

Playboyis one of the first popular erotic jour-
nals. Both of them are kind of ‘gurus’ of
their domain.
One young art critic asked us to include
a question about cyber-feminism: what
it is and how does it appear in the satu-
rated new media culture? 
From my point of view, the cyber-feminist
cyborg vision provides exactly this analysis of
the very special intertwinement and emer-
gence of late capitalism, new media, and
gender. And it is this thoughtful insight into
the gendered dynamics of networked capi-
talism that defines a cyber-feminist perspec-
tive. Although the early cyborg in A Cyborg
Manifestois represented as a post-gender
human and non-human artifact, the cyborg
seems to be a girl. In an interview, Andrew
Ross and Constance Penley asked Haraway
which gender the cyborg was, and Haraway
finally admitted that the cyborg could be a
“polychromatic girl”, a “bad girl”, but never
a “sensitive man”. Answering this question
about the gendered ‘truth’ of the post-gen-
dered cyborg, Haraway suggests that the
question of gender is not a thing of the past,
not even in the fantasies of a post-gender
cyborg. If we want to address the position-
ing of a subject, gender is always at stake.
[Yvonne Volkart: Technics of Cyber-feminism:
Strategic Sexualisations. Between Method
and Fantasy, part I]

The questions and answers were 
prepared by the collective intelligence of

the Balsasjournal: moderated by
Tautvydas Bajarkevièius and Vytautas

Michelkevièius. Quotes are taken from
original texts. The translation

Lithuanian-to-English was made by 
Lina Grincevièiûtë.

The Internet journal Balsas(www.balsas.cc,
until March 2006 access to the journal was
via www.vilma.cc/balsas) is a review of media
culture. It explores the nature, processes and
cultural identities of old and new media. The
journal makes attempts to find points of
interaction between culture and technology
as well as between art, technology and sci-
ence. Its goal is to introduce a Lithuanian
readership to [self] critical processes in art,
culture and society.

Is Balsasan art project or an art process?
In a way, yes, Balsasis an interface between
readers and texts. It’s not only an interface,
but a medium as well. According to French
media anthropologist Pierre Levy media art is
an art of implication. In the case of media art
the audience is being transformed from pas-
sive spectators and interpreters to active par-
ticipants. A participant is being involved in
the process of artwork trough the interface.
According to this Balsas(by being an inter-
face) is a media art manifestation.

The Internet journal Balsasis a collective-
intelligence produced by VILMA (Vilnius
Interdisciplinary Lab for Media Art). Its identi-
ty is represented via the collective narrative.
Potentially, therefore, Balsascan be inter-
viewed by an artificial intelligence. This
potential was ‘retrieved’ from reality: via the
artificial intelligence of the internal informa-
tion retrieval system of Balsasand the exter-
nal information retrieval system
“Google.com”.

This raises a question: is the human-

machine dialogue or dialogue between
machines (artificial intelligence) and people
(collective intelligence) possible? We are
interested not only in the possibility of such
relation becoming real, but rather in the very
process of its development: so are activating
a working model. An operating problem
about ‘relevance’ arises though some ques-
tions/answers can be beside-the-point. The
following dialogue is mediated by a natural
intelligence, to cut-to-the-chase.

Another interpretation of this interview
could be treating journal Balsasas a text
archive, and the archive spits-out answers to
our questions. Or rather the answers are
already posited in the texts stored in Balsas,
we need only to pose questions.

Why is it interesting to engage Balsasas
an AI (artificial intelligence) machine?
[The initial questions operate as a base
from which questions-and-answers
evolve in a labyrinthine self-organising
system.]
The creation of coherence in linking via
implied analogy can characterise not just the
relation between two lexicons but also an
entire hypertext. The kind of textuality creat-
ed by linking encourages certain forms of
metaphor and analogy that help organise
the reader’s experience in a pleasurable way.
[George Landow: Hypertext: evaluating qual-
ity in hypermedia,part II]

If Balsas is a collective-intelligence (and

a multiple-medium entity): who are the
authors/moderators of this collective-
intelligence?
It would be worth differentiating the plane
of mediality from media contents (messages).
<…> We are introduced to the language
and media; thus symbolic structures con-
struct our inner side, become the part of
ours; there is no such ‘me’, which would be
apart from these structures. And vice versa:
from the media viewpoint the individual is
not anymore a subsidiary element. He is the
crossing node in the web of discourse and
intermediate (adjacent or transitional) depos-
itory, which is meant for an intermediate
recession (retraction) from the culture. 
[Harmut Winkler: Six statements about
media, part II]

On what is Balsasbased and how does it
operate?
[…] I am choosing keywords, which feel the
pulse of art practices from different points of
view: interdisciplinarity, discourse-specific art,
postproduction and relational art.
[Dovilë Tumpytë: Keywords of actual art:
interdisciplinarity, media and relational aes-
thetics]

Will the global radical class manage to
invent social machines that can chal-
lenge capital and function as planes of
autonomy and auto-poiesis? 
Radical machines that are able to face the
techno-managerial intelligence and imperial
meta-machines lined up all around us? The
match multitude vs. empire becomes the
match radical machines vs. imperial techno-
monsters. How do we start building these
machines?
[Matteo Pasquinelli: Radical machines against
the techno-empire]

What definitions on new media and new
media culture would Balsasgive?
Media culture starts when a critical mass of
‘consumers’ (the so-called citizens) discovers
that media are not just there to consume.
Instead, you can actively use them to pro-
duce content. In the 80s some called that
process ‘talking back to the media’. This
requires some civil courage, as authorities (in

The on-line journal Balsas talks
with itself

Postscript - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -
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GA:Yes, they were very surprised. Wow,
they said: you were digging out a coffin. I
don’t think everybody would go and dig out
a coffin. 
EM:And we also visited museums. First we
went to the British Museum. The museum is
enormous; we didn’t have enough time to
see it all, of course. I spent all day in the
Native American room. 
CAC TV:Gabija, and you, in the Goths’
room?
GA:No, there aren’t such rooms there. I
spent most time at Japanese and Chinese. 
CAC TV:And there could be rooms dedicat-
ed to Goths or punks. After all, this is part of
British culture. 
GA:Yes. Only there aren’t many metalists
over there.
CAC TV:I also don’t see a lot of them. It
seems to me that their popularity has
decreased. 
GA:Now people’s styles are completely
unclear: they mix everything. 
EM:And in the evening, we wanted to go
somewhere to dance, but nobody let us in,
because they only let you in from 18 years 
of age. 

CAC TV:And how old are you?
GA:16. And they are strict about this over
there. Here you tell that you are already 18
and you get in, and it is very strict over
there. 
EM:But I managed to get into one club. I
had to descend steep stairs to the basement,
and when I was going down, some man fell
out of the door. I thought: not a big deal; it
happens. And there: you couldn’t see any-
thing through smoke; the room was simple
like in a flat, only with a bar. And full of
Africans. I turned my head to the right, and
people were dancing in a circle in one room,
and a blond girl was wriggling in the middle. 
GA:They let you into such clubs, but you
might not leave them. 
CAC TV:Or, perhaps, you can find a coffin
there or something else, which will take 
you somewhere else: maybe to Africa, 
or to another planet. It would be cool,
wouldn’t it? 
EM:We are planning to go back to London. I
would like to work there this summer – if I can.
CAC TV:Of course, you will succeed. It’s
only important to get a good job.

of films they were? 
AS:I do remember one about break: two
groups were competing in it. And the entire
film was about dancing: how they fight,
about competition. 
CAC TV:We would like to ask something I
know only by hearsay: about ‘Daðkiniai’
[famous criminal family gang in Kaunas].
AS:Two brothers, the late Remigijus
Daðkevièius and Artûras Daðkevièius were
break dancing in my group. But they became
‘Daðkiniai’ later. However, they used to dance
in my group and not badly. Especially
Artûras. Well, Remigijus was also good. And
when they started the gang they left my
group voluntarily. I told them: you know,
people talk a lot. Besides, among all those
male dancers there was only one girl: future
drama theatre actress Eglë Mikulionytë. 
CAC TV:What would you like to do now?
AS:Now I would like a cup of tea and a cig-
arette. And for the future: I would like to
give a show somewhere. 
CAC TV:How would you like to get old?
AS:I wouldn’t. I completely don’t want to
get old. And I feel that I look good. My
health is still all right.
CAC TV:And who would you like to meet
most?
AS:I am very grateful to my first teacher:
Virgilijus Repðys: and the famous sport dance
coaches: Jûratë and Èeslovas Norvaiða. I
would like to send my love to them: because
they supported me in my life. 
CAC TV:And from those whom you have
never met? From whom would you still like
to learn anything?
AS:I don’t know from whom I could learn
anything in Lithuania. 
CAC TV:You have mentioned Michael
Jackson’s party at the Gravitynightclub in
Vilnius. Would it be interesting to meet
Jackson?
AS:Well, he is now... When he still hadn’t
had those operations… I was fascinated by

Thriller. With my group of guys we had cre-
ated a dance specifically based on that film.
But now he looks horrible. 
CAC TV:What would you do, what would
you ask Jackson?
AS:I would show him how I perform his
dance. And I would ask what he thinks 
of that.

Episode II 
CAC TV: Let’s start here: where are you
going now – to a concert? 
Gabija Aladavièiûtë:Yes, Elena will go to a
concert at S. Daukantas School, and I will go
to the BrutalMadnessfestival. Various
groups from Finland, Poland and elsewhere
come to it and play metal. 
CAC TV:And what is going on at S.
Daukantas School?
Elena Misiukevièiûtë:A concert to cele-
brate March 11th [celebrating Soviet
Independence, Ed.]
GA:But they should play punk rock there.
CAC TV:A punk rock March 11th? 
EM and GA:Long odds... But Caramel
Members, a group from our school, should
participate there.
CAC TV:And you met at school, didn’t you?
EM:At some party, Gabija messed up and
attracted my attention. And we made friends
during a Japanese exchange programme. We
had a Japanese guy each of us, and almost
lived together for five days. 
CAC TV:Does this mean that you will also
go to Japan sometime? 
EM:No, it doesn’t, really. We can’t afford it.
CAC TV:And when did you go to London?
GA:18 – 22 of January, for five days.
CAC TV:Were you there for the first time?
Tell us from the beginning.
GA:Everything started at the airport when
we had to take everything off when passing
through the metal detector: chains, every-
thing. 
EM:And we had many knick-knacks, various
chains, for this special occasion in order to
look better. And Gabija even had to take off
her shoes.
GA:When we arrived to London, first of all,
we were impressed with the underground:
we couldn’t make sense of it, of those four
lines. And crowds of people everywhere. I
was standing there with my mouth open and
staring. 
CAC TV:And have you travelled somewhere
abroad before?
GA:Yes, but there were terrible crowds of
people over there.
EM:And I also liked the fact there are so

many different cultures in one city. There is
Chinatown, then the Indian town; you meet
all kinds of people: Indians, Japanese, and
Chinese. We met many Lithuanians as well. 
GA:It was cool in the hotel as well. We
went in talking loud, and the receptionist
said suddenly: “Good evening” in
Lithuanian. She was Lithuanian, in short. We
were very lucky: she told us about all the
exhibitions and museums; she was very 
helpful. 
CAC TV:It’s true: London is becoming the
capital of Lithuania.
GA:Yessss, because there are so many
Lithuanians over there.
EM:And the first day we went for a walk
around the city with our friend John. 
CAC TV:Were you buying souvenirs?
GA:I bought a very interesting, non-stan-
dard, shirt. 
EM:And I found such an incredible antiques
shop where an old lady was selling her old
stuff. My cousin is an Elvis fan, so I found for
him some kind of trays for tea with Elvis’s
image. 
GA:Then I, at least, was most impressed
with the state of subcultures and punks.
Because here, in Lithuania, punks are com-
mercial, and over there you can see they live
such a life. 
CAC TV:And why are you saying that our
punks are commercial?
GA:Well, most of them now, to my knowl-
edge, have only created such an image for
themselves: if I am punk, then I am cool. 
EM:Or if I put on Wellington boots, then I
am punk. Over there, when I saw the first
very strange one in the street, I followed him
with my eyes and thought: he was gay. This
was new. Then it came out that they had
such a fashion over there; that punks were
such over there: with pointed shoes, with
make-up on, haircuts tidied with jelly, with
costumes, all kinds of tails and laces. 
GA:And Wellingtons over there are incredi-
bly high. A man is smaller than me, but
when he wears Wellingtons, he is tall. 
CAC TV:And whose styles are more interest-
ing: those of men or of women? 
GA:Both. Especially costumes of Goths,
Dracula – wow!
CAC TV:And where do Goths and punks
get their costumes from in Vilnius?
GA:From Humana[second-hand and net
shop].
EM:Or they take their grandmother’s skirt
and dress up.
CAC TV:And the English: did they ask what
brought you there?

Algis is without doubt one of the
finest acts you can see working today.
Me, I caught him in Rotterdam, on
what proved to be an unforgettable
night. He held the crowd, gasping, in
the palm of his hand. This guy knew
how to work us up to boiling point.
Really. Three sets. Three costume
changes. And each a perfect riot.
I went backstage to shake the guy’s
hand. But in the end didn’t dare.

Algis, please send me an album.

yours affectionately
Phil Collins

Gabija Aladavièiûtë ir Elena Misiukevièiûtë Londone / in London,
2006
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There is an ever-diminishing demand for
us to prove that Elvis lives. He appears
in the two interviews you are about to
read… Algirdas Stravinskas is also alive
and drinks tea in the CAC TV studio.
Gabija Aladavièiûtë and Elena
Misiukevièiûtë have just visited it: the
girls who, as they were wandering in a
forest near the road from Vilnius-to-
Minsk, found the coffin that as you may
be aware American artist Joe Scanlan
built from standard IKEA furniture and
buried there on an autumn midnight.
The coffin marked the continuing begin-
ning, and end, of the IX Baltic Triennial:
BMW (2005). “The finder of this coffin
will win a trip to London for two,” a cer-
tificate under the pillow in the coffin
declared. Gabija and Elena’s travel to
London was almost synchronous to
Algirdas Stravinskas’s trip to the
Rotterdam International Film Festival to
participate in the CAC TV presentation
there. Despite this coincidence, the trav-
ellers on different dialogical trajectories
have not only met in the CAC TV studio:
the breakdancer of the Communist
Youth era and the Goths have shaken
hands on several occasions across time
and space. Euphoric about their travels
they told us about DIY subcultures
(notice the costumes of Algirdas
Stravinskas’s group in a photograph
from 1987: Boy George and Kraftwerk
would have not been able to share it
between them); and about constantly
invented means of compensating for the
shortfall of life style necessities. Perhaps,
we will meet break dancing Goths in
another episode of CAC TV. 

Episode I
Algirdas Stravinskas:I don’t remember
what day it was: we got up very early; I had-
n’t slept all night, and at around seven a.m.
we took a plane to Amsterdam. I was afraid
to fly because it was a very long time since I
had flown anywhere. We used to travel dur-
ing Soviet times; I have toured the entire for-
mer-Soviet Union with my dance troupe. We

arrived in Rotterdam, and immediately there
was an event: Norwegian and Dutch televi-
sions took interviews from me for the first
time in my life; there were many questions. 
I almost became a star in Holland. I already
had to dance at the station in front of an
audience. 
CAC TV:It seems to me that in that pro-
gramme Late Night Talkshowyou were pre-
sented as a Lithuanian Elvis Presley weren’t
you?
AS:Perhaps, this is true. Because my songs
are so similar to Elvis Presley’s, Tom Jones
Engelbert Humperdink, Louis Armstrong and
Frank Sinatra. My voice is so grating – it has
been like this since childhood. You know, it
is also because of the fact that I have
worked in restaurants for so many years: all
kinds of things used to happen. 
CAC TV:Does it ever happen that the audi-
ence sings too?
AS:It does, it does. Over there, they danced
and sang. If anybody thinks that I started
singing only recently, they are wrong. I start-
ed to sing with the group in the
Pasimatymasrestaurant in Kaunas in some-
thing like 1977–1978. Then I dropped it
because I preferred dancing. 
CAC TV:It’s interesting: where could you
have a public show at that time? 
AS:At the beginning I worked in the restau-
rant Orbita, which used to be in the centre
of Kaunas; now it is no longer there: SEB
Vilnius Bank has been built there. Then
restaurant Pasimatymas, which is now dilapi-
dated, there is nothing there. I also worked
in the restaurant Þalias kalnasfor a long
time, for 10 or 15 years. I even had my own
group over here; I used to produce pro-
grammes. The entire singers’ elite of that
time was singing there. It was acclaimed as
the best programme in the Soviet Union.
People used to come from everywhere to
Þalias kalnas. One would have to reserve a
table at the restaurant three months in
advance. 
CAC TV:Why was Þalias kalnasclosed?
AS:During the period of national music
nobody was interested in non-national danc-
ing. My pupils have scattered all around the

world. When the border opened, I said: go,
guys, wherever you want. 
CAC TV:Were you ever filmed?
AS:Mostly in Russia and in Byelorussia, and
Moscow at the Ostankino studio. For the
film Double Trap. When I established a group
of breakdancers, I travelled with it around
the Soviet Union as well. 
CAC TV:Your break was not just for televi-
sion, was it?
AS:Then everybody worked in basements: it
was only the beginning of break dancing.
Perhaps, in 1985 – 86 or even earlier. Since I
worked as a choreographer at the Institute
of Physical Culture, I successfully used gym-
nasts for this. They used to perform excel-
lently all those tricks. And in 1987 we organ-
ised an all-Union competition – now we
would say ‘international’ – at Kaunas Sports
Hall. Very many collectives from all over the
Soviet Union came. Qualifying competition
took at least two days. Communist Youth
organised everything. And we were lucky
then: we took the first place for the first
time, among many great groups. Because
everybody participated: duos, robot style,
this and that. 
CAC TV:How did you learn about break?
AS:We used to get illegal tapes. If some-
body had a video player, you would go
there, pay ten – five Roubles so that you
could watch and learn something. We used
to slow down and copy films. Such was the
beginning. 
CAC TV:Perhaps, you remember what kind

it necessary after having killed a god to cre-
ate a new one? 

Best, 
Miro

Hi, Miro,
Bradbury is great, I love him, but that quote
has nothing to do with art. I make videos –
where is the imprint of my hand?
Fingerprints on a badly handled DVD, per-
haps? The work is not even there when the
projector is switched off. Does that mean my
work is less valuable? I don’t think so. 

By the way, Tracy Emin said that her art is
alive only when she is alive. Exactly the same
was said regarding the recent retrospective
of Joseph Beuys in Tate Modern: his art is no
longer alive when he is gone.

Freak Shows used to exhibit not only animals
– “bearded ladies” as well. And they are def-
initely still around – except they are on TV
now (Channel 5).

regards
Paulina

On 11/6/05 2:11 PM, Miro M wrote:

Do you feel more important to the Universe
than John Doe? So, you may be on the way
to be ‘an artist’, someone special, someone
closer to ‘God’, ‘a priest’.

The evolution from manual work (painters
and sculptors in Middle Ages) to ‘Fine Arts’ is
interesting, but is no proof of a meaning or
a sense. Hitler was by far more ‘popular’ and

‘effective’ than Picasso, for example.
Tracey Emin seems to be an ordinary woman,
pretty useless and egocentric, neither wise
nor beautiful (but pathologically obsessed
with herself and with some ‘charisma’ :-)),
chosen and used by Saatchi (not a saint, I
suppose) for his own business, according to
a ‘market evaluation’.

In 19th century in countries in big trouble
socially (Germany, France) the ‘art as the soul
of an artist’ was born. The impossibility of
constructive, outer expression in society lead
to the prioritisation of someone’s ‘ego’. Not
the ‘art’ but ‘artist’, his/her ‘personality’
became the point and the ‘product’.
Er... do you feel so ‘sophisticated, rich of
spirit, complex, interesting etc.’ to ‘just sell
your bowels for a living’?

I mean no service, no product, and no
exchange: you give ‘a partial and temporary
depiction of yourself’ and people should pay
for it, respect it, and care about it?

I am curious.

Yours,
Miro

Dear Miro,
Yes, as a matter of fact, I do feel “that
‘sophisticated, rich of spirit, complex, inter-
esting etc.’” Besides, “I’ve got talent”.

Speaking very personally, I speak about uni-
versal things. I believe, by making work per-
sonal I make it more accessible to people.
Besides, viewers these days themselves
demand “true stories,” “personal details,”
and “reality”. It is true, in old times people

wanted to see the truth
in a form of fiction, and
now they want fiction in
a form of a “real thing”.
My work also comments
on this situation.

Anyway, it was not nec-
essary to get so person-
al, rude and aggressive. 
Apart from that it was
nice talking to you.

All the best
Paulina

On 12/6/05 1:57 AM, Miro M wrote:

Dear Paulina,
I mean, for someone, who comes from the
world developed by Lenin, with all the con-
sequences of this development, including the
very personal in your life...?

Is just lack of knowledge or/and lack of inter-
est (the opposition of Lithuania and England
in your short story) you use for ‘art’...?
So, what kind of ‘art’ it is?
Why, you think, the word ‘artful’ doesn’t
mean ‘skillful’ any longer, but something
quite opposite?
‘Talent’ this is such a cliché. Of course you
have got talent(s).
Everybody has.
Do you think it is enough?

Paulina,
Don’t play a kid here.
Don’t make it artful, please.

Best,
Miro

No, it is not enough. One also needs great
courage. Not everybody has that.
What’s wrong with playing? Anyway, leave
me alone. You haven’t even seen my work!
Weirdo.

Paulina

Paulina Eglë Pukytë is a Lithuanian artist
who currently lives in London. Her book

Their Habitsbased on her experience
and observation of life in London was

published in 2005. She will present a
solo-show titled Assurément: 7+1 video

storiesat the CAC in autumn 2006.

Say What? - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -

Elvis Never Left the Building:
CAC TV Discloses 
Its Conspirators

Paulina Eglë Pukytë, Katarina, 2005. Kadras ið videofilm
o / Video still

A
lgirdas Stravinskas, 2006. Kadras ið ÐM

C
 TV / Still from

 C
A

C
 TV

36 37



Men on a bus, Saturday night in London, are
not necessarily a mixture of booze, football
and STD.
Artists are not necessarily Emin, are they?

Miro

Hi,
Personally I think that an art message has to
be both as personal as possible and as uni-
versal as possible if it wants to touch people,
to move them, or to make them rethink
something, to question customary beliefs.

I think, at least now, that art has to work on
different levels, and the wider audience it
reaches, the better. The last thing I am inter-
ested in at the moment is self-referential art
– art about art.

For a while I thought Emin was just an exhi-
bitionist and bullshitter, but I saw a program
with her last year, and she didn’t bullshit
once, and what she said and did made per-
fect sense. She is very good at what she
does. Convincing. (So is Kylie Minogue, for
example - one has to reluctantly admit. :))
Jesters, after all, were always the ones – and
often the only ones – who could tell the
truth.

Sometimes art has to scream. Sometimes it
has to whisper. The best of course would be
to scream without letting out a sound - like
in a bad dream when you want to scream,
but can’t. But that is very hard to achieve. I
am trying.

Paulina

On 8/6/05 10:28 AM, Miro M wrote:

Morning.
Thanks.

‘For a while I thought Emin was just an exhi-
bitionist and bullshitter, but I saw a program
with her last year, and she didn’t bullshit
once, and what she said and did made per-
fect sense. She is very good at what she
does. Convincing. (So is Kylie Minogue, for
example - one has to reluctantly admit. :))’

Quid pro quo:

‘...extraordinary...compellingly honest, devas-
tatingly frank...’

Daily Mail about Victoria Beckham autobiog-
raphy: ‘Learning to Fly’
–––––––––––––––––––––––––
‘We are what we do’.
There is a very basic sense of a value: the
work itself.
O.K., ‘honesty’ is a value itself.
But honesty about what?
What kind of ‘fly’. :-)
–––––––––––––––––––––
Here is some good stuff:
It was the historian Daniel Boorstin who may
have been the first to suggest this idea in a
book, published in 1961, titled ‘The Image:
A Guide to Pseudo-Events in America’. In it,
Boorstin recognized that simulation is a dis-
tinct social category, linking together many
apparently disparate phenomena.
He claimed that America was living in an
“age of contrivance,” in which illusions and
fabrications had become a dominant force in
society. Public life, he said, was filled with
“pseudo-events” – staged and scripted
events that were a kind of counterfeit ver-
sion of actual happenings. Just as there were
now counterfeit events, so, he said, there
were also counterfeit people – celebrities –
whose identities were being staged and
scripted, to create illusions that often had no
relationship to any underlying reality

Boorstin’s criticism came from the political
right. It is in a long tradition of works that
warn against the vulgarization of high cul-
ture by mass society. In addition, his
metaphor was blatantly McCarthyite in inspi-
ration. America, according to Boorstin, was
threatened by “the menace of unreality,”
which was infiltrating society, and replacing
the authentic with the contrived.

As a result, he believed, America was losing
contact, not merely with reality, but with the
ideals that had given the nation strength
throughout its history. In the age of con-
trivance, American ideals were being
replaced by superficial images.

Miro 

Hi,
Oh, come on, you can’t compare it. Today
anybody can say anything about anything.
But still – Kylie might be dumb too, but
when she sings, one wants to dance (at least
I do ;)) – that’s all that matters. When
Victoria sings one switches over or makes a
phone call or whatever. Same with art – it

either does it for you or does not. Of course,
promotion, as everywhere else, can influence
art viewers significantly.
Thanks for the “stuff”. Can you tell me
whom were you quoting? Besides me of
course :)

Paulina

On 10/6/05 10:09 AM, Miro M wrote:

Hi, Paulina.
Is it a religion? Religion of Fine Arts?
There is maybe the only God for many, some
Absolute Beauty.
There is clergy, saints and believers.
Discussion is possible, as far within the Rules:
God and the Rules must not be questioned.
Rome is New York.
The Pope is MoMA.
The people outside are pagans or barbarians.

‘.........a base supporting a mattress, on top
of which are rumpled sheets, pillows, panty-
hose and a towel; cluttered alongside is an
assortment of items from vodka bottles to
slippers and underwear, cigarette packs to
condoms and contraceptives, Polaroid
(self)portraits to a white fluffy toy....’

‘................a 14-ft tiger shark encased in
formaldehyde, caused a sensation when it
was first shown at Saatchi’s gallery in
London in 1992, and became a symbol for
the wave of provocative “Young British
Artists”
.................The acquisition confirms MoMA’s
dominance as the leading gallery of modern
art in the world. The shark was the first of a
string of controversial works by Hirst and
one of many animals in formaldehyde he has
created. A pickled sheep is thought...’
–––––––––––––––––––––––––––––––- 
...Everyone must leave something behind
when he dies, my grandfather said. A child
or a book or a painting or a house or a wall
built or a pair of shoes made. Or a garden
planted. Something...Fahrenheit 451
–––––––––––––––––––––––––– 
By the way, there were, and possibly still are,
wandering exhibitions for village fools called,
if I am right, Freak Shows: a tent and inside
e.g. a double-headed calve or some hairy
frog. Normally all the exhibits are primitive
fakes, the light is bad, and there is expecta-
tion of miracle. Many points I am not sure of
yet and I am interested. I am trying to figure
out how it feels to be free of any religion. Is

This text is the consequence of putting
my email address in a give-away news-
paper style exhibition catalogue – there-
after I got interviewed by a member of
the general public. As such the opinion (I
think quite symptomatic) expressed on
contemporary art is the viewer’s and not
so much mine. Which is probably much
more interesting – or maybe not? In any
case it is my own fault. One could say I
asked for it. 

On 5/6/05 1:54 PM, Miro M wrote:

‘When my English husband proposed to me,
I replied by quoting a cartoon from my child-
hood in Lithuania, about a little boy who
asked the ice cream lady to be his mum.
“...Or maybe it is because of the ice cream
that you want me to be your mum?” she
said.
It was winter in that film.
He didn’t understand me.’

Dear Paulina,
The paper was found on a night bus.
In the aftermath three men discussed it for
one hour.
The first one was confused and had no idea
what the lady wanted to say.
The second one laughed but was not willing
to comment.
The third asked questions:
‘Cartoon’ or ‘film,’ one thing or two?
Is the metaphor of ‘ice cream’ about e.g.
‘sex’ or about ‘loneliness’?

Why do you have the pictures?

Perhaps culture differences, so, the misun-
derstanding?
Or differences between men and women?
Or differences between more and less intelli-
gent people?
Or context: ‘I am asking a simple question –
you are responding with a metaphor’.
Or...

She married him.
Why?
What kind of ice cream has he got?

Can you help?

Best,
Miro

Dear Miro,
About film and cartoon: it can be two
things, but it can be one thing as well. Two
different things from different times, and dif-
ferent cultures at some very particular
moment become one.
Ice cream is a metaphor for something sweet
and cold. Something superficial, not perma-
nent, not genuine yet still an object of
desire. She was the one who had the ice
cream – as well as everything else.

Paulina

On 5/6/05 8:24 PM, Miro
M wrote:

Paulina,
I like the explanation.
The opposition of ‘super-
ficial’, ‘not authentic’
(‘not genuine’) and desire
makes sense.
She had the ice cream as
well as everything else.
Can you picture the state
of having it all?
I am curious.

Miro

I didn’t mean she ‘had it all’, but rather
‘more than just that’.
Anyway, this is poetry and ought not be
explained.

Regards,
Paulina

On 6/6/05 4:01 PM, Miro M wrote:

Thank you, Paulina.
Personally I don’t think there is something
like ‘ought not’ in contemporary art, but you
may know it better.

Best,
Miro

Dear Miro,
I could not agree with you more about con-
temporary art. But this is not art this is e-mail
chat.
What I am curious about is this: how come
three men on a night bus on Saturday night
are conscious enough to indulge in contem-
porary art, even through a newspaper? :)

Best regards,
Paulina

On 7/6/05 10:31 AM, Miro M wrote:

Hi, Paulina.
O.K.
Ms Emin sells her own life, which is risky, but
apparently effective.
George and Gilbert maybe. Etc.
Many wish to.
‘Risky’ I mean, one should be prepared; the
convention of presenting one’s own experi-
ences using fictional characters has been
more flexible, but less ...expressive (?).
The audience takes all, sure, traditionally
‘artist’ works as a jester at best.
Tracey goes a painful way; some of the peo-
ple are upset; how one may feel being in a
tent, is a very personal thing. Etc.
I don’t say what one ‘ought to’ do.
I see what they do.
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to the topicality of the site.
EL:What is more important – the process of
remaking or a remade object? Let’s say, the
installation with the old truck tarpaulin –
why has it been chosen from a thousand
objects? It is a kind of neo-brutal reference
to the infinite horizons of the world that
have opened in front of us, general transit,
migration and lack of security changing the
romantic attitude to travel experience.
MN:I can only say that I liked it. It is flexible,
firm and wind-resistant. I’m not so keen to
find out why. It is enough to know that it
hooked me. And having chosen it as raw
material, I started remaking it.
EL:Let’s return to the question about an
artist’s stance within this changing and chal-
lenging environment: should he adapt him-
self, should he try not to notice them, or
should he try to become a leader?
MN:The answer is related to worldview. In
my opinion, in the universal court process art
is a witness rather than a judge. A fragment-
ed, changing and moving reality is a ‘live’
and vital reality. What is stable can be stag-
nant, frozen, and dead. The social reality of
parliamentary democracy is an argumenta-
tive, quarrelling, constantly negotiating and
renegotiating, dynamically developing reality.
But I’m not interested in social issues in my
art practice. I find artists who analyse social
topics naïve, as they imagine that they can
change the world. The 20th century abounds
in examples of naïve engagement of artists
in social life, which ended badly either for
the artists, or for society, or for both together.
EL:What is the world outlook of an artist
who is not naive?
MN:An artist who is not naive is a stoic
from the viewpoint of the ancient Greek tra-
dition. 
EL:And how is it expressed today?
MN:It is expressed in persistence in doing
your work, without regard to unfavourable
circumstances. An artist’s aim is to reflect on
the world in aesthetic categories. Unlike
applied art, fine art does not aim to satisfy
the client’s tastes. The question has totally
different aims, in the presence of which art
becomes a struggle for survival. 
EL:Can we regard this attitude as a small
personal challenge to the environment? 
MN:A challenge is something that requires
investing more effort than is usual, an obsta-
cle larger than typical. Artistic creation, as I
have mentioned, is instinctive, and this often
helps to conquer larger-scale obstacles.
EL:If an artist who seeks to solve social
issues is naive then the ‘sophisticated’ artist

should seek what
issues?
MN:Personal
issues. Located in
terms of sub-con-
sciousness rather
than biography.
Personal experience
is a kind of pool
ball that hits other
balls in the state of
equilibrium. A dash
of fun is very impor-
tant to me. I wouldn’t
like to ‘educate’ or
convince anybody. 
EL:Should it be
related with the
restless/fidgety nature of an artist? 
MN:The category of anxiety is crucial here.
Anxiety is always present. It is hardly related
with surface changes or the unstable envi-
ronment, it is deep, existential. It is an impor-
tant impulse, an engine in action, and a con-
stant companion. I came to the conclusion
that creation is hardly related with the artist’s
peace of mind. Perhaps it is the curse of an
artist – you are doomed to be in an interme-
diate state, because if you leave this state,
you may lose your creative impulse. And
then the world would be a little more boring.
EL:However, doesn’t an artist conveying per-
sonal experience in his work also reflect
some generally urgent issues?
MN:I think it is a romantic utopia. As I said,
art is a witness rather than a judge. It is nice
to observe it in the past tense, and that’s

what museums are for.

*   Peter F. Drucker, Management Challenges for

the 21st Century, Butterworth-Heinemann, 2002.

** Kostas Kubilinskas [Lithuanian poet who wrote 

for children].

Elona Lubytë is a co-curator [together
with Gundega Cebere] of Mindaugas

Navakas’ solo exhibition R worksat the
Latvian National Museum of Art in Riga.

The exhibition runs until 7 May and is
organised by the Latvian National

Museum of Art and the Contemporary
Art Information Centre of the Lithuanian

Art Museum. This text first appeared in
the pamphlet accompanying the

Navakas exhibition. 

Elona Lubytë talks with firebrand
Lithuanian sculptor Mindaugas Navakas.
How do contemporary artists involve
themselves in the process of change? By
choosing the standpoint of romantic dis-
tinction or independent survival? As one
of the challenges of the 21st century*,
an intellectual worker independent of
politics, power and economic crises must
organise himself, and must learn when
and how to change. Today he is mobile
and free to choose, as his “production
tools” – knowledge and skills – are at his
personal disposal. Changes are still
regarded, however, more like death or
taxes: they are considered unwelcome
and to be deferred as long as possible.
Though, in periods of upheaval, like the
current one, shifts and changes are con-
sidered a norm. Certainly, they are
painful and risky, and require a lot of
hard work. In such times only the lead-
ers survive. It makes me wonder if the
struggle with change is part of an
artist’s daily creative process? 

Elona Lubytë:How does an artist experi-
ence constant change?
Mindaugas Navakas: It must have been
fun to live in the times of Ptolemy. The earth
was flat and stable – the centre of the
Universe. There is a well-known engraving

representing a man at the edge of the Earth,
having stuck his head through a hole in the
vault of heaven and admiring the constella-
tions passing by. I wonder if he made the
hole himself, or had already found it, made
by someone else? This question is going to
torture me from now on. No wonder that
Galileo caused such indignation. It must feel
horrible when you realise that you are jump-
ing on some ball flying at jet-speed and spin-
ning around its axis. Probably since then we
have secretly desired to wake up from this
nightmare. Another reason to hate change is
the incessant race that goes on in our life. As
soon as we feel that we are losing our
strength and someone else is hot on our
heels, we want to shout – stop, it’s the finish
line! Unfortunately, the race never ends.
“Kitty kitty, why are you trembling scared?
Wash your face, prepare to die!”** Constant
changes are one of the very few remaining
stable things. The best album by Jimmy
Hendrix is titled Them Changes. In this album
Buddy Miles, a black drummer of imposing
bulk and mass, sings in a high-pitched tenor
the blues titled “ Them Changes”. It’s a
shame I never saw it live. 
EL:And how does the constant process of
change influence an artist’s world outlook?
MN:I’d prefer that it should happen in the
direction of clarity and higher precision, but
most often the changes have a frustrating

effect. Rembrandt was not crushed by hard-
ship as an artist, but he was Rembrandt!
Many talented guys were crushed by hard-
ship, and the names of many others were
blown by the wind. Conformism is not a
world outlook. To my mind, creation is an
instinct! The first impulse that gives rise to
creation is intuitive. The ideological motiva-
tion and self-control is secondary, but its
presence, the participation of both elements
in the creative process, is desirable.
EL:Is it possible to trace what impulse has
given rise to an artwork? Let’s say, the cycle
of sculptural objects constructed from
Chinese ceramic and sanitary porcelain,
included in the new exhibition?
MN:Most likely, I was inspired a huge
Baroque tile stove on elegant legs, which I
saw standing in the centre of a room at
Kadriorg Palace in Tallinn in 1973 or 1975.
The Empress Catherine used to warm herself
by this stove. However, you can never tell
with inspiration. Every day your gaze flies
over a thousand shapes appearing in the visi-
ble field, but gets captured by very few. The
point is figure-out why it gets captured.
EL:Can you explain why among thousands
of goods on the supermarket shelves your
gaze was captured by these particular
objects – referring to globalisation and con-
sumer society?
MN:The supermarket shelf reference is acci-
dental, because, as I already mentioned, I
got “captured”. All these objects have been
remade, and most of them have been put
through a new technological cycle – re-fired
and glazed. They are raw material rather
than an object with independent meaning.
This process can be compared with the pro-
duction of sculpture from metal sheets.
Metal sheets are not found in nature; it is
iron ore that is mined.
EL:Is this “getting captured” constant or
changeable?
MN:For some time already I have been try-
ing to utilise the possibilities offered to me
by my immediate context (circumstances). It
means that quite often I must alter my pre-
conceptions, and sometimes even start
everything anew. What is important in this
exhibition is the space densely filled with
information, the hall lavishly decorated in an
eclectic style rather than the institution itself.
Though I try to develop a sub-text referring
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but that is the intention. Maybe afterwards
artist Darius Mikðys will consider everything
as a ready-made that belongs to him and will
work something out. Although it may hap-
pen that nobody will play the game. 
VJ:Or it will be intercepted as the “Infolab”
is supposed to play an active part in many
other games, and the CAC may as well be
disqualified as a player. However by looking
forward to yielding your position in this par-
ticular space, you must be counting on some
common denominator that will remain? Is it
your way of explicitly expressing, and playing
with, how tight the contemporary art con-
text is in Vilnius and Lithuania? 
VO: It may be exciting in a way, because
then you can propagate interesting art. Most
of us, you and me are interested in the same
stuff at the same time. I want to start a
game that might be enjoyed and may con-
tinue. So far as I’m concerned I’m ready to
accept good suggestions although I’m not
obliged to employ them.
VJ:Your misfires will probably be possible to
steal. Not just the good ones so that they
prosper.
VO:We may as well speak of the following
stage in which everything will be screwed on
and fastened with belts. 
VJ: Well, the fear of theft can take a shape
of a more personal than institutional kind. 
VO:By the way, the fact that in the refur-
bished lobby we will be trading not only in
CAC publications but also in productions by
artists and designers also means moving in
the same direction – rejection of simple
“sociability”. Some of my own production,
certain things, chairs etc. will also be for
sale. A coffee machine appearing in the

space is okay. A cash register is fine as well.
For me it is more interesting to get a till
receipt than a ticket.
VJ:Do you think about that while working
with EXPO projects?
VO:About sociability, you mean? It is one of
the overwhelming, almost inevitable, chal-
lenges. It is a menace that I fear most. It is
like every time I do something it is a bit too
orderly; all the visitors will always be seated
in the right places. The reconstruction of the
lounge of CAC could follow this principle
over the top. This is the only way your action
does not contradict or confront anybody. 
VJ:What points of reference do you leave in
your space for the visitor to intuit the idea of
how to behave in it? 
VO:I think that modes of behavior typical to
some other situations could possibly be
transplanted into the lobby of the CAC. If
you came to deliver a certain message, like
that the music is too loud etc., your pathway
stops by the door – you’re not entering the
house. If you came to make a visit you will
orient yourself, like where to sit and where is
the library etc. What we have here is an
open space with the two staircases: one
leading down to the WC, the other up
towards the exhibition halls. Thus these
spaces projected by the building’s architect
Vytautas Èekanauskas are not so confusing
after all.
VJ:To date, the CAC has conceptualised sev-
eral functions for the “Infolab” space, yet
they were not put in practice. I see your
space as an opportunity to implement some
informal actions that now could look like
they are taking place somewhere “under the
bridge”. Like for example the possibility to

lend and to borrow videos and publications
(for the people who haven’t opportunity or
will to do everything via the Internet and
appreciate the ‘traditional’ get-together
moment) or to arrange meetings of senior
citizens. 
VO:You are right, I do think that it’s no
good and it is hard to overcome certain
long-gone things. If Kæstutis hadn’t inter-
vened with his provocation, the impression
of a waiting room, from times passed would
still be there.
VJ:If Kæstutis hadn’t intervened how would
your exhibition for the Emissionhave cycle
looked?
VO:Well I had some ideas for the exhibition,
but they are not going to be realised. I want-
ed to explore my own attitude towards archi-
tecture. I am not sure how that would have
looked it may have been a bomb... I’m not a
critic or just an architect or a designer – so I
thought it could be nice to express this mul-
tiple approach, give it some thought, in the
exhibition at the CAC.
VJ:Would that be research of some kind, an
analysis or...?
VO:Yes, it could well have been a research
project, or a protest. A laboratory. I had this
idea related to aerodynamic research – the
visitor would have been tested like an air-
plane. It would be rather unpleasant to be
tested in that way by the space. I would defi-
nitely have addressed the fact that architec-
ture influences and shapes character. 
VJ:So we have returned to your disposition
to meet and guide the visitor within the
space you have constructed.
VO:Architectural manipulation is not a
direct kind of manipulation. Èekanauskas’
architecture exerts a different influence on
us, on my generation or me personally, or
some farmer. And it affects differently again
our CAC productions and exhibitions. While I
find myself there, I try to scan as much as I
need. But I had an idea to construct the
space where the impact of architecture on
everyone would be the same; the blast of
wind coming from a wind tunnel is equally
unpleasant for everybody and yet it is
absolutely clear.

Virginija Januðkevièiûtë is a co-producer
of CAC TV and a member of the CAC

curatorial team, who recently slid down
Carsten Holler’s slide at KunstWerke

Berlin for the first time.

Virginija Januðkevièiûtë talks with the 
architect-in-residence. 
Valdas Ozarinskas is an architect who –
together with two close associates –
designed the Lithuanian pavilions for
the last two world EXPO exhibitions in
Hanover (2000) and Aichi (2005). The
first project was given an innovation
award by Wallpaper*magazine; the sec-
ond project has received an “LT Identity”
award from the Lithuanian Institute.
Valdas Ozarinskas is an assistant director
and the exhibition architect at the
Contemporary Art Centre, he is responsi-
ble for the technical realisation of exhi-
bitions and for the site-specific customi-
sation and design of the display aesthet-
ics for the CAC – he is also an artist and
curator. Ozarinskas will launch a solo
exhibition as a part of the Emissioncycle
(reviewing Lithuanian artists who
emerged in the 1990s) at the beginning
of summer. According to the concept
developed by CAC director Kæstutis
Kuizinas, the project will consist of a
reconstruction of the lobby of the CAC
building and will merge together with
the space of the new library and
Internet hub (the “Infolab”) envisaged
by “Infolab” project curator Catherine
Hemelryk. 
A few years ago Valdas Ozarinskas

claimed that, for him, architecture is the
past, and he is now reflecting upon the
challenges presented by public space. 

Virginija Januðkevièiûtë:Let me start with
a notion: that your thinking reminds me of
the film Playtimeby Jacques Tati. I am
reminded of Tati’s attitude towards a con-
temporary – modernist/public – way of life
and his distrust of the technologies of public
order or, rather, the technologies of public
complications (although he recreated most
of them for this particular film). Why is your
conception imbued with professional irony? 
Valdas Ozarinskas:Well, Kæstutis has put
me into a very awkward situation: instead of
proposing a defined exhibition format proj-
ect, he suggested I reorganise a public space
changing its initial intention although the job
could be done in a much more simple way. I
assented to his proposal some time ago.
Eventually an idea occurred to me that I
might take the occasion to turn the situation
upside down: to transform the public lobby
into a private one. This twist might be
uncomfortable for Kæstutis. I’ve decided to
occupy the lobby myself. After all, if I was
setting up my own loft apartments, it would
contain exactly the same objects; a table, a
chair, a TV set... I can’t imagine anything
more or less in my place than in the lounge
of the CAC and vice versa. And if I make it

extremely personal I
cover my back from
unnecessary remarks
regarding architecture
or design. It becomes
my personal business. 
VJ:Is it going to be
like that?
VO:That’s what I
intend to. As a mat-
ter of fact nobody
knows about this
decision yet and it
may turn into a small
kind of tragedy, par-
ticularly considering
the time-schedule,
however this is how I
imagine my project.
The space has to

generate and preserve the impression that
“Ozarinskas has just left the building”. He is
not home. The lobby of CAC is such a ‘pub-
lic space’ it makes you feel uncomfortable...
No matter how you treat it.
VJ:What makes the place so unattractive? 
VO:The architecture does. It is very incom-
municable. It’s as if you have to wait for
somebody there. It is constructed according
to the lobby regulations of the “red” period.
As if you entered and there was a chair and
then you wait until the director says you may
come in. This architecture is so hard to over-
come that I intend to fight it by “settling”
there and then maybe all of what’s “mine”
will naturally disappear. 
VJ:You will turn into an odd sort of
concierge for the CAC. A peculiar sort of
porter who works for meals, a place to stay,
and a uniform to wear, though who sleeps
neither at home nor at work. Those visitors
who haven’t seen your studios and are unfa-
miliar with their aesthetics may miss the
impression that this is a space possible to 
live in. 
VO:Somehow I am unsuccessful at finding
my own place. The place in which I can really
legitimate myself is my office; that will pro-
vide a reference. Here I have 200 square
metres that I can fit-out and make “chic”.
And the visitors will naturally use it as well.
VJ:Are you sure they will use it naturally? It
is an institutional space after all, whereas for
CAC this project is rather significant, parallel
to the recent workshop we did in which we
modeled our vision of the CAC as an “air-
port of ideas”. 
VO:This place will be “mine” just for one
day. “Infolab” by the way will exist in it in a
form of its own. If certain things appear that
don’t fit to the lobby as a public space, they
will be fastened to the ceiling, so as not to
irritate anybody. Friends and colleagues
could also propose some things of their own.
Here one will be able to find or bring design
objects that don’t fit anywhere else. It will be
possible to push things about... This is the
design I recommend: things must not be
heavy, massive, screwed on to the floor. By
necessity one day you may just carry them
out; one must feel the “breeze-of-change”
here. Maybe there will be too many things,
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kept giggling to himself. Everybody looked
worriedly at him. We began the workshop
by everyone writing a poem about them-
selves in five minutes. This opening func-
tioned well. The poems were absurd and
funny and they made people laugh. The
atmosphere started to get cozy but it imme-
diately got tense again when the red-faced
man read his poem in which he complained
how hard it is to fuck a chicken.

At a certain point during the evening the
same man said out loud: “I am bored stiff,
fuck off”. Then he walked away. We never
heard from him afterwards. A couple of oth-
ers also failed to show up to the next
rehearsal. We suspect that this might have
been due to the behavior of this man and
the vibes that he spread.

Thus, there was no actual conflict but via
this event we became aware about the fact
that we were not at all ready – and had no
qualifications for it – to deal with potentially
disturbed people in the project. We have no
idea how the project would have developed
or turned into if this man had stayed in it to
the end.
MH:Characteristically, this type of process
cannot be fully controlled. At the same time
you want to and need to produce a result. Can
you say something about this balancing act?
TK & OKK:There was great number of
aspects that we could not control. These
were for example:
1) We made the most inviting and informa-
tive advertisements about the project possi-
ble. There was nevertheless a huge risk that
nobody would participate. And we had no
control over the number of participants, nor
had we control over their singing abilities.
The project was open for whoever wanted to
attend.
2) The lyrics of the song were entirely in the
hands of the participants from Birmingham.
We collected their complaints when they
signed in for the workshop. For the first
practice we divided them into thematic
groups: complaints about Birmingham, com-
plaints about other people, complaints about
affairs of the world and complaints about
oneself. At the first practice we asked them
to choose the one thematic group that they
complained about the most enthusiastically.
In these smaller groups they chose the ones
that they wanted to focus on and set them
up into a structure of a song. Later on the
musician responsible for the song did some
fine-tuning with the lyrics.
3) At the choir rehearsals we were just
another part of the group. Mike Hurley con-

ducted the rehearsals, a musician our resi-
dency hosts introduced us to.

Knowledge of the upcoming public per-
formance energised the practicing of the
song from the outset. The participants knew
that we were making a song out of their
own complaints – and everyone realised how
big a challenge it is. A lot of them took part
because they were interested by this chal-
lenge. The strict goal orientated character of
it did not constrain the process. Instead, it
provided it with a very clear frame and direc-
tion.

We made it sure that there were room
and time for things outside the plans in the
practices. We ate together after each session
and people could hang around as long as
they wanted. For example the rap part of the
choir song came about spontaneously during
an improvisatory rap session after one din-
ner.
MH:You will do the workshop again during
the ARS 2006 exhibition in Helsinki. How will
it be different from the one in Birmingham?
TK & OKK:We think the Birmingham proj-
ect was a success, but we still want to alter
some details with the next step. They are:
1) In Birmingham all the participants were of
a similar age with an interest in culture. In
Helsinki we will pay extra attention that
advertisement to the workshop is distributed
through many different channels and that
people from different parts of society have
heard about this possibility to participate.
2) In Birmingham we did not put in enough
effort to make this project known outside of
art circles. Advertisements of the choir per-
formance were predominantly directed to
the network of the art organisation that had
invited us there. We will also fix this in
Helsinki.
3) It is evident that Helsinki Complaint Choir
will be different. About 90 people have
signed in for it. In Birmingham we had about
15 participants and with such size of a group
we were able to generate a friendly and inti-
mate feeling while having the chance to get
to know each choir member well. With the
Helsinki project this will be much greater a
challenge.
MH: You seem to place a lot of stress on the
process of invitation?
TK & OKK:It’s no trifling matter figuring
out how to issue the invitation for people to 
take part in the complaints choir and how to
reach a diverse range of the citizens of the
particular city. Even under the idealistic
assumption that you could invite everybody,
it is difficult to create an open space, or a

neutral ground on which encounters
between a wide-range of people can really
take place.

The artist Willie Doherty, also taking part
in ARS 2006, posed us an interesting ques-
tion. How would we do a complaints choir in
Northern Ireland in a town in which east
bank is catholic, west bank is protestant with
the river as a demarcation of segregated ter-
ritories? It would be very challenging to
organise a choir which bridges the gap
between east and west bank and a lot of
thought would have to go into the setting
up of the project, to issue the invitation and
find a space that is not coded in favor of
anyone. Still, because the work combines
two very basic forms of human expression -
complaining and singing - (and surely both -
Catholics and Protestants are equally good at
both) the complaints choir could create
encounters not imaginable otherwise.
MH: So will there be more complaint choirs
starting up after Helsinki? Have you already
considered making a patent claim for this
model of a complaint choir?
TK & OKK:We are hungry to try out the
concept in different cultures where people’s
problems seem different at least to outsiders
– and where the culture of complaining may
differ too. We must also admit that Willie
Doherty got us very interested in Northern
Ireland… But thinking about the question of
patent there is a story linked to this, too.
There has been an artist group from
Belgrade asking if they could make the proj-
ect in Belgrade. Their attitude of “sharing
concepts” was very refreshing! We neverthe-
less had to write back that actually Belgrade
is one of the places we dream about making
the project. Because the project is for us a
great opportunity to learn about people in
different places we would like to realize the
complaints choir of Belgrade ourselves.
Perhaps we should have just said sure, go for
it, and watched how the Complaints Choir
started to live its completely own life, inde-
pendent from us. 

Mika Hannula is a Professor of Art and
Society at the Academy of Fine Arts in

Helsinki. Now based both in Helsinki and
in Berlin, Hannula recently curated the

opening international exhibition of con-
temporary art at KUMU the Estonian Art

Museum in Tallinn – that opened in
February 2006.

that we all reproduce ad nauseam. What
we see is what the title of the work promis-
es. We see the performance of a choir that
complains, a choir made up of about 15
rather young people who all share the same
motivation: to complain and to have fun at
the same time. 

Thus, the work is about how people in
Birmingham complain about their surround-
ings, their lives, their work, the price of beer,
the unfriendliness of other people and how
the bus is always late. To get a taste of it,
this is how the song starts: 

Birmingham has changed so much, I don’t
like it anymore/Birmingham has changed so
much, I liked it more before/Recycling is a
token here, they do the very least/And if I
keep on cycling here, I’m gonna be deceased 

With the glorification of complaining – the
most common thing on earth – the artists
create a platform to which we all have
access, a work that achieves the impossible:
turning something nasty and negative into
something productive and positive. Indeed,
they shape and achieve a connection to the
theme on such a vast scale and with such
power it reminds me of another work done
in absolutely different style and dimension
but that enjoys the same broadness of audi-
ence. The work I have mind is Olafur
Eliasson’s Weather Projectin the Tate
Modern’s Turbine Hall, in 2004. The gestures
are as far as they can be from one another in
terms of scale and attention, but as with
complaints, we all talk about weather non-
stop but do it in a slightly different way. We
all have, if we want, access to it – to talk
and walk and argue with it.
Becoming aware of what you do when
you do what you do:The background for
the work is that Kalleinen and Kochta-
Kalleinen were invited to Birmingham for a
rather short residency. At the site, they faced
the common dilemma of what to do in a
space you don’t know and have little time to
get to know better. So they decided to deal
with something they realised people in
Birmingham do often – that is common for
everyone.

Kalleinen and Kochta-Kalleinen started
collecting different versions of how people
complain. They advertised the project, dis-
tributed flyers. Along with the material and
the people interested in forming a choir, they
found a composer to write the music. The
whole effort was completed during a two-
week workshop, representing a constantly

evolving process and a collaborative achieve-
ment as such. 

It is a magnificent song that, for exam-
ple, highlights these following deep-seated
opinions: “My minidisk player is broken/sex
pressure is too low/I don’t like bad hair days,
and my beard won’t grow”.It describes the
ways we live life as it is: “People eat my bis-
cuits when we have a pot of tea/They never
share their biscuits/no one appreciates me.”
It’s a song that tricks us in a cruel way; it
lures us into laughing at our own petty and
repeating follies.
Rethinking the role of the artist:My claim
is that in this work the necessary self-critical
and self-reflective process is focussed on
more than issues of ego and collaboration.
Here we have the artist as someone who
takes part in the production of knowledge
within the field of contemporary visual cul-
ture in a way that turns something totally
ordinary into something unique. A process of
transformation we cannot take for granted,
and a result that cannot be forced. A process
not driven by the need to make an object
but that is happily dependant upon the
motions and emotions of a socially engaged
practice, in which the outcome can never be
fully predicted. It can be envisioned, but not
fully planned. What we have is an art struc-
turing a process to enable elements of sur-
prise to live and breathe – and to kick.
The Pleasure Principle:The work of
Kalleinen and Kochta-Kalleinen was certainly
easy to locate within the numerous white
and black boxes built into the exhibition
space. Theirs was the only box people were
laughing inside. It was a very distinguished
laugh of a collective kind, a kind of shy
laugh that tries to conceal itself, but when
the dam breaks, it all comes out without any
hesitation or sophistication. 

Why did we all laugh? What’s so funny
about people in Birmingham complaining as
a choir? Nowadays we are even used to a
choir of ugly men screaming; do we really
need a choir that complains? The beauty of
this work lies ultimately in a balancing act.
As a concept I would never buy it. But as a
work shown and seen in ARS 2006 I was
defenseless. I had to laugh. Not at, but with
– with them and myself. Kalleinen and
Kochta-Kalleinen did something rather silly,
something rather unnecessary and childish.
They did something that spread joy and
pleasure, joy and pleasure extremely present
in the actions and faces of the people in the
choir. ‘God-damn-kilo-gram,’ they were hav-
ing fun when singing along at the rehearsals,

on street corners and in pubs the chorus of
the song:

Why does my computer take so very long? 
Why can’t the bus driver talk to anyone? 
And why is the beer so expensive in town?

I want my money back
My job is like a cul-de-sac
And the bus is too infrequent at 6.30

Why don’t they pay me more?
Life was good before
And I am thirsty

Mika Hannula:How did you manage to get
the participants involved in such a magnifi-
cent way that is very apparent in the work?
In other words, what did you do in order for
the workshop and the work in itself to func-
tion so beautifully?
Tellervo Kalleinen & Oliver Kochta-
Kalleinen:Projects based on volunteers are
markedly difficult. They often portray the
enthusiastic participants in a semi-pitiful
light. We believe that this occurs only if the
artists place themselves one way or another
above the participants. Our theme was com-
plaining and we knew very well that we do it
as often as the others – there was no danger
of feeling of superior here!
Here is a short list of conscious choices that
we made:
1) By taking part in the choir we shared with
joy the particular sense of abashment that
arises from being an amateur.
2) We cooked a dinner for them during each
rehearsal. This gesture expressed our respect.
Eating together allowed people to get to
know each other and it also generated com-
mon ground for the group.
3) We made it very clear that this was not a
joke. We wanted the end result to be the
best possible and we took the time and
energy needed to rehearse the song. This
was a clear message: we took them and
their complaint choir seriously. As such, they
also took the project seriously. There were a
lot of participants who had never sung
before (Oliver, for example). For them, and
for others, it was pleasant to experience how
the song slowly but surely started to sound
like music. It generated a collective sense of
pride, which we can see in the resulting video.
MH:What kind of conflicts took place dur-
ing the workshop and how did you deal with
them?
TK & OKK:At the very first rehearsal there
was this scary huge red-faced fellow who
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Mika Hannula talks to Tellervo Kalleinen
& Oliver Kochta-Kalleinen about their
work The Birmingham Complaints Choir
made for ARS 2006 at Kiasma, Helsinki.

The ARSexhibition series is an institution in
its own right in the truest sense of the
phrase. It has taken place every five or six
years since 1960. An event that began as an
effort to introduce contemporary art practice
and discourse to a post WWII Finnish audi-
ence, it is one that has developed into a sig-
nificant exhibition venue that always evinces
great expectations and sometimes even great
experiences.

This year’s exhibition focuses on the
potential for art playing a significant role in
our daily lives. It addresses the ongoing
process of how artists increasingly deal with
issues that are not only about art for art’s
sake but about something else. This “some-
thing else” in ARS2006 is dubbed the
“Sense of the Real”, which serves as the
show’s title. It’s a show with 40 artists or
artist groups that cover all potential mediums
and that occupy the entire Kiasma

Contemporary Art Museum in Helsinki until
the end of August.

Sense of the Realconfronts us with a
genuine dilemma. Its aim to get closer to the
everyday issues and challenges that we are
stuck with is both sympathetic and impor-
tant. At the same time, this approach causes
confusion as the exhibition fails to situate
their own version of the real that they are
after. In other words, whose “real” are we
talking about? The problem is highlighted
when it dawns that not so many of the
works manage to move or touch us. This is a
value-laden interpretation, which neverthe-
less points the finger where it hurts: how
much do we need to know and be aware of
someone’s “real” in order to be able to
relate to it?

To counter this feeling, I have decided to
focus on a single work, which avoided the
aforementioned difficulties and disasters by
generating something that we do not meet
that often: it’s the only work in the exhibi-
tion that has the audience responding with
laughter – out loud.

The work is The 1st Complaints Choir of

Birminghamby the Finnish-German duo,
Tellervo Kalleinen & Oliver Kochta-Kalleinen
who manages in an eight-minute video to do
something very enviable. They manage to
invite us to laugh with their work and at the
same time to laugh at ourselves. Indeed,
they manage to massage our cortex, creating
something that can be called intellectual
entertainment.

The work in itself has the following
ingredients. It was done during Tellervo’s and
Oliver’s short but solid two-week residency in
Birmingham. They conducted a two-week
long workshop with the aim of founding a
unique choir. The project was focussed on
compiling and arranging people’s complaints
to music, to be sung, performed – and
enjoyed – by the choir itself. 

Before interviewing the artists, I’ll try and
argue why this particular work is not only
interesting, but something providing us poor
lost souls a kind of hope – a hope that
reminds me of a song from over 20 years
ago about “a milkman of human kindness”.
Availability:This work deals with issues and
patterns of daily life that we all share and
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it has this dimension, but it didn’t come up
in terms of voice – although it could have….
AS: “The only good woman is a dead
woman.” Discuss.
SF:Remember what was said prior to this;
that it is womanly desire that is threatening
to the man… Scottie has to erase Judy’s very
identity and turn her into the fictional
woman (who is dead but actually never exist-
ed) while Judy herself is hopelessly in love
with Scottie, but cannot show it and the
only way she can have sex with him is to
submit herself to his fantasy. So the look on
her face as she emerges from the bathroom
is full of so much longing and anger, I think
this look is far more shocking than what
Slavoj has to say, and what Slavoj has to say
just reveals this terrifying dimension of the
brutality between the sexes.

It’s interesting how literal this image of
a dead woman is in the film. If you think
about the scene at the dress shop where
Judy is on the couch with Scottie…. She is
not wearing a bra, her voluptuous breasts
are heaving under fine, green cashmere and
pinned to her chest is a broach of white
flowers, so if flowers are some kind of sym-
bol of a woman’s sex, hers is out there for
Scottie’s gaze! But Scottie erases this in
favour of the grey, male ‘executive-suit’ look
and the maternal as-good-as-grey hair,
pulled back into a bun.

I have a suspicion that this aspect of the
theory falls on deaf ears to the male viewers
of The Pervert’s Guide to Cinema. They just
hear this line of Þiþek and miraculously erase
the whole context in which it is posited – but
they must wonder why the female audience
is enjoying this part so much. It’s a great clue
to the strangeness of men and how as
woman we can make a choice to die or not
to die. 

I think it’s a very provocative statement
and rightly so.
AS: At one point in the film, Þiþek speaks
about anxiety, and the idea that ‘anxiety is
the one affect that does not deceive’, a the-
sis that he attributes to Freud but actually
comes from Lacan (Freud said that all affects
are convertible to anxiety). Also, when Þiþek
compares Harpo Marx to the Freudian id – a
mixture of total innocence and devilish inten-
sity – this comes straight out of Lacan. Did
you make the decision not to mention Lacan
in order to make the film accessible to a
broader audience?
SF:I have not read Lacan and Freud closely
enough to compare and respond properly. I

did attend a lecture recently on Freud’s writ-
ing on anxiety and I thought I could see the
idea they’re already in Freud’s writing, I will
ask this lecturer who is a Lacanian. 

Of course Þiþek is a ‘Lacanian’, and very
often he is using the phrase ‘psychoanalysis’
– which I think means Lacan primarily but I
think one can also think of Freud as a turn-
ing point in thinking out of which a great
richness was born and I want to prioritise the
ideas themselves and put them in a present
tense, as far as possible.

Film is a very different medium to prose
writing. Footnotes are hard due to the limits
of time. I didn’t deliberately cut out Lacan’s
name – but I did not want to get bogged
down in giving a history of Psychoanalysis,
which would have been a different film.
AS: If I remember correctly, the movie ends
with Þiþek questioning whether cinema can
face the ultimate truth of desire, or whether
it obscures this truth with beautiful illusions.
On the one hand, this comes close to the
Nietzschean idea that “we have art so as not
to die from the truth”; on the other, it also
recalls Jack Nicholson’s famous line from A
Few Good Men: “You want the truth? You
can’t handle the truth!” Cinema seems split
between unveiling the real and ideological
obfuscation, a problem that is more pressing
than ever. What can we expect from cinema
today, and what do you think about the
notion that art’s purpose is to reveal an
unbearable truth in such a way that it
becomes (a little more) bearable?
SF:I like what you have said, and I agree
about this tension within cinema itself. I
don’t think it can make the unbearable bear-
able. It is what it is… unbearable. And I
think what is unbearable is anxiety itself:
anxiety of guilt, meaninglessness and 
finitude.

But perhaps cinema allows us to believe
we can handle ‘the truth’ – and so it helps
deal with anxiety. It gives us ‘Dutch courage’
– a kind of fake belief in our capacity to bear
things. That’s why it’s so enjoyable, like alco-
hol. And maybe we should be more humble
and say this fake courage is the extent of our
capacity to endure. We should not be
ashamed, but like Beckett’s heroes: be ready
to laugh at our misery and in this way
release our selves from this unbearable anxi-
ety – through loss itself.

I love what Slavoj says about desire being
the wound of reality. And so cinema puts us
in a double bind. It ‘plays with our desire’
and generates anxiety through this very
action. Which is why directors are God-like

characters that bring about as much enjoy-
ment as devastation. 
AS: What are some of the best tidbits that
ended up on the cutting room floor? What
would be the extras in the DVD edition?
SF: I really tried to put everything that mat-
tered in – which is why although I was com-
missioned to make one 50-minute film – I’ve
made three and put them altogether into a
two-and-a-half hour feature.

There are many great moments and
some very funny ones too. There is more
about sound that I would have liked to go
into and about the human face as the ulti-
mate lie, and there was some stuff about
cinema and passivity, but it didn’t reach any
end point, it was more the starting of an
idea…but what I liked was this point about
being able to open yourself up to a film –
and get away from this need to ‘interact’
with everything.

I would like to make a menu of shorts –
some very short – like playing cards that you
access in a random way – so you never know
what line of theory will be constructed. 

Something that was funny was when the
tapes were transcribed into written text by
transcribing service, words like ‘impotence’
was typed up as ‘importance’ and Lacan was
typed up as ‘Lacon’ (con being a trick, and
falsity) and when in Blue VelvetDennis
Hopper says ‘baby want to fuck’ this came
out as ‘fart’ and ‘death’ became ‘that’.
AS: How does Pervert’s Guidefit in with
your other work? Any new projects coming
up?
SF:In terms of form it’s a departure – but its
part of an ongoing interest in language and
meaning – and performance.

I am making a film with Grace Jones (a
woman who refuses to die, which is why she
inspires such fear in the hearts of men!)
I also have some fictional projects – which
would be a challenging departure for me –
and am discussing with Þiþek to do a project
on opera.

Aaron Schuster is an American who lives
and works in Brussels and is a researcher

at the Jan Van Eyck Academy in
Maastricht. Currently undertaking
Doctoral studies in philosophy at

Louvain University he writes regularly
about the influence of psychoanalysis in

post-structural philosophy and critical
theory.
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Aaron Schuster interviews director
Sophie Fiennes about her documentary
The Pervert’s Guide to Cinema currently
playing on the international film festival
circuit

Aaron Schuster:First, though there have
been a number of films about Slavoj Þiþek
recently, yours is unique in that it focuses on
a specific subject – cinema – rather than
Þiþek himself or the ‘Þiþek phenomenon’, the
fascination with an East European intellectual
who explains the most abstruse Lacanian-
Hegelian-Marxist theory through pop culture,
dirty jokes, etc., and is highly popular even
outside the university. Of course, The
Pervert’s Guidecan’t help also being in a
way about Þiþek. In particular, what is ‘per-
verted’ about your film could be the way it
explores the history of cinema via psycho-
analysis, uncovering its dark libidinal under-
currents, and so on, but it could also be the
film’s pervert staging, that is, the way it
inserts Þiþek into the ‘fantasy space’ of sever-
al well known movies: gesticulating profes-
sor-like in the white space of the Matrix,tak-
ing James Stewart’s place in the scene from
Vertigowhere Judy miraculously transforms
into Madeleine, and, from The Birds, con-
fessing “I want to fuck Mitch” while motor-
ing about in Bodega Bay… Are you not
indulging Þiþek’s obscene enjoyment?
Sophie Fiennes: The staging is quite per-
verted, I agree. As I am a filmmaker and not
a priest, or even a journalist, I claim the
space to indulge everyone’s enjoyment and
my own. I would be foolish to attempt to
still the tsunami of Þiþek’s own particular
brand of obscene enjoyment. So I try to use
it to serve a function within the film. I think
that what he says in the boat can liberate
viewers out of any mental tightness and dis-
tance. It was a totally spontaneous and
uncensored moment; as people laugh their
mouths are open and then they are ready for
the next idea.

I imposed the staging and acting on
Slavoj, and he didn’t resist because I think its
part of his way not to control this kind of sit-
uation, but I think he found it a challenge.
You probably know his point about the
Mexican soap actors who have ear pieces in

which they are told by the director during
shooting exactly what to do, what emotions
to express etc. That was pretty much how
we worked on the ‘acting’ bits. Once we
had given him his sightline, I took the Fellini-
like role of speaking all his ‘motivations’ –
‘now Madeleine is appearing, it’s everything
you have dreamed of! All you have strived
for and she is there, coming towards you.
Oh miracle! Miracle! The moment has finally
come…’ and so on. 

I didn’t know how it would all work,
these things all develop organically. But we
certainly had a lot of fun, even though he
kept telling me that I was a sadist director
and a real bitch and so on. I think by the
third day the crew began to realise that to
be insulted in such a way by Þiþek was a true
sign of endearment.
AS: How did you develop the idea for this
project, and what did you want to accom-
plish with it? Also: are you interested mainly
in Þiþek or in psychoanalysis and film theory
more generally?
SF:It starts with the aim to understand bet-
ter something that you feel drawn to… 
I don’t know what I wanted to accomplish at
the outset except that I wanted to go deeper
into the chosen area and I wanted to con-
front an audience with it too. And making a
film allows for that. There is always a certain
amount of risk.

I am very interested in psychoanalysis.
I think it holds the key to something that
more than ever we need if we are to get a
grip on ourselves as a species. 

I don’t read much film theory outside of
Þiþek, but I do find David Bordwell interest-
ing in how he analyses film staging. As a film
maker, I really enjoy what Þiþek has to say
about film and for me its all very practical;
theory and philosophy itself. I like Deleuze
also.

I don’t find myself drawn to making the
kind of film portrait of an artist of philoso-
pher where they are put in a position to talk
about themselves with some kind of pre-
tence of objectivity. I prefer to make a docu-
ment of them actually doing what they do.
AS: The psychoanalytic reading of cinema
that your film proposes made me think that
it would also be interesting to look at how

cinema, throughout its history, has ‘read’
psychoanalysis, from the good old days of
Fritz Lang (think of Mand Secret Behind the
Door) and Hitchcock (Spellbound, Marnie) to
contemporary cinema (like Mystic River’s
treatment of trauma). Do you have any
favorite ‘psychoanalytic movies’ or films that
you were thinking of including in Pervert’s
Guidebut ultimately didn’t?
SF:Most of what I wanted to include is
there – because all the films are living
embodiments of the theories 

I LOVE Secret Behind The Door!!!
Definitely one of my favorites – but then
most of Lang’s Hollywood work is brilliant. I
love Scarlet Street.
… Haven’t seen Mystic River. 
AS: Scarlet Street is a favorite of mine too,
but almost too terrible to watch, sadism as
its purest…
SF: It seems these theories works best in nar-
ratives when like underwear they are worn
on the inside, not the outside! When it’s too
explicit, it can become camp… that is enjoy-
able in its own way, but not so fascinating
for me.
AS: What’s the reaction been to the
Pervert’s Guideso far?
SF:People really seem to enjoy it. This is very
nice for me, because it’s 20 hours of solid
transcription, which I’ve wrestled with for
many months… I am excited by the full-line
of parts 1, 2 and 3 – which I am just com-
pleting – I like the overall shape of it. What I
showed in Rotterdam was a work in
progress. Its amazing how much the whole
line shifts, gets sharper or more threatening
or exciting depending on how you cut one
word here or there… that’s filmmaking. It’s
as if Slavoj is Christ and I am St Paul!!!! 
AS: In the part dedicated to the significance
of sound in cinema, and in particular to the
voice as a traumatic ‘partial object,’ Þiþek
talks at length about Lynch’s Mulholland
Drive(the scene at Club Silencio where the
singing voice uncannily ‘outlives’ the body),
but I was a little disappointed that there was
no discussion of Dune. I know it’s an odd
pick, but it’s my favorite Lynch film, unfairly
dismissed in my mind, and one that specifi-
cally thematises the voice as a lethal foreign
body.

It’s a Bird, It’s a Plane, It’s...
Slavoj Þiþek
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INTERVIU is a two-part piece: an editorial
two-hander. In this issue there are two edi-
tor’s comments. It means that our reader-
ship, local and international, can now scan
the magazine for a twin-perspective on the
issues impacting upon contemporary
Lithuanian culture: and the dialectical struc-
ture of the magazine becomes even more
apparent. 

Translation is a truly dialectical, and syn-
thetic, discipline and one that isn’t necessari-
ly fore-grounded in discussions of text, espe-
cially as they are taught in academia.
Moreover, there is a sense in which – to bor-
row a popular epithet I last heard in an
exhortation by one of the contributors to this
issue “Russia is everything East of Berlin” –
literature, locality, and language was bowd-
lerised in Western teaching and translation:
except for the brightest of names [say Kafka
or Havel] many of us were unsure exactly
what tradition, behind the Iron Curtain, a
writer or artist belonged to. The comment
about the Western perspectival and geo-
graphic blancmange was hurled at a visiting
lecturer who hadn’t realised that ‘Russian’
avant-gardist Kasimir Malevich was
Ukrainian. Just knowing that Kasimir is a
Catholic Polish/Lithuanian/Ukrainian name
might just help ‘shade’ a reading of the

artist’s relationship to iconography, icono-
clasm, and the sense in which [he] belongs
to a particular movement or tradition.
Specificity surely enables a more honed cri-
tique (and one sympathetic to a ‘local’
audience). 

So half of translation is learning culture,
history and, wherever possible, accreting
knowledge about the popular/collective
unconscious – the synthesis. And since I am
writing long after the author, and therefore
translator, died I should acknowledge that
responsibility for ‘completing’ the text/trans-
lation lies with the reader: [we] too have to
learn something of the culture that we are
reading about. In fact, it is our best hope as
for most the Slavic and Baltic languages will
remain out of reach: not to mention the lan-
guages of the Middle East and the sub-conti-
nent that are now pressing upon global con-
sciousness since 9/11 (which is the subject of
a new book by Emily Apter The Translation
Zone: a new comparative literature,
Princeton UP). 

Longtime editor of The New Yorker mag-
azine, David Remnick, summed up the chal-
lenges and frustrations of literary translation
in a recent article about the updating of
translations of the ‘Russian classics’ –
Chekhov, Dostoyevsky, and Tolstoy – titled

“The Translation Wars” (Nov 7, 2005). In the
piece he related his own battle with learning
the Russian language writing that after years
of university education a conversational
teacher, whom he thought would ‘brush’ his
already honed skills, sent him back to
“Russky Yazyk dlya Vsyekh – Russian for
Everybody– a beginning grammar published
in Moscow, and said, “So, we start from
page one, yes””. To go light on himself
Remnick points out that Vladimir Nabokov
who taught at Wellesley, Harvard, and
Cornell “revelled in the difficulties of the lan-
guage almost to the point of serene confi-
dence that no student would ever quite sur-
pass what he called the Kak-vy-pozhivaetye-
ya-po-zhivayu-khorosho (How-are-you-I-am-
fine) level of Russian”. We’d better get learn-
ing some Culture!

First thing to learn of Lithuanian culture
– despite my Russified allegories – the moth-
er tongue is Lithuanian. The capital is Vilnius
which, to rectify Jonathan Franzen’s The
Corrections, is landlocked several hundred
kilometres from the Baltic Sea. And the
national sport is basketball. The rest I defer
to Linara.

..................................................Simon Rees 

Last year Thames and Hudsonpublished the
imposingly titled Art since 1900: Modernism,
Antimodernism, Postmodernism. As is usual
with publications of this scope, its size drives
one to desperation – unreasonably heavy
and deluxe it reminds one of a tombstone
scarcely a lure for deepening one’s knowl-
edge about the subtleties of 20th century art
history. Though, there is probably no need
for such deepening as the four authors of
the book – Hal Foster, Rosalind Krauss, Yve-
Alain Bois and Benjamin H. D. Buchloh –
have been elaborating their theories in their
other books and have made them epony-
mous since the 1970s via the influential jour-
nal October: the same publication that
stirred perceptions of Eastern European neo-
avant-garde art practices. The fundamentalist
appearance of the book, however, is quite
deceptive – as is proper for the poststruc-
turalist historically attitude on show here
(regardless of superstitions about impersonal-
ity and objectivity). By the way, the book
does not include Eastern European art of the
‘Iron Curtain’ era – and this blockade is not
the only lack. History is not weaved here into
some kind of gestaltnarrative but is revealed
to be a mosaic of events and names. The
authors do not conceal but critically review
the methodological approaches and remain-
ing within [a] Marxist tradition express a
political standpoint. Their judgments are ten-
dentious, categorical and controversial. Yet
they are comfortable to produce a willful
investigation of art since 1900 in a fashion
that can be described as ‘politically incorrect’.

‘Political correctness’ has become a vital
habit of self-defense for the majority of pro-
ducers and managers of culture. The organis-
ers of exhibitions have made themselves
masters of strategic visualising of political
fancies and the smart employ of private and
state funds. Their co-participants have
learned to humbly trail the curator’s concep-
tions and misconceptions. Meanwhile, the
virtually awkward activity – called ‘writing
about art’ – remains a largely under-funded
form of expression: meaning that authors
can still exert their will-to-opinion but hardly
disturb anyone and thus remain absolutely
politically ‘correct’. 

The greatest difficulties, queries – ‘uncor-
rections’ – arise in relation to writing about
the ‘hot’ past – the Soviet period. Who has
the right to reflect on it? How should it be

reflected? And on the whole does it have to
be reflected at all? Throughout the first
decade of Lithuanian independence the sec-
ond question (How?) has been answered
more or less – there were numerous
attempts to uncap what had been secretly
taking place underground for 50 years as a
resistance to the system. The aesthetic and
ethical problems – but not the political ones
– have been duly examined. Meanwhile as
an outcome of not having an answer to the
first question (Who?), the third enquiry
(Should?) has become relevant. At a national
level – access to the archival data that is
obviously too disturbing was recently restrict-
ed. Certainly, the art of the Soviet period has
to be not only reflected upon but also exhib-
ited – in the short run this challenge will be
answered by the new National Art Gallery in
Vilnius, that has been extensively discussed
over the last 15 years [see INTERVIU #2 and
forthcoming #6, also see images on the next
page from the exhibition of new acquisitions
for the National Art Gallery]. The paradox is
though, that while the building and its loca-
tion were wildly quarreled about, the public
discussion almost ignored the uncomfortable
question of what should be exhibited and
how? How should all the traps of post-war
totalitarianism be avoided and – as a matter
of fact – how should the invisible pitfalls of
the post-totalitarian period (1970-1990),
marking this irregular time span of 50 years
be avoided? Or maybe it is no good avoiding
them? Perhaps, visual culture is a potential
assistant in making them public and possible
to reflect upon? Being late with reflections
and exhibitions we still can learn a fearless
approach towards that time from Piotr
Piotrowski who has recently published proba-
bly the most serious research of the Soviet
period in East-Central Europe. Grzegorz
Sowula who never ‘speechifies’ reviews the
book in this issue.

‘Political correctness’ is a tautology that
neutralises the possibility of being political. It
is a kind of disinfectant, exterminating both
the focus of the disease and the vital viruses.
There are not so many ways and means to
maintain the live and combative environment
while being aware that any resistance (rebel-
lion to use an old-fashioned term) can be
easily absorbed and forced to conform to the
urges of dominant discourse. There is too lit-
tle political expression via explicit subjectivity,

‘biased’ viewpoints, personal transgressions
(sometimes we call it freakish, don’t we?),
temporary communities, and straying ‘out of
one’s place’. 

Happily, our correspondents take a crack
at these attitudes. Nida Vasiliauskaitë and
Kasparas Pocius review the new translations
of the iconic authors Hannah Arendt and
Slavoj Þiþek into Lithuanian and critically
reflect upon the ‘sense and senseless’ of rel-
evant Western ideas for the contemporary
Lithuanian society. The popular Slovenian
philosopher and film theorist Zizek also
appears in another text as a filmic figure – as
Aaron Schuster talks to film maker Sophie
Fiennes about her The Pervert’s Guide to
Cinema. Paulina Eglë Pukytë launches into an
argument about contemporary art with the
feared and avoided interlocutor (yet curiously
watched) by most cultured people – the
Internet anonym. Another Lithuanian artist
interviewed on the occasion of being ‘away’
Mindaugas Navakas has recently launched a
personal exhibition in Riga and he is one of
the few artists who find it necessary to
declare what he votes for at the elections.
Mika Hannula talks to ARS 2006participants
Tellervo Kalleinen and Oliver Kochta-
Kalleinen about popular and yet very dubi-
ous artistic practices that create ‘temporary
communities’. The crew of the CAC TV con-
tinues to keep trace of the IX Baltic Triennial:
BMW(2005) and reveal their ‘non-formal’
associations. After 1 year of successful being
the Internet journal Balsaspresents some
ideas about new media culture – critical and
utopian ideas that are inherent of every phe-
nomena until it is ‘new’. And the architect of
the Lithuanian exposition in EXPO 2005
Valdas Ozarinskas [together with Marina
Buèienë and Audrius Buèas], interviewed by
Virginija Januðkevièiûtë, was awarded a State
Prize for best representation of Lithuanian
culture by Internet vote – even though it was
truly avant-garde. Public opinion as well as
public space is not always what we think it is.

.....................................Linara Dovydaitytë 
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