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Praëjusiais metais Europos „meno
pasaulio“ diskurse buvo iðeikvota daug
energijos sprendþiant meno mokyklø/
meno akademijø problemas. JAV tokia
diskusija vyko jau prieð deðimtmetá; ji
apëmë visà spektrà nuo „October
grupës“ metodologijø átakos peda-
goginëms praktikoms iki klausimø, kuris
mokymo metodas, kuri mokykla ir kuria-
me krante yra geresnë kokybës ir kainos
santykio poþiûriu (èia galima prisiminti
þurnalo Artforum vedamàjá, kuriame
buvo apþvelgtas Jeilas, Pasadenos meno
centras, Cal Arts ir kitos institucijos). Dar
daugiau, JAV aktualûs su meno peda-
gogika susijæ klausimai nuolat keliami
kasmetinëse Koledþø meno asociacijos
(College Art Association) konferencijose.
(95-oji konferencija vyks vasario mënesá).

2006 metais europinës opinijos lakmuso
testu tapo Manifestos mokyklos, kuri
buvo sumanyta ne kaip paroda, o kaip
eksperimentinis edukacinis projektas,
Nikozijoje atðaukimas. (INTERVIU buvo
padaræs pokalbá su viena ið kuratoriø,
taèiau jo neiðspausdino; po mokyklos
atðaukimo visur buvo sukeltas cunamis).
Tai, kad netekome itin svarbaus metø
ávykio, pajuto ir plaèioji bendruomenë, o
jo pomirtiniai aptarimai vis dar tæsiasi.
Kaip þinia, kaþkas panaðaus á pradiná
sumanymà dalyvaujant keliems pirminio
projekto dalyviams ávyko United Nations
Plaza Berlyne, kurá atidarant buvo per-
skaitytas praneðimas pavadinimu
Manifestos VI vaiduoklis: ðmëkla
persekioja Europà. Tikimës, kad jie suge-
bëjo iðvaryti piktas dvasias.

Net jei ðio projekto anuliavimas buvo
susijæs su didþiàja (geo)politika – su
kuria menas retai susideda, nebent ku-
riant nacionalinius muziejus, – didþioji
vëliau sekusios diskusijos dalis skambëjo
kaip debatai apie „vieðus pinigus pri-
vaèioms mokykloms“, kokie daþnai vyks-
ta Jungtinëje Karalystëje, JAV ir Britø
Sandraugoje. Ði diskusija ið esmës këlë
toká klausimà – kodël „mes“, mokesèiø
mokëtojai, turime dengti tam tikrà pri-
vaèiø edukaciniø institucijø (gimnazijø ar
universitetø) iðlaidø dalá, kai ðias institu-
cijas lanko tik privilegijuota maþuma,
kuri tikriausiai pati susimokëtø iðaugu-
sius mokesèius, jei valstybë nutrauktø
rëmimà. „Mes“ esame ypatingai
susirûpinæ, nes valstybinis ðvietimo rëmi-
mas yra neadekvatus. (Jei privati mokyk-

la yra religinë, tada iðkyla baþnyèios ir
valstybës atskyrimo klausimai). Kitais
þodþiais tariant, mokesèiø mokëtojai
nemëgsta nei remti, nei kurti elito. Ir visi
turi savo nuomonæ ateities klausimu. 

Ðtai kur atsiranda trintis. Pedagogika yra
susijusi su potencialu – jo suvaldymu,
formavimu ir paleidimu á ateitá.
Pedagoginiø sistemø neadekvatumas
ðiandieninei situacijai daþnai siejamas su
jø iðtakomis, o kartu svajojama ateityje
jas reformuoti. Nepaisant to, kiek
„apmàstytos“ ar „sistemiðkos“ bûna
reformos, jos daþniausiai siekia tokiø tik-
slø – suartinti gyvenimà ir menà; priar-
tinti meno, meno istorijos ir kuratorystës
studentus prie menininkø, meno istorikø
ir kuratoriø; sumaþinti atstumà tarp pa-
rodiniø ir edukaciniø institucijø. Kai ðios
reformos neávyksta akademijos viduje,
edukacines iniciatyvas ima prodiusuoti
kitos organizacijos (tokios kaip
Manifesta ar Miuncheno kunstvereinas ir
ðiuo metu IASPIS su Maria Lind prieðaky-
je). Ir atvirkðèiai – akademijos paèios
kuria parodines institucijas. Viena ið
tokiø iniciatyvø yra Städelschule galerija
Portikus Frankfurte, kurià pristatome
ðiame numeryje. Didþia dalimi tokiø
reformø pradþia sutapo su konceptualia
ðiuolaikinio meno praktikø plëtra nuo
ðeðtojo deðimtmeèio pabaigos ir koncep-
tualia meno istorijos plëtra po struk-
tûralizmo (t.y. kai istorija tapo disputø
objektu ir gali bûti perraðoma ið dauge-
lio galimø perspektyvø). 

O kas, jei akademija egzistuoja erdvëje,
kurioje struktûralizmo nebuvo? Kas, jei
meno laukas ir meno istorija iðsiplëtë ne
po 1950-øjø, o po 1991-øjø, gerokai po
to, kai akademijos dëstytojai ágijo kvali-
fikacijà? Tai keista (krizinë) situacija,
kurioje yra atsidûræ postsovietinio
pasaulio akademijos ir jø bendruomenës.
Juose greta „naujo poþiûrio á ...“ tebesi-
laikoma 60 metø senumo vertybiø, todël
ið naujo reikëtø perþiûrëti net
pagrindus. Ði situacija praðosi radikaliø
reformø. Kadangi reformos yra susijæ su
privilegijø praradimu, tie, kurie rizikuoja
jas prarasti, daþnai uþsibarikaduoja savo
pozicijose, ir akademija ið dramblio
kaulo bokðto virsta tvirtove. Ir jei antire-
formatoriø bûriai susivienija, reformos
pasidaro neámanomos. Tokia situacija
gali sukurti produktyvià pauzæ, kurios
koncepcijà neseniai vykusioje paskaitoje

Londone pateikë Liamas Gillickas (kalbë-
damas kaip tik apie mûsø nagrinëjamas
problemas ir apie savo studentus
Niujorko Kolumbijos meno mokykloje).
Jo nuomone, þmones, kurie laikosi kon-
servatyvaus poþiûrio á menà, reikëtø
vadinti „buoþëmis“, nes jø pozicijas gali
pakeisti tik radikalus perauklëjimas.
„Buoþës“ terminas turëtø apibûdinti
tuos, kurie „tiki“ savo nuomone arba yra
nepajudinamai ásitvirtinæ.

Nors að negaliu bûti buoþiø perauklëji-
mo ðalininku negalëdamas ignoruoti
istorinio Ukrainos tragedijos fakto, 
taèiau galiu sutikti su Gillicko
nuostatomis. Ir ðis INTERVIU numeris taip
pat radikalus. Jame rasite dvi Lietuvoje
vykusiø tarptautiniø konferencijø, skirtø
istorijos problemoms, apþvalgas; èia
vienas þymiausiø Lietuvos menininkø
ðturmuoja Vilniaus dailës akademijos
barikadas ir mes pasakojame apie

menininkø akcijà, kurioje „teroristais“
persirengusi grupë klaidþiojo mûsø
padoraus miesto gatvëmis. Mes netgi
prakalbinome menininkus, kuriø vienas
buvo árëmæs kardà á sacré coeur, o kitas
skerdë ëriukà... Ateitis laukia, kol mes jà
paimsime.

Simonas Reesas
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Grahamas, Spenceris Finchas ir Carsten
Höller, ið kuriø trys taip pat daug dirba su
pojûèiais (nors ir ne Jaunojo Britanijos meno
parodos Sensations prasme). Pats esate
filosofijos specialistas – ar ðiø menininkø kû-
ryba kà nors jums duoda filosofiniu aspektu?
Kaip þiûrite á filosofijos ir meno santykius?
Arba, kitaip tariant, ar menininkai skaito
filosofijà? Ar jie kuria filosofijà? Arba galbût
jûs kuriate filosofijà apie jø meninæ kûrybà? 
DB: Labai nedaug akademinës filosofijos
atstovø domisi, kas dabar vyksta mene.
Paprastai vëluojama penkiasdeðimt metø.
Spëju, kad esu tarsi filosofas tremtyje,
paniræs taip giliai á empirinæ medþiagà, meno
terpæ, kad niekada neberasiu kelio atgal á tà
tylià ir ramià vietà, kur vyksta grynas màsty-
mas. Man ádomûs meno kûriniai, kurie,
regis, reikalauja suvokti visiðkai naujas idëjas,
kad bûtø suprasti. Kai kurie menininkai, ma-
nau, siûlo absoliuèiai naujà kalbëjimo apie
pasaulá, jo matymo ir gyvenimo jame bûdà.
AG: Naujoje savo knygoje Chronologija jûs
taip pat raðote apie menà ir fenomenologijà,
bet ðákart jûsø objektas – laikas. Ypaè video
instaliacijose. Ar tai tam tikra prasme yra
perëjimas nuo Olafuro Eliassono prie Stano
Douglaso? 
DB: Na, turbût tikro perëjimo nëra, tai lyg
koks paralelinis takas. Mane tikrai domina
laiko fenomenologija – nuo tada, kai
bûdamas maþdaug dvideðimt penkeriø ver-
èiau Husserlio, Heideggerio ir Derrida teks-
tus. Tai vienintelë filosofijos sritis, kurioje
tikrai nusimanau. Mano nedidelë knygelë
apie menininkus – Stanà Douglasà, Dougà
Aitkenà ir Eijà-Liisà Ahtilà – yra ne sisteminis
tekstas, o tik suredaguota kelerius metus
Frankfurto Städelschule vykusiø seminarø
versija. Kalbama, kad tai mëginimas paraðyti

treèià dalá Gilles’io Deleuze’o Kinui 1 ir 2. Tai
glosto mano savimeilæ, bet yra netiesa.
AG: Jûs esate viena svarbiausiø savo kartos
figûrø ir, spëju, ávairiais bûdais átakojate tai,
kas vyksta. Buvote Venecijos ir Maskvos
bienaliø bendrakuratorius, esate nesuskai-
èiuojamø komitetø, seminarø ir t. t. narys.
Esate vienas ið Art Forum redaktoriø ir raðote
á Frieze. Kaip vertinate savo pozicijà?
DB: Turiu pasakyti, kad manæs visiðkai
nedomina pozicijos, man rûpi tik turinys.
Meno, idëjø, galimybiø keistis ávairiais
dalykais. Tai, kad darau daug kà – dëstau,
administruoju, raðau ir kuruoju, – tëra þen-
klas, kad mane daug kas domina. Buvimas
meno akademijos rektoriumi taip pat
ápareigoja daryti daug dalykø; iðgrynintus
þanrus turiu palikti kitiems, bent jau kol kas. 
AG: Bienalës vis labiau kritikuojamos uþ tai,
kad yra neokolonijiniai projektai. Tam tikra
prasme su tuo galiu sutikti. O taip pat ir su
kritika, kad daug ðiuose renginiuose dalyvau-
janèiø menininkø ir kuratoriø visada, regis,
yra tie patys. Kita vertus, kokia bûtø situaci-
ja, jei per pastaruosius deðimt metø nebûtø
ávykæs ðis bienaliø sprogimas? Tikriausiai
þymiai blogesnë ir nuobodesnë. Kà apie tai
manote?
DB: Kità vasarà „globalinës“ parodos
atsidarys Venecijoje, Kaselyje ir Miunsteryje
tà paèià savaitæ kaip ir Art Basel. Manau,
kad á tokià situacijà bus reaguojama gana
negatyviai, ir man nusibodo apie tai galvoti.
Kiekvienas bent kiek nuovokus þmogus
mato ðias problemas, bet taip pat ávertina ir
dabartiniø didþiøjø renginiø teikiamas gali-
mybes. Taèiau nieko nëra nuobodþiau nei
dejuoti dël bienaliø skaièiaus. Geriau
iðbandyti alternatyvas. Tai ir yra Portikus –
laboratorijos saloje – uþduotis. O ar nema-

note, kad pasaulyje yra dalykø, kelianèiø
daugiau problemø nei kultûros festivaliø
skaièius?
AG: Sutinku. Skundimasis kartais yra
juokingas þanras, bet tik kaip trumpalaikë
pramoga. Gal modernioje sociologijoje
pateikiamas tokiø þmoniø kaip jûs (ir að) api-
brëþimas – kad esame þaidëjai struktûroje ar
vaidiname scenoje – netikëtai patvirtina
mintá, kad meno pasaulis yra didþiulis þaidi-
mas, kuriame yra numatytas vaidmuo ir
Nepatenkintiesiems? 
DB: Na, meno pasaulis labai padidëjo ir
lengva pajusti nostalgijà senajam pasauliui,
kur buvo svarbios tik penkios ar ðeðios
Europos institucijos, o ðiuolaikiniu menu
besidominèiø þmoniø buvo apie penkias-
deðimt. Turbût meno pasaulis yra didþiulis
þaidimas, kaip jûs sakote. Bet taip pat ir tikra
rinka. Ðiuolaikinio meno komercializacija
padarë didþiulá ðuolá ir tai turbût yra didesnë
problema nei ambicingos tarptautinës paro-
dos visame pasaulyje (nors nuolatiniai
skundai dël komercializacijos turbût yra
antras pagal nuobodumà dalykas). 
AG: Að kartais labai pasigendu þmoniø, tu-
rinèiø tvirtà nuomonæ apie estetikos ir etikos
santyká. Kalbu ne apie pavirðutiniðkas socia-
lines sàveikas meno projektuose – kalbu apie
aiðkias idëjas, uþ kurias þmonës nori kovoti.
Ir pralaimëti.
DB: Visiðkai sutinku, kad þmonës, norintys
kovoti uþ tai, kuo jie tikrai tiki, yra geriausi.
Ne tik mene, bet ir apskritai.

2006 birþelá–rugsëjá Stokholmo
Moderna Museet parodø cikle 

1st series buvo pristatyta Andreaso
Gedino paroda Retake of an old house. 

Þr. www.modernamuseet.se

Jau keletà metø kalbama apie smunkan-
tá Vilniaus dailës akademijos lygá.
Nepasitenkinimas akivaizdus ir tarp
dëstytojø, ir tarp studentø. VDA vadovai
labiau akcentuoja bendradarbiavimà su
verslo sektoriumi, o ne su meno lauko
agentais, siekdami stiprinti taikomosios
dailës sferà ir palikdami grynuosius

menus merdëjimo bûsenoje.
Uþmirðtama, kad ðiandieninis pasaulis (ir
meno laukas taip pat) yra gerokai iðsi-
plëtæs ir neuþsibaigia vien tik Lietuvos
valstybës ribomis. Norint iðlikti
konkurentabiliais tarptautiniame kon-
tekste, reikalingas kiek globalesnis þvil-
gsnis (nepaisant strateginiuose planuo-

se teoriðkai numatytø inovacijø ir lavini-
mo kokybës stiprinimo, praktiniame
akademijos gyvenime ne itin kas kei-
èiasi). Atrodo, kad akademija nesuin-
teresuota á pedagoginæ praktikà átraukti
Lietuvos nepriklausomybës laikotarpiu
iðkilusiø ir tarptautiðkai pripaþintø
menininkø, kurie galëtø perduoti savas

Iðkart po kelionës ið Stokholmo á Vilniø,
kur ÐMC skaitë paskaità apie ðvedø
ðiuolaikinio meno fondà INDEX (kurio
tarybai pats priklauso), menininkas
Andreasas Gedinas iðskubëjo á Frank-
furtà, á naujos Städelschule galerijos
Portikus atidarymo renginius. Galerija
persikëlë á naujà Frankfurto architekto
Christopho Mäcklerio suprojektuotà
pastatà nedidelëje salelëje Maino
upëje. Radæs laiko ðventiniame ðurmu-
lyje Gedinas pakalbino Städelschule
rektoriø ir tarptautinio masto kritikà
bei kuratoriø Danieliø Birnbaumà apie
naujàjá pastatà ir naujus projektus.

Andreasas Gedinas: Sveikinu su nauju pas-
tatu! Portikus galerijos istorija áspûdinga, o
dabar ji turi ir pastatà. Kaþkas postmoder-
naus? Á mûsø laikà ávesti istorijà?
Danielius Birnbaumas: Na taip. Bet mes
visada buvome istorijos paminklø parazitai.

Ið pradþiø buvome ásikûræ uþ klasicistinio
fasado, paskui – rekonstruotame rene-
sansiniame name, o dabar turime baltà
erdvæ viduramþiø tilto pastate. Kas þino –
galiausiai gal atsidursime akmens amþiuje!
AG: Kadangi jûsø kunsthalei atiteko sala, gal
planuojate gauti ir oficialø laivà?
DB: Ne vienà oficialø, o daug neoficialiø
laivø. Daugelis menininkø, su kuriais
dirbame, jau darë laivus — Francis Alysas,
Tobias Rehbergeris, Simonas Starlingas. Mes
tiesiog paþiûrësime, kà þmonës sugalvos.
AG: Portikus istorija – tai aukðtos kokybës
parodø su ryðkiomis ir kylanèiomis
þvaigþdëmis istorija. Galbût taip pat – ir
þvaigþdþiø „darymo“ istorija. Bet tai tikrai ne
kuravimo kaip naujø meno idëjø kûrybos
istorija. Ar kaþkas artimiausiu metu keisis?
DB: Nemanau, kad kas nors ið principo
pasikeis. Portikus yra turgus, kinas, virtuvë,
gamykla, kepykla, klasikinë muziejaus erdvë.
Ateityje jis tikriausiai taps dar daugeliu kitø

dalykø. Visa tai sugalvoja menininkai, o ne
að. Portikus yra toks maþas, kad mes papras-
tai kvieèiame tik vienà menininkà. Bet nese-
niai vykusiose tokiø menininkø kaip Yoko
Ono ar Rirkrito Tiravanijos parodose aktyviai
dalyvavo daug þmoniø. Tiesà sakant, manau,
kad Rirkrito veikla praëjusiame deðimtmetyje
tikrai paveikë paèià parodos sampratà.
AG: Kiek dalyvaujate kuravimo procese, ar
dalinatës ðia veikla su Nikola Dietrich?
DB: Taip, að esu direktorius, ji – kuratorë.
Mes viskà darome kartu, manau, gana
demokratiðkai. 
AG: Ar planuojate rodyti kaþkokià specifinæ
„ðiuolaikinio meno“ dalá? 
DB: Tikiuosi. Bet neklauskit manæs kokià.
AG: Mene jus domina dalykai, artimi jûsø
filosofiniam domëjimuisi fenomenologija.
Daug dirbote su Olafuru Eliassonu, kuris
dabar rodomas Portikus, kas tikriausiai yra
jûsø dëmesio Jameso Turrello kûrybai pasek-
më. Jus domina tokie menininkai kaip Danas

Sala vidury srovës: naujasis Portikus
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DT: Tokia situacija lemia, kad nëra konkuren-
cijos...
MN: Bûtent. Jeigu yra monopolis, aplinka
yra nekonkurencinga. O kai taip yra, tiesiog
negali bûti aukðèiausios kokybës paslaugø.
Net tokie monopolistai Lietuvoje kaip elek-
tros tiekëjai jau yra iðskaidyti á Rytø ir Vakarø
skirstomuosius tinklus. Ðalyje mes dabar
turime monopolizuotas estetinio lavinimo
paslaugas. Pritaikant akademijos situacijai
sparnuotà Edvardo Gudavièiaus frazæ,
rusiðkas kolûkis mums labai nepatiko, bet
lietuviðkas kolûkis mums yra nuostabus...
DT: Menininkø paruoðimas priklauso ir nuo
dëstytojø. Ar jiems nëra suteikta pakanka-
mai laisvës sudarant mokymo planus?
MN: Kaip þinia, kolûkyje apie aukðtà
ekonominá darbo naðumà kalbëti neverta.
Struktûra yra itin svarbus dalykas – ji uþdeda
grieþtus rëmus. Kaþkà padaryti galima tik
pakeitus struktûrà. Monopolis automatiðkai
veda á nuosmuká. Mûsø „kolûkyje“ domi-
nuoja vienas svarbus pasaulëþiûrinis momen-
tas: manoma, kad kultûros ar, dar siauriau
paëmus, meno srityje bendrieji dësniai
negalioja. Tai tokia paslaptinga ir nepaprasta
veiklos sritis, kurioje reiðkiasi visokios
aukðtesnës jëgos, ir ji tarsi gali egzistuoti
kaþkokioje paralelinëje realybëje. Bet tai savi-

apgaulë, nieko bendro neturinti su gyvenimu. 
DT: Ar VDA niekaip neveikia Lietuvos ástoji-
mas á EU ir atsivërusios platesnës galimybës
lietuviams studijuoti ir uþsienio akademijose?
MN: Ið tikrøjø ðiuo metu tai niekaip neveikia,
nes visos jëgos nukreiptos monopolio plëtrai.
Kokios tokio monopolio pasekmës ir ideo-
loginës ðaknys? Mano ásitikinimu, mene,
kaip ir gyvenime, labai svarbu paþiûros.
Menas yra veikiamas ideologijø bei pats yra
idëjø sklaidos dalyvis. O VDA yra tautiðkumo
ir socializmo idëjø produktas, ir jis
automatiðkai yra nukreiptas á uþdarumà. 
Tautinei ideologijai savikritiðkumas yra sveti-
mas ið esmës, ir kritikà ið iðorës ji priima
labai skausmingai. Tautinë ideologija yra
pagrásta primityvia opozicija: mes esame
geri, o kiti – ne tokie geri. Man labai gaila,
kad taip turiu kalbëti apie savo ðiek tiek
vyresnius kolegas, kurie tokià struktûrà
pradëjo kurti 1990-øjø pradþioje ir tebekuria
iki ðiol. Dël to tikrai apgailestauju.
Yra ir daugiau senø reliktø. Mano ir vyresnë
karta turi á kraujà áaugusá „refleksà“ – vieðu-
mo baimæ. Vieðai deklaruoti paþiûras yra
maþø maþiausiai nenaudinga, o gal net ir
pavojinga. 
DT: Akademijos organizuotoje geriausiø
magistrø parodoje ðiais metais buvo daug

kalbama apie VDA integravimàsi á ðiuo-
laikinio gyvenimo tempà, bendradarbiavimà
su verslo struktûromis, bet ne apie meninio
lavinimo programø kokybæ ar inovacijas.
Atrodë, kad VDA absolventø integravimas á
ðiuolaikinæ rinkà yra vienintelë problema ir
siekis. Ar tai ir yra pagrindinis VDA rûpestis
bei veiklos kryptis ðiandien?
MN: Kitaip sakant, „mûsø turgelyje kaþkas
turi nupirkti daugiau bulviø“, taip? Galime
pereiti prie kitos temos. Prie durø kabo
lentelë: „Vilniaus dailës akademija“. Jau
keletà metø sakau: bûkit geri, pakeiskite tà
lentelæ, nes tai jokia ne akademija, o kaip
buvo tarybiniais laikais dailës institutas, taip
ir liko. Nes akademija yra tokia institucija,
kurioje dominuoja grynojo meno problemos.
Kas pas mus dominuoja? Ryðys su verslo
struktûromis? Tai nëra meno ar estetikos
problema, tai yra pardavimø sritis – elemen-
tarusis verslas, ðiek tiek turintis ryðio su
taikomàja daile. Akademija turi rûpintis este-
tiniø problemø tyrinëjimu! Estetiniø idealø
tyrinëjimu ir formavimu, remiantis buvu-
siomis, esamomis ar vyraujanèiomis
filosofinëmis platformomis! Galima pasakyti
taip: menas filosofines idëjas iðverèia á vaizdø
kalbà. Tik po to tas idëjas pasigriebia taiko-
mosios srities menininkai ir jas bando pri-

taikyti – tai kita pakopa, kuri
turi dar daugybæ segmentø.
Galiausiai mes prekybos
centruose perkame
vienokio, o ne kitokio
dizaino këdes, ápakuotus
traðkuèius, mûvime dþinsus,
o ne pakistanietiðkas kelnes.
Ðiuolaikines „sumaiðytø
kortø“ tarpdisciplinines
strategijas sugalvojo ne
dizaineriai ar architektai.
Pirma Andy Warholas, o tik
paskui Vivienne Westwood.
Dabar prieisiu prie paties
skaudþiausio ir svarbiausio:
ideologinis neapsisprendi-
mas yra vienas pagrindiniø,
o gal ir esminis provincijos
poþymis. Nesugebëjimas
suformuluoti ideologiniø pri-
oritetø – nuo to prasideda
provincija. Tautiðkumas mus
iðtiko automatiðkai, o socia-
lizmas – kaip nuotakos
kraitis.
DT: Per paskutiniuosius
metus VDA vyko ávairios
reformos. Ar jos turëjo kokià
nors átakà meninio lavinimo

þinias VDA studentams. Iki ðiol akademi-
joje vis dar akivaizdus skirstymas pagal
rûðinæ specifikà – kiekvienai dailës rûðiai
tenka po katedrà, kuriose disciplinuotai
ruoðiami ávairiø specialybiø menininkai
(toks reliktinis cechinis suskirstymas
ðiuolaikinio meno lauke atrodo maþø
maþiausiai nesuprantamas, jeigu ruoðia-
mi ne amatininkai). Ðiek tiek kitokia
padëtis Fotografijos ir medijos meno bei
Skulptûros katedrose, kuriose stengia-
masi rûðiná specifiðkumà keisti
diskursyviomis praktikomis.

Apie VDA menininkø ruoðimo proble-
mas skatina kalbëti akademijos
reprezentacinës parodos (VDA studentø
paroda minint akademijos 210 metø
jubiliejø Mes ateinam, 2003; VDA magis-
trø paroda Mano meno namai, 2006),
kurios tik sustiprina nerimà: stipriø idëjø
ir kûrybinio potencialo trûkumas
jaunøjø kûryboje verèia galvoti, kokius
menininkus ruoðia VDA ir kokios yra
tokios situacijos prieþastys. 

Savo poþiûrá á keblø Vilniaus dailës
akademijos mokymo proceso organiza-
vimà iðsako profesoriaus pareigas einan-
tis Skulptûros katedros dëstytojas
Mindaugas Navakas – vienas garsiausiø

ðiuolaikiniø Lietuvos menininkø,
Herderio, Baltijos asamblëjos ir Lietuvos
Respublikos kultûros ir meno premijø
laureatas, pirmasis Lietuvos atstovas
Venecijos bienalëje bei daugelio Ðiaurës
ðalyse vykusiø bienaliø, Pietø Korëjos
Kvangju bienalës dalyvis. 

Dovilë Tumpytë: Kas vyksta Vilniaus dailës
akademijoje, kad paskatino Jus kalbëti vieðai?
Mindaugas Navakas: Pradësiu nuo istori-
jos. Neseniai VDA ðventë jubiliejø. Prie kai
kuriø akademijos katedrø kabo lentelës –
200 metø. Bet juk ðiai akademijai viso labo
yra apie 60 metø, nes ið tikrøjø ji ákurta
1940-41 m. ið Kauno atkëlus ir vëliau sujun-
gus dvi aukðtàsias mokyklas. Ryðys su istorine
akademija, kuri èia kaþkada buvo prieð 200
metø, yra normatyvinis, t.y. kaþkieno nu-
spræstas, pvz., susirinkusio senato. Tai neturi
nieko bendro su istorine tiesa. Tas fakultetas,
kuris veikë lenkø laikais, buvo iðkeltas á
Torunæ ir iki ðiol ten egzistuoja, turi visas
regalijas, istorinius dokumentus ir skeptrus.
DT: Tai Vilniuje akademija buvo suformuota
ið naujo?
MN: Be abejonës. Visi dëstytojai atvaþiavo ið
Kauno. Mums labai norëtøsi, kad akademija
bûtø labai sena, bet ið tikrøjø ji ákurta Stalino

laikais, labai neðlovingais metais. Kam dabar
norëtøsi tuo girtis? 
Antras ádomus dalykas – atsimenu 1990-øjø
pradþià, kai iðkovojome laisvæ, kai viskas
atsinaujino. Vyko lenkø autonomijos
ðalininkø bruzdëjimai Ðalèininkuose ir
panaðûs dalykai: atsirado nepasitikëjimas
Lenkijos puse, atgijo tarpukario laikø
antilenkiðka mitologija, buvo ðnibþdamasi
(nors ir neafiðuojama) – „nereikia akademi-
jos atiduoti lenkams“. Netrukus pasirodë,
kad tokia ideologija trumparegiðka, nes
Lenkija – viena ið strateginiø partneriø poli-
tikoje ir kaimynë, kuri mus labai gerai
supranta. 
Svarbu iðsiaiðkinti, kas esi. Nuo atsakymo á ðá
klausimà priklauso daug kitø þingsniø.
Susumuokime: akademija yra vienintelë
tokio pobûdþio institucija ðalyje. Visos kitos
mokyklos Kaune, Klaipëdoje ir Telðiuose yra
jai pavaldûs filialai. Versle tokia padëtis bûtø
neámanoma. Visame pasaulyje veikia ástaty-
mai, kuriais kruopðèiai priþiûrima, kad jokioje
verslo srityje nesusidarytø monopolinë
situacija. Net tokie þmonës kaip Billas
Gatesas nëra nuo to apsaugoti. Prieð kelis
metus JAV buvo iðkelta garsi byla neleidus
susikurti gigantiðkai pasaulinei monopolijai
skaitmeniniø technologijø srityje. 
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Lietuvoje Tarp dviejø ugniø: menas, edukacija ir verslas

A
rt

ûr
o 

Ra
ilo

s 
pa

ro
do

s 
Kr

af
t 

de
r 

Er
de

at
id

ar
ym

as
, F

ra
nk

fu
rt

o 
ku

ns
tv

er
ei

na
s 

/ O
pe

ni
ng

 o
f 

th
e 

ex
hi

bi
tio

n 
Kr

af
t 

de
r 

Er
de

by
 A

rt
ûr

as
 R

ai
la

, F
ra

nk
fu

rt
er

 K
un

st
ve

re
in

, 2
00

6.
 N

uo
tr

au
ka

 iš
 g

al
er

ijo
s 

ar
ch

yv
o/

Ph
ot

o 
co

ur
te

sy
 t

he
 g

al
le

rydiskursø ir sociologijø atþvilgiu. 
Kraft der Erde kartu ir skatino utopinæ

vaizduotæ, ir parodë, kad malonumui
prieðinasi tai, kas neþinoma ar dar neá-
valdyta. Projektas taip pat yra meditaci-
ja apie peizaþà kaip tapatybës vietà. Jis
tarsi klausia, kà galime iðmokti ið gam-
tos, kai modernusis gamtos-kultûros
konfliktas jau iðsikvëpæs. Parodoje taip
pat rodoma video instaliacija – istoriniø
kronikø montaþas Kaþko vis trûksta,
kaþko vis negana (2001–2003) ir
fotografija/videofilmas Pirmapradis
dangus (2002) – ðviesos fenomenø,
kuriuos menininkas teigia matæs þiemos
danguje, rekonstrukcija.

Larsas Bangas Larsenas: Manæs kartà pa-
klausë, ar tikiu, kad tu èia kalbi rimtai?
Artûras Raila: Tas pats po kiekvieno naujo
projekto: „Ar jis rimtai? Ar jis visada daro tà
patá?“ Po to, kai buvo parodyta Po vëliava,
visi klausinëjo: „Ar jis susijæs su ðia partija?“
Po Roll Over Museum su automobiliø entu-
ziastais visi klausë: „Ar jis uþsiima varikliø
reguliavimu?“ Dabar tas pats: „Ar jis pago-
nis?“ Tad kai manæs klausia: „Ar jis rimtai?“,
að atsakau: „Taip, þinoma, að rimtai þiûriu á
savo kûrybà.“ 
LBL: Kas, tavo manymu, sieja ðiuos projek-

tus, iðskyrus akivaizdø faktà, kad bendradar-
biauji su subkultûromis ar religinëmis ben-
druomenëmis? 
AR: Iðleidæs knygà Roll Over Museum
ketinau nebenaudoti dalyvavimo metodo. 
Ir meèiau video. Pastebëjau, kad man labiau
pradëjo patikti fotografijos. Tad savo Berlyno
studijoje nusukau monitoriø á sienà ir
valandø valandas þiûrëjau á savàsias miðko
fotografijas. Ið pradþiø ruoðdamasis Kraft der
Erde pradëjau tyrinëti peizaþo temà, bet tai
ir vël iðsirutuliojo á tà paèià metodologijà, tà
patá dalyvavimà, tà patá ásitraukimà á kità pe-
riferinæ grupæ. Taèiau Kraft der Erde maþiau
susijæs su dekonstrukcija nei ankstesnieji darbai. 
LBL: Spëju, kad dekonstrukciniu parodos
aspektu galëtø bûti pavadinta tai, kaip erdvë
ir tikëjimas papildo vienas kità: gali nebûti
tikintysis, bet galerijoje regëti tikëjimo
poveiká. Ðitaip galios linijø ar nepaaiðkinamø
ðviesos reiðkiniø reprezentacija kalba ne tik
apie paèius reiðkinius, bet ir apie jø poveiká
erdvei, kurioje tai (galbût) vyksta. 
AR: Taip, bet jei dvideðimt minuèiø þiûrësi Po
vëliava, ávyks tam tikras pokytis. Galiausiai
atrandi, kad tai neturi nieko bendro su pro-
paganda. Toks komplikuotas praneðimas 
galimas tik judanèio vaizdo dëka. 
Bet galbût man reikia ðiek tiek didesnio ats-
tumo. Juk kûriniai parodoje Kraft der Erde

yra liudininko pasakojimai, o að taip pat
pateikiu savo liudijimà. De Appel kuratorystæ
studijuojantis þmogus uþdavë man klausimà
apie Primityvø dangø: „Kodël tai vyksta
Lietuvoje?“ Atsakiau: „Ar geriau bûtø buvæ
Niujorke?“ Að esu liudininkas – pradedu nuo
man artimø dalykø, kad þinoèiau, kà daryti
su tuo, kas yra toli. Bet galiausiai tai nieko
neturi bendra su ðalies, vardo, galerijos ar
kokios nors interesø grupës atstovavimu/
reprezentacija. 
Ðtai dël ko Kraft der Erde parodoje ekspo-
nuojamas fotografijas vadinu „plug-ins/ási-
jungimais“. Jos – lyg mamos pasaka tavo
atmintyje, vaizdai, perkrauti naratyvais, kurie
leidþia tavo vaizduotei keliauti tolyn.
Intensyviai dirbæs, pagaliau per dvejus metus
sugebëjau sukurti aðtuonias ar deðimt
fotografijø. Kolekcija atrinkta ið daugybës
vaizdø. Buvo sudëtinga rasti tinkamà vietà,
ðviesà ir situacijà, tad turëjau vis gráþti norë-
damas iðgauti teisingà „matymà“. Nors
pradëjau nuo fotografijos, baigiau tapybos
strategijomis – ðtai kaip projekto þodyne
atsirado rusø nacionalinis-romantinis peiza-
þistas Ivanas Ðiðkinas.
LBL: Ar jis tapë ir Lietuvos peizaþus?
AR: Ne tai svarbu – kiekviena ðalis turi savà
Ðiðkinà. Galëèiau taip pat paminëti Casparà
Davidà Friedrichà. Taèiau modernizmo laikais

programoms?
MN: Per pastaruosius metus viskas buvo
daroma monopolio sutvirtinimui. Net minis-
terijos valdininkø pastangos nukreiptos
sutvirtinti rektoriø galias – sustiprinti autori-
tarizmà. Ar galite ásivaizduoti? Akademinëje
visuomenëje stiprinamas autoritarinis valdy-
mas – tai irgi ið tarybinës praeities.
Aukðtosios mokyklos valdymas juk paremtas
demokratinio parlamento modeliu. 
DT: Koks vaidmuo tuomet tenka katedroms,
kiek jos gali dalyvauti VDA strategijø kûrime?
MN: Jø nuomonë dabar yra tik patariamoji,
su kuria rektorius gali nesiskaityti. Man rûpi,
kad aplinka rimtiems estetiniams grynojo
meno tyrinëjimams tirpsta kaip ledo gabalas,
atitrûkæs nuo ledkalnio. Kaip þinia, grynøjø ir
taikomøjø menø interesai yra diametraliai
prieðingi, o struktûra yra galinga. Mes,
grynøjø menø atstovai, kuriems tokia sis-
tema atrodo absurdiðka, sudarome labai aki-
vaizdþià maþumà (kokiø 10%), ir á tà struk-
tûrà kaþkaip ásikomponuoti yra nepaprastai
sunku. Visà laikà tai reikalauja neþmoniðkai
daug pastangø. Laikui bëgant taip kovoti
pavargsti. Pagalvoji – kam to reikia, tegu jie
apsivoþia.
DT: O ar yra VDA diskutuojama ðiais klausi-
mais, ar bandoma ieðkoti kokio nors
sprendimo (sekant bent Vakarø Europos

akademijø pavyzdþiais)?
MN: Apie tai visiðkai nediskutuojama. Tokia
monopolistinë struktûra padarys viskà, kad
tik save apgintø, tai yra dësnis. Jà pataisyti
ámanoma tik ið iðorës. O turëtø bûti visiðkai
kitaip. Ðalyje turëtø bûti trys savarankiðkos
aukðtosios dailës mokyklos. Viena Vilniuje,
kita Kaune, treèia – pajûrio regione
(Klaipëdoje ir Telðiuose), kurios konkuruotø
idëjø pagrindu bandydamos privilioti sto-
janèius þmones. Natûraliai atsirastø
konkurencija ir kiekvienos mokyklos suin-
teresuotumas pateikti savo stipriàjà pusæ.
Tuoj pat viskas susitvarkytø visiðkai kitaip. 
DT: Bet ar Lietuvos mastu tai yra realu?
MN: Þinoma, nëra jokios garantijos, kad
visos trys iðgyventø. O þinot, kaip nesinori
rizikuoti? Kaunieèiai (VDA filialas Kaune)
buvo pabandæ atsiskirti, bet jø pasiryþimas
truko maþdaug dvi savaites – nuo pirmo iki
antro posëdþio. Papildomo finansavimo ið
ðalies biudþeto èia nereikëtø, nes VDA
tiesiog suskiltø á tris atskirus gabalus – finan-
sai taip pat, ir darykit jûs, kà norit. Bet tuoj
pat atsirastø konkurencija ir kiekviena insti-
tucija bûtø priversta galvoti, kaip save pozi-
cionuoti bei kokio lygio lavinimo programas
ji yra pajëgi pasiûlyti studentams. Ne tik
vietiniams, bet gal ir ið Azijos ar ið kaþkur
kitur. Bet mums nereikia jokiø azijatø, mes

tokie graþûs ir protingi, mus „vienija alus ir
pergalës“.
Niûrios prognozës. O mûsø „kolûkis“ yra
neátikëtino dydþio – mes net pilá turime
[Panemunës pilis Jurbarko rajone – D. T.
pastaba]. Mûsø „kolûkis“ – milijardieriø
uþmojo. O kas uþ tai moka? 
DT: Jûsø manymu, tai tiesiog korumpuotas
valdymas? VDA turi turto, kuris neaiðku kaip
eksploatuojamas, ir tam sugaiðtama daugiau
laiko nei realiø akademinio lavinimo strategi-
jø ir modeliø kûrimui?
MN: Turto atþvilgiu yra kuriami kai kurie
strateginiai planai. Bus vystomas kruizinis
turizmas: bus pagilinta Nemuno vaga iki
Jurbarko, ir kruiziniai laivai ið Klaipëdos
atplauks iki Jurbarko prieplaukos. Jurbarko
prieplaukoje jie visi iðlips ir linksminsis pilies
menëse, o po to iðplauks. Dar ten bus vys-
tomas konferencinis turizmas. Laivai konfe-
renciniam turizmui nëra patogûs – juose
labai supa, o pilyje konferencinis turizmas
gali ágauti naujà teisingà kvëpavimà.
Kvëpuoti pilyje yra visiðkai kas kita...

Dovilë Tumpytë dirba LDM Ðiuolaikinës
dailës informacijos centre. Ji buvo viena

ið ðiais metais surengtos jaunøjø
Lietuvos menininkø parodos

Saviobjektai kuratoriø. 

Vëlyvà rugsëjá Artûras Raila Frankfurto
kunstvereine atidarë personalinæ parodà
Kraft der Erde (Þemës galia). Kurdamas
naujà fotografijø serijà Raila tæsë ben-
dradarbiavimà su grupëmis, kurios
paprastai nereprezentuojamos meno
erdvëje. Ðiuo atveju tai – Lietuvos
pagonys. Svarbiausia Railos uþduotis
rengiantis parodai buvo kartu su pago-
nimis Vaclovu Mikailioniu ir Viliumi
Gibavièiumi Frankfurto centre iðmatuoti
þemës jëgø laukus. Dideliame miesto
þemëlapyje buvo parodyta, kaip jëgø

sistema kuria visiðkai naujà erdvæ mieste
ir uþ miesto, o Railos fotografijos,
kuriose uþfiksuotos pagoniø ben-
druomenës apeigos Lietuvos gamtoje,
buvo iðkabintos galerijoje pagal jëgø
pasiskirstymo linijas. 

Kaip ir Railai dirbant su automobiliø
entuziastais, deðiniaisiais radikalais ar
baikeriais, bendradarbiavimas su pago-
niø bendruomene parodoje Kraft der
Erde netampa aktyvistiniu galios
suteikimu, bet veikiau kuria antago-
nistiná santyká, apnuoginant baltojo

kubo konvencijas ir lûkesèiø horizontà.
Pristatydamas pagoniø bendruomenæ ir
tai, kaip jis pats suvokia jos tikëjimo
principø pritaikymà erdvinei parodos
struktûrai, Raila praðo suvokëjà ávertinti
neátikimà konceptualaus meno ir geoe-
nergijos paradigmø koegzistencijà. Raila
priverèia suvokëjà spræsti dilemà: jei tiki
geoenergijos veikiama planetø pusiau-
svyra, esi keistuolis, jei netiki, esi
cinikas. Bet ði dilema neveda á aklavietæ
– ji atsiveria tikëjimo transformacijai á
metodologijà, kuri aktyviai veikia kitø

Kraft der Erde/
Þemës galia

Svetur
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Greta to „vienbalsiai buvo pritarta“ universa-
liai permàstymo/perraðymo idëjai, suvokiant
jos reikðmæ istorijos raidai ir t.t., ir t.t., ir t.t.

Gráþtant prie pagrindinio konferencijos
dalyviø ir visos ðiuolaikinës dailëtyros istorio-
grafijos galvos skausmo – monocentrinio
dailës istorijos kanono – reikia pripaþinti, kad
elementaraus vienareikðmiðko atsakymo á ðá
klausimà nëra. Taigi, kokios pozicijos ir kokie
pasiûlymai buvo pristatyti konferencijoje.

Postkolonijiniai santykiai?
Reikia pastebëti, kad Maÿrios Oriðkovos
(Bratislavos dailës ir dizaino akademija)
praneðime nuskambëjusi mintis apie lokalu-
mo kategorijos renesansà tiesiogiai
atsispindëjo visuose praneðimuose. Pagal já
galima iðskirti dvi vyravusias dailës istorijos
paradigmas – imperialistinæ ir kolonijinæ.
Neatsitiktinai Oriðkovos paminëta geopoli-
tinës kraðto raidos svarba ðiandieninei dailës

pasaulio/-iø savivokai iðkëlë kità globalios sis-
temos aspektà. Nepaisant abipusiø tiek cen-
tro, tiek periferijos pastangø áveikti susida-
riusià monocentrinio dailës istorijos kanono
diktatûrà, sukurti policentriná dailës istorijos
þemëlapá, dekoncentruoti globalaus dailës
pasaulio galios sankaupas ir t.t., tam tikri
principai ir metodai, kuriais tai bandoma
atlikti, yra kvestionuotini (arba maþø maþiau-
siai átartini).

Bartomeu Marii, Barselonos Ðiuolaikinio
meno muziejaus (MACBA) kuratorius, pri-
statydamas ðio sàlyginai jauno muziejaus
strategijà, nurodë dvi pagrindines interesø
kryptis: maþai þinomo ispanø meno ir Pietø
Amerikos menininkø kûrybos reprezentavi-
mas. Christiane Berndes, Eindhovene
esanèio Van Abbemuseum kuratorë, pri-
statydama ðios institucijos darbà, paþymëjo,
kad muziejaus kolekcijà beveik iðimtinai
sudaro Vakarø Europos ir Ðiaurës Amerikos

menininkø
darbai, taèiau
muziejus pas-
taruoju metu
aktyviai domisi
Rytais ir Azija.
Atsitiktinai ar
neatsitiktinai
abi „centrui“
atstovaujanèios
institucijos –
MACBA ir Van
Abbemuseum
– „darbui su
periferija“
pasirinko
regionus, kurie
praeityje buvo
Ispanijos ir
Nyderlandø
kolonijos. Todël
ðiø Vakarø
institucijø
interesø
geografija,
implikuota
kolonijinës
istorijos, verèia
abejoti (o gal
èia tik parano-
ja?) deklaruoja-
mais decentra-
lizacijos,
dekoncen-
tracijos ir
stereotipø
griovimo
idealais. 

Rekomenduojamas metodas: átraukti
Anarchist cookbook á privalomà menininkø ir
dailëtyrininkø bakalauro studijø programà.

Regionalizmas?
Tam tikras veiklos strategijø analogijas gali-
ma áþvelgti tarp Belgrado Ðiuolaikinio meno
muziejaus ir Bergeno dailës muziejaus. Kaip
paþymëjo Dejanas Stretenoviãius, Belgrado
Ðiuolaikinio meno muziejus yra pats seniau-
sias Rytø ir Centrinës Europos regione. Ákur-
tas 1958 metais kaip modernaus meno
galerija, jis buvo orientuotas pristatyti
tuometinës Jugoslavijos meninæ erdvæ, kuri
turëjo atspindëti „didþiuosius naratyvus“,
skirtus paremti ideologijà konstruojant tau-
tiðkai vieningà valstybæ. 1991 metais suby-
rëjus tuometinei Jugoslavijos respublikai ir
valdþioje ásitvirtinus nacionalistams, muziejus
iðgyveno nuosmukio laikotarpá. Grieþtai ide-
ologizuota muziejaus strategija atvedë prie
to, kad muziejus apsiribojo tik vietiniø
menininkø reprezentacija ir tai tik tø, kurie
nebuvo „susipykæ“ su valstybës administraci-
ja. Situacija pasikeitë 2000 metais þlugus
Miloðevièiaus reþimui. Tuo metu Belgrado
Ðiuolaikinio meno muziejus turëjo dar kartà
apsispræsti dël savo strategijos. Koks turëtø
bûti muziejaus santykis su buvusios
Jugoslavijos respublikomis? Buvo sugráþta
prie pakoreguotos pirminës ðio muziejaus
„misijos“. Ðiandien muziejus dirba trimis
kryptimis: ðalies scenos reprezentacija,
regiono (Balkanai) meno scenos sampratos
reinterpretacija ir integracija á globalià sis-
temà.

Tam tikra prasme panaðiai dirba ir Bergeno
dailës muziejus. Etninë, geografinë ir istorinë
priklausomybë Skandinavijos ðaliø grupei
nulëmë ir ðio muziejaus strategijos kryptá –
kaip yra interpretuojama muziejaus kolekci-
ja. Per pastaruosius ketverius metus surengta
parodø serija (Concrete, 2002; Troðkimas ir
aistra, 2004; Utopija ir nostalgija, 2005)
bandë naujai interpretuoti Norvegijos dailæ
tiek platesniame Skandinavijos, tiek vakarie-
tiðkos sistemos kontekste. Stipri regioninë
orientacija Belgrado Ðiuolaikinio meno
muziejaus ir Bergeno dailës muziejaus atveju
gali bûti suvokiama kaip potenciali atsvara
globalios sistemos diktatûrai.
Rekomenduojama: ðaltoji sintezë. Nors tai
tik nepripaþintas fizikos teorijos modelis,
kuris hipotetiðkai spëja esant galimybæ kam-
bario temperatûroje sukelti branduolinæ
reakcijà, kurios metu jungiasi molekuliø
branduoliai ir iðsiskiria didelis energijos
kiekis. Jeigu tik Lietuvoje pavyktø eksperi-
mentu patvirtinti ðià teorijà, neabejotinai

Ivanas Ðiðkinas buvo tapatinamas su kièu.
Dabar kai kurie tapytojai gerbia já uþ tai, kaip
jis elgësi su juoda spalva – kiek þinau, jis
sugebëjo sukurti daugybæ juodos atspalviø.
Jis taip pat garsëjo tuo, kad pertvarkydavo
gamtà taip, kad ji gerai atrodytø drobëje.
Garsus lietuviø tapytojas Vygandas Paukðtë
sakë: jei medþio ðaka kompoziciðkai bûtø
netinkamoje vietoje, Ivanas Ðiðkinas jà nu-
pjautø ir ábestø á kità kamieno vietà, kad
paveiksle ji atrodytø harmoningiau. Tam tikra
prasme tai buvo ankstyva Photoshopo versi-
ja... Rekonstravimas ir postprodukcija, sten-
giantis padaryti taip, kad pasaulis atrodytø
tikras. Tas pats principas veikia ir energetiniø
linijø atþvilgiu: fotografijos iðkabinamos
pagal Viliaus ir Vaclovo kunstvereino erdvëje
nubrëþtus galios laukus ir taip visa tai tampa
vaizdo bei instaliacijos tikrove. 
LBL: Suprantu, kad Vilius ir Vaclovas papras-
tai braiþo galios linijas gyvenamosioms erd-
vëms. Èia tikriausiai buvo didþiausia jø
braiþymo patirtis? 
AR: Tai buvo mano intencija iðplësti geoe-
nergetinio tyrimo principà ir nubraiþyti
þemëlapá. 
Iki ðiol didþiausià þemëlapá nubraiþëme
Berlyne, kur dirbome atkarpoje nuo
Siegerssäule iki Unter den Linden. Jis vis dar
ant darbo stalo. Techniniais klausimais mums
labai padeda kompiuterininkas Dainius
Dapkevièius. Tikiuosi ðá brëþiná parodyti lap-
kritá Berlyne. Frankfurto þemëlapis kitoks,
nes tai buvo labai grieþtas ir tikslus procesas,
pagrástas daugybe þygiø á senamiestá, arche-

ologiná romënø miestelá Nida, esantá dabar-
tinio Frankfurto miesto teritorijoje, ir pilka-
pynà miesto parke. 
LBL: Kaip Vilius, Vaclovas ir kiti jauèiasi daly-
vaudami tokioje vieðoje manifestacijoje?
AR: Prasidëjus Roll Over Museum, automo-
biliø entuziastai ið pradþiø laikësi nuoðalyje,
bet vëliau, kai rengdamiesi parodai per-
sikëlëme su automobiliais á Berlynà, jie patys
pradëjo aiðkinti þmonëms, kà jie daro.
Atvyko Vokietijos televizija ir paklausë: 
„Kur menininkas?“, o Saulius Stepulis
atsakë: „Menininko nereikia. Mes patys tai
galime paaiðkinti!“ Taigi galëjau atsipûsti, o
jie iðvyko labai pamëgæ ðiuolaikiná menà. O
kai dël Vaclovo, tai jis geleþinës valios þmo-
gus. Vëliau visi, ásitraukæ á Kraft der Erde
projektà, padarë kà galëjo ir galiausiai gana
palankiai priëmë mano sukurtas fotografijas. 
LBL: Pagrindinë tema, regis, yra ne-kontrolë
arba sugebëjimas atsiverti kitybei, dalyvau-
janèiai sprendimø priëmimo procese.
AR: Videofilme Kaþko vis trûksta, kaþko vis
negana taip pat yra ðis momentas. Rinkau
medþiagà kino archyve ir kronikos fragmen-
tus montavau taip, kaip, mano manymu,
istorijà papasakotø mano senelis. Vëliau
pakvieèiau savo kaimynà, poetà ir mate-
matikà Geniø Strazdà – vienà ið 90 000
Lietuvos poetø, ir papraðiau paskaityti savo
eilëraðèius, nes maniau, jog tai, kad jis yra
vyresnës kartos, kaþkuo papildys istorijà.
Pasakiau jam: „Visa tai ið tavo laikø, ið pir-
mosios XX amþiaus pusës.“ Bet Genius
numojo ranka: „Niekai. Buvo tiek daug

pykèio ir neapykantos, bet viso to nëra 
ðiuose dokumentiniuose filmuose. Tiek to,
paskaitysiu savo eilëraðèius.“ Viskas iðauga ið
nieko arba istorija sukonstruota ið to, kas
niekada neegzistavo.
LBL: Arba istorijos auga kaþkur tarp, santy-
kiuose tarp þmoniø, tarp atminties ir
reprezentacijos. 
AR: Kaip ir su energetinëmis linijomis –
Vaclovas vaikðtinëjo su virgulëmis ir sakë:
„Ðtai jos, energetinës linijos!“ O að atsakiau:
„Na tai paþymëkime jas.“ Taip sukûrëme
þemëlapá ið linijø bei jø susikirtimo taðkø –
þaliø ir raudonø kvadratø. Kaip nematomas
sienas, naujas erdves, kurios iðauga ið nieko.
LBL: Mane þavi neþinomybës kaip kûrybinës
galios idëja – ta prasme, kad mane labiau
domina tai, ko neþinau, nei tai, kà jau þinau.
AR: Genius visà savo gyvenimà dirbo
gamykloje, bet kaþkokios jëgos já vertë raðyti
poezijà ir þaisti su skaièiais bei matema-
tinëmis formulëmis. Tai daryti jam nebuvo
jokios prieþasties nei pragmatinës bûtinybës.

Larsas Bangas Larsenas yra Frankfurte
gyvenantis nepriklausomas kuratorius ir

kritikas, ðiuo metu dësto kursà apie
globalinæ psichodelikà Konsthögskolan

Stokholme ir rengia disertacijà ðia tema.
Jis taip pat priklauso INTERVIU 

redkolegijai.

Tarptautinë konferencija
Muziejai ir dailës istorijø ávairovë
2006 spalio 21-22
LDM Nacionalinë dailës galerija ir 
Ðiuolaikinës dailës informacijos centras
Koordinatorë: Lolita Jablonskienë

- Ar nepigiau ðitas dëþes bûtø buvæ
pasigaminti vietoje, nei veþti ið Lenkijos? –
klausia manæs logistas.
- Neþinau, – ilgai negalvodamas atsakau ir
bandau paaiðkinti. – Tai video instaliacijos
konstrukcinë dalis. 
Ið naivaus mandagumo dar pridedu:

- Garsaus lietuviø kilmës menininko Jono
Meko, kuris atstovavo Lietuvà garsiojoje
Venecijos bienalëje.
- Aiðku, – taip pat naiviai mandagiai
pabaigia mûsø pokalbá logistas.
Ar ið tiesø taip aiðku? „Taip aiðku, kad
nesinori suprasti“ perfrazuoju Artûrà Barysà
savo mintyse ir padëkoju logistui uþ pagalbà.
Sunkiø ir gremëzdiðkø dëþiø tampymo kelia-
mas diskomfortas gerokai prislopino mano
korektiðkas mintis...

Kaip þinoma, Vilniuje po keliø metø deðinia-
jame Neries krante (buvo) ketinama atidaryti

Nacionalinæ dailës galerijà. Tuo tikslu yra vyk-
doma speciali moksliniø konferencijø progra-
ma, skirta muziejiniam dailës gyvenimo
aspektui. Dailës istorijos kanonas – kaip tam
tikras diskomfortas ðiuolaikiðkam muziejui –
tapo konferencijos Muziejai ir meno istorijø
ávairovë, 2006 spalio 20-21 d. suorganizuo-
tos LDM Nacionalinës dailës galerijos
padedant Ðiuolaikinës dailës informacijos
centrui, raktine praneðimø tema. Lakoniðkai
reziumuojant galima bûtø pasakyti, kad visa
konferencija buvo apie stereotipø lauþymà,
ideologines implikacijas, saviinterpretacijà ir
identiteto formavimà globaliame diskurse.

Keletas metodø, kaip „nulauþti“ mono-
centriná dailës istorijos kanonà
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munistinës dabarties reiðkiniø. Pastaroji kryp-
tis atskleidë gana tamsø dabarties paveikslà.
Anot vieno ið pagrindiniø praneðëjø Egidijaus
Aleksandravièiaus, polisemantinë Ezopo
kalba iðliko ir vis dar egzistuoja postsovieti-
nëse ir postkolonijinëse aplinkose. Tuo tarpu
Izabela Kowalczyk teigë, kad lenkø konser-
vatyviosios jëgos naikina progresyvias meno
vertybes primindamos tamsiuosius cenzûros
laikus. Italø mokslininkas Matteo Bertelè
kalbëjo apie atnaujinto paminklo sovietiniam
kariui „karjerà“ Berlyne, kuri tiesiogiai susi-
jusi su nauja Schröderio ir Putino draugyste.
Priespauda, politika ir vël galia. Ar kas nors
pasikeitë? Kartais man atrodo, kad teo-
retikams neturëtume leisti kalbëti apie
postkomunizmà. Tuðèias daiktas – iki ðiol
besitæsiantá ilgà praeities ðleifà nesunku vir-
tuoziðkai iðanalizuoti. Taèiau esë pobûdþio
tyrimai be empirinio pagrindo paprastai
bûna neadekvatûs. Kur yra skiriamoji riba
tarp tik tam tikrai sistemai bûdingø ir tarp
amþinø pastoviø reiðkiniø? Kur yra skiriamoji
riba tarp netiesioginës, polisemantinës
komunistinës kalbësenos ir ab ovo
abstrakèios simbolinës kalbos? Kur yra ski-
riamoji riba tarp agitatoriaus uþ laisvà menà
graþbylystës ir radikaliø politiniø jëgø
priesakø palaikymo? Kur yra skiriamoji riba
tarp demokratinës supergalios veikimo ir
agresyvios buvusios supergalios (svajojanèios
apie didþiàjà imperijà) kultûrinës diplomati-
jos? (Nota bene: Jei Amerika prieð porà
deðimtmeèiø bûtø palikusi Laisvës statulà
Kabule, ar jie bûtø dabar jà atnaujinæ, ar
ne?). Po praneðimø vykusios diskusijos metu
net Piotras Piotrowskis pastebëjo, kad mes
diskutuojame jau apie paèià demokratijà. 

Man atrodo, kad postkomunistinëms
studijoms trûksta nuoseklios ir nuosaikios
dabarties vizijos, kuri bûtø paremta nuola-
tiniais praeities tyrinëjimais. Pirmiausia mes
turëtume surasti tinkamas sàvokas kalbëti
apie komunizmà, norëdami pradëti kalbëti
apie postkomunizmà. Tai ne tas pats, kas
migloti pamirðtø atsiminimø prisiminimai.
Tai, kaip kaþkas prisimena septintàjá deðimt-
metá, yra labai svarbu, bet vien to nepakan-
ka. Leiskite paminëti gerai þinomà Vengrijos
atvejá: visai neseniai netikëtai buvo atskleis-
tos kelios legendiniø vengrø menininkø ðni-
pinëjimo bylos. Jei ne archyvo darbuotojai,
niekas iki ðiol neþinotø apie ðias bylas,
kadangi tie, kam tai turëtø rûpëti, kaþkaip
„pamirðo“ savo prisiminimus. Be ðiø grynø
faktø ir atminties pëdsakø praeitis bûtø
iðkraipyta, nudaþyta roþine spalva, net hero-
jiðka. Todël að labiausiai mëgstu tas studijas,
kurios mëgina analizuoti daugiasluoksnæ
praeitá – sine ira et studio. Ne vienà toká
tyrimà pavyko sutikti ir konferencijoje.
Pavyzdþiui, Giedrë Jankevièiûtë analizavo
socialistinio realizmo uþuomazgas 1940-
1941 metø lietuviø grafikoje. Vojtechas
Lahoda nagrinëjo, kaip Picasso tapo
nepageidautinu èekø komunistiniam reþimui
ir kaip vëliau komunizmas tapo nepatogiu
paèiam Picasso. Linara Dovydaitytë mëgino
septintajame deðimtmetyje suklestëjusià
lietuviø ekspresionistinæ tapybà átalpinti á ofi-
cialaus ir neoficialaus meno kategorijas.
Marta Filipova analizavo progresyvistiná èekø
komunistø mëginimà viduramþiais vykusius
husitø religinius sukilimus paversti klasiø
kovos pavyzdþiais. 

Tokios atvejø studijos yra labai svarbios

norint suvokti nesenà Rytø Europos praeitá,
nes jos iðryðkina istorinius faktus.
Komunizmas visur naudoja tà patá scenarijø.
Ne vien todël, kad tas scenarijus buvo
paraðytas Sovietø Sàjungoje, bet dar ir todël,
kad komunizmo ir Rytø Europos tikrovës
junginys skirtingose ðalyse primesdavo
panaðias procedûras bei reiðkinius. Kaip oku-
pantai perdavë valdþià dabartiniame
Genocido aukø muziejuje Vilniuje, taip ir
naciø kareiviai komunistams perdavë Teroro
rûmø raktà Budapeðte. (Kol galiausiai abu
pastatai tuo paèiu metu tapo istorijos muzie-
jais). Visai kaip ir Budapeðto prieigose
esanèiame Skulptûrø parke, komunistiniø
paminklø kapinyne, Lenino paminklus rasime
ir Grûto parke. Bendrieji ir specifiniai
nacionaliniai faktai gali iðaiðkëti tik atlikus ir
paskelbus tokias atvejø studijas, ir tik tuomet
paaiðkëja, kodël Lenino paminklas ir Vilniuje,
ir Rytø Berlyne buvo sukurtas to paties sovie-
tø oficiozinio menininko Nikolajaus Tomskio.
Ir kodël vieni paminklai nugriaunami, o kiti
atnaujinami. Atsakymus rasti nelengva. O
dël nostalgijos, tai ji nëra nei pavojinga, nei
jos turëtume baimintis. Grûto parkas yra
tiesiog couleur locale – að niekada neiðkeis-
èiau ten esanèio restorano Nostalgijos meniu
á puikaus restorano Pilies gatvëje meniu.

Gaÿboras Riederis 

Gaÿboras Riederis yra meno kritikas,
gyvenantis Budapeðte. Eötvös Lorand

universitete jis raðo disertacijà apie 
vengrø socialistinio realizmo tapybà, o

2006 metais du mënesius staþavosi
Vilniuje.

pasikeistø centro/periferijos pasaulio
þemëlapis. 

Trauma?
Pokyèiai politinëje sistemoje ir nepriklau-
somybës atkûrimas yra ta istorinë patirtis,
kuri leidþia Lietuvà ir Slovakijà sumesti á
vienà katilà. Tiek Maÿrios Oriðkovos, tiek
Lietuvos dailëtyrininkiø skaityti praneðimai ið
esmës kvestionuoja dailës paveldo/dailëtyros
ideologinius ir vertinimo aspektus. Pokyèiai
ideologiniø vertybiø sistemoje dar ir ðiandien
þenklina tiek Lietuvos, tiek Slovakijos dailëty-
ros diskursà. Totalitarinio/autoritarinio reþimo
aplinkoje susiformavusios dichotominës
meninës strategijos (oficialios ir neoficialios)
interpretavimas ir vertinimas yra vienas ið
aktualiausiø ir problemiðkiausiø Rytø ir
Centrinës Europos dailëtyros uþdaviniø. Kaip
paþymi dailës istorikë Giedrë Jankevièiûtë:
„Istorinë sàmonë Lietuvoje iðlieka labai
selektyvi... Jauèiamas atviro þvilgsnio á praeitá
trûkumas“. Prie viso to dar reikëtø pridëti
Oriðkovos iðsakytà mintá apie meno istorijà
kaip identiteto („kito“ atþvilgiu) konstravimo
instrumentà, kuris yra modifikuojamas pri-
klausomai nuo ásitvirtinusios politinës sistemos.

Atskiri dichotominio kûrybinio paveldo ir
jo vertinimo aspektai buvo kvestionuojami
revizuojant deðimtojo deðimtmeèio dailëtyros
sàvokas (seminonkonformizmas). Ádomià
sovietmeèio dailës paveldo interpretavimo
strategijà pasiûlë dailëtyrininkë Skaidra
Trilupaitytë. Jos nuomone, vertinant sovie-
tinio laikotarpio Lietuvos, o ir visø Pabaltijo

kraðtø dailës paveldà bûtina suvokti tuo
metu egzistavusá poliðkumà, kuris nëra
analogiðkas ðiandieniniam, kai centras yra
tapatinamas su Vakarø Europa. Priminusi,
kad „geleþinë uþdanga“ efektyviai cenzûra-
vo ir reorganizavo informacijos srautus,
dailëtyrininkë sovietinës sistemos kontroliuo-
jamà erdvæ susiejo su nauju centru –
Maskva. Bûtent per Maskvos, kaip centro,
prizmæ ir siûloma interpretuoti lietuviðkà
sovietinio laikotarpio paveldà.
Rekomenduojama: intensyvus reabilitacijos
kursas, paremtas Carlo Rogerso asmenybës
ugdymo metodologija.

„Nulauþimas“ yra kûrybiðkas?
Jekaterinà Diogot galima laikyti konferenci-
jos þvaigþde. Viena aktyviausiø Rusijos dailës
kuratoriø ir kritikiø neabejotinai uþsitikrino
stereotipø lauþymo meistrës titulà. Jos
praneðimo pagrindà sudarë koncepcija, kad
socialistinio realizmo dailës paveldà, atsiþvel-
gus á kontekstà, kuriame jis buvo sukurtas,
reikëtø traktuoti labiau kaip socialiná projek-
tà nei menà. Siekiant kuo paveikiau pristatyti
istoriná ðio socialinio projekto kontekstà
reikëtø socialistiná realizmà pateikti kom-
pleksinëje parodoje-instaliacijoje, kur bûtø
pristatomos visos vienaip ar kitaip á tà pro-
jektà átrauktos meno disciplinos – dailë, pra-
moninis dizainas, plakatas, kino dokumenti-
ka, fotografija, ávairi archyvinë medþiaga ir
t.t. Tiek ðviesiosios, tiek tamsiosios ðio
utopinio projekto pusës. Bûtent tiktai dràsios
ir netraumuotos pozicijos dëka galima vël ið

naujo paþvelgti á skausmingà sovietiná
palikimà. Juk kalbëjimas apie traumà yra
vienas ið sveikimo poþymiø.

Simonas Reesas, pasitelkdamas savo patirtá
ið Australijos ir Naujosios Zelandijos, ðioje
konferencijoje pasiûlë metodà, kaip áveikti
geografiná þinojimo galios disbalansà, kuris ið
esmës ir apsprendþia centro ir periferijos ka-
tegorijas. Optimaliausia iðeitis ið tokios
situacijos yra informacijos distribucijos orga-
nizavimas taip vadinamoje periferijoje. Tokios
veiklos paskirtis bûtø globalaus diskurso
informacijos akumuliavimas ir skleidimas
lokaliame lygmenyje. Leidybiniø projektø
organizavimas yra vienas ið tokiø metodø.
Rekomenduojama: konsultacija. Ostapas
Benderis þino 400 kombinacijø, kaip
„nulauþti“ monocentriná kanonà...

P. S. O amþinas klausimas, ar mes vëluo-
jame? Remdamasis nacionalistinio mentalite-
to paradigma, galiu vienareikðmiðkai atsakyti
– ne. Mes priklausome +2 laiko juostai, tad
esam pirmesni uþ „vakarietiðkà“ Grinvièà.

Giedrius Gulbinas

Giedrius Gulbinas dirba LDM
Nacionalinës dailës galerijos 

kuratoriumi, yra organizavæs tokius mul-
timedijø meno renginius kaip festivaliai

Garso zona ir Centras Kaune.

Tarptautinë konferencija
Menas ir politika: Rytø Europos atvejai
Menø institutas, Vytauto Didþiojo 
universitetas, Kaunas
2006 spalio 26-27
Koordinatorës: Linara Dovydaitytë ir
Jûratë Tutlytë

Rûðkanà spalio antradiená sena budinèioji
iðpraðë mane ið Vilniaus dailës galerijos ir
pasiûlë ateiti vëliau, lapkritá arba po pus-
meèio. Atrodo, susidûriau su paèiu romiau-
siu Pabaltijo muziejumi. Taigi sëdau á traukiná
ir nuvaþiavau á Kaunà, kur Vytauto Didþiojo
universitete vyko tarptautinë konferencija,
skirta, kaip teigë mano draugai vokieèiai,
meno ir politikos sàlyèio taðkams Rytø

Europoje aptarti. Apmaudu, taèiau muzie-
jaus padëtis Kaune buvo lygiai tokia pati.
Sena budinèioji Kauno paveikslø galerijoje
man patarë pamëginti vëliau, lapkritá ar, kaip
ji pridûrë, po pusmeèio. Nieko geriau ne-
radæs, uþëjau á Velniø muziejø paþiûrëti
Antano Þmuidzinavièiaus kolekcijos. Ir ðtai –
nëra reikalo kalbëti apie velnià! Tokia ta Rytø
Europos atvejo studija: meno trûkumas ir
patsai ðëtonas. Tai puiki (ir pamokanti) poli-
tinio meno metafora. Deja, kaip vëliau
patvirtino konferencijos praneðëjai, tikrovë
ðiek tiek sudëtingesnë uþ ðià pavirðutiniðkà
metaforà. Turëtume nepamirðti, kad Rytø
Europos meno sàvoka buvo sukurta
Vakaruose tuo metu, kai tvyrojo nervinga
ðaltojo karo atmosfera. Pasimetæ naujosios

kairës intelektualai mëgino „perkrauti“ aki-
vaizdþiai prastai veikianèià marksizmo pro-
graminæ árangà, sukurdami „Rytø Europos
meno“ sàvokà. Nors toli krentantis Lenino
ðeðëlis ir stalinizmas jau buvo tapæ neatsieja-
mi, kaip ir politika bei menas ðioje Þemës
rutulio dalyje. Ypaè todël kad ten, kur egzis-
tuoja tironija, ji slypi visame kame: „operoje,
trimito raudoje, / triukðmingoje didþiø sta-
tulø, / spalvø apgaulëje, / galerijose, / rë-
muose ir daþø sluoksnyje, / paèiame potëpy-
je“, kaip raðë vengrø poetas Gyula Illyés
1956 metø revoliucijos „himne“.

Konferencija vyko dviem kryptimis: viena
vertus, joje su istoriniu tikslumu buvo ana-
lizuojama tamsioji praeitis, kita vertus, buvo
mëginama atrasti naujø jaudinanèiø postko-

Reportaþas [2]          

Rytø Europos atvejo studija ir rezultatai
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Þinoma. (saviems) Savivaldybëje posëdis bus
kada?..
... Ketvirtà dienà, antradiená.
... Ir tuomet ir pasakysime aiðkiai, kà mes
norime pasiekti.
Labai ádomu. Jei tai akcija, suprantama,
bet kodël jus pasirinkote bûtent tokià
aprangà? Ar jûs þinote, kas ðiuo metu
vyksta pasaulyje? Jûs þinote apie tero-
rizmà?
Be abejo. Taèiau, jei jau uþsiminëte apie
aprangà, kaip jûs reaguojate á subkultûras
arba ávairiausius mergvakarius?.. Ar kiekvie-
nas gotas apieðkomas vos iðëjæs á miestà? 
Ne, gerai bent, kad gotai mëgsta
vaikðèiot prigludusiais rûbais...
Suprantu, kà jûs turite omenyje, bet tai,
kà jûs kà tik padarëte... aðtru. Juk tai
Ðachidës. Ar jûs þinote, kad Aro darbuo-
tojai turi visus ágaliojimus panaudoti
veiksmus prieð tokias asmenø grupes?
Bet kodël?
Jûsø neámanoma identifikuoti, nesimato
veidø, o kadangi visuomenei jûs keliate
nerimà, niekas –  jau vëliau – negalës
pasakyti, kad man nepasirodë, kad jûs
po savo rûbais turite bombas. Amerikoj
uþ tokius veiksmus jûs bûtumëte ið
karto sudoroti, veidu á sienas, ir iðvis...
Esu mokæsis uþsienyje, puikiai þinau,
kad tai yra visiðkai ámanoma, tokios yra
priemonës. Ar þinote, kas nutinka, jei
paprasta musulmonë moteris áþengia
taip apsirengusi á Londono metro?
Taèiau tai juk jos nacionaliniai rûbai! Tokia
reakcija [á jos pasirodymà] visiðkai nepagrásta,
bent jau ástatymais; tai parodo, kiek
visuomenes nuomonë kai kuriais atvejais yra
nutolusi nuo ástatymo. 
Taip. Tokiø veiksmø ástatymai neapi-
brëþia, bet jie yra vykdomi.
Ir puiku, kad apie tai kalbame, tai reiðkia,
kad pasirinkome tinkamas priemones. Nes,
manau, bet kokios pilietinës akcijos tikslas
yra atkreipti dëmesá á tam tikros visuomenës
nuomonës ir ástatymo atotrûká. Mes taip pat
to siekiame. 
(moteris) Taèiau jei ruoðiatës tai daryti
dar kartà, pasiimkite mane kartu,
tuomet bus ramu.
Ir aprengti jus baltai?.. O kaip jus rasti?
Paskambinkite 112. Jei praneðtumëte,
nekiltø daugelio dalykø – nes juk tai,
kas dabar vyksta, yra darbas, virðva-
landþiai ir pan.

Virginija Januðkevièiûtë: Miela Maaike,
Vilnius tave gali prisiminti kaip juodos
spalvos reikðmiø þodyno autoræ. Viena

áþanginiø eiluèiø tavo tinklapyje skamba taip:
„rûbø naudojimo ir jø nederamo naudojimo
instrukcijos.“ Toliau paraðyta: „Naudojamas
rûbas iðprovokuoja tam tikrà chaotiðkà kûry-
biðkumà, kuris kiekvienà rûbà paverèia kovos
drabuþiu ar iðlikimo priemone“. Ar kurtum
rûbus tokiai uþprogramuotai chaoso maði-
nai, kokia buvo Ðachidþiø akcija? 
Maaike Gottschal: Hm, bûtø ádomu
pabandyti sukurti rûbà ar kostiumà, kuris
savaime implikuotø chaosà. Gali bûti, kad jie
atrodytø ðiek tiek panaðiai. Tikriausiai kur-
èiau ne 10 vienodø, o unikalius rûbus (kodël
kiekvienas rûbas negalëtø bûti vis kitokio
juodos atspalvio, ið vis kitos medþiagos ir
skirtis detalëmis?). 
VJ: Ar esi girdëjusi apie tà juodà spalvà,
kurià tau minëjau pasakodama apie
„juodøjø naðliø“ aprangà? 
MG: Taip, jà vis daþniau galima pamatyti
gatvëje. Gana madinga. Kadangi juodoje
spalvoje yra ir visos kitos spalvos, ði naujoji
juoda yra visiðkai nepastovi dël jos ðvytëjimo.
Ji keièiasi taip pat greitai, kaip ir sunkaus
paciento emocijos. Jai reikia dëmesio ir ji
pasirengusi pakeisti savo atspalvá priklauso-
mai nuo publikos (ji slenka ir klaidþioja). Ji
atspindi kaip veidrodis. Ji gràþina þiûrinèia-
jam nejaukumà ir jo baimes, o jei ji uþkabina
mûsø bebaimiðkumà (slypintá tuose, kurie
þino apie nedidelá sabotaþà), sukelia dþiaugs-
mingà jaudulá ir ðypsenà. Ði juoda – nekantri,
trokðtanti kaitos ir pasiryþusi rizikuoti, net jei
taip kuriami þenklai, kuriuos itin lengva
interpretuoti klaidingai. Ðià juodà sunku
„perskaityti“ – ji dingsta (ar pasikeièia), kol
màstai apie jà. Kaip jautiesi jà dëvëdamas?
Tai nepaprastas jausmas, nes esi „pasislë-
pæs“, taèiau ir „gàsdinantis“, nes ji per-
davinëja þenklus, kuriuos vargu ar skleidi tu
pats; nebent nukreipi dëmesá. 
VJ: Akcija buvo siekiama atkreipti
visuomenës dëmesá, bet ið paèios procesijos
negalëjai suprasti, vardan ko visa tai daroma;
nors ið tikro, „uþ kadro“, tikslas buvo labai
aiðkiai apibrëþtas. Taigi tai buvo greièiau
abstraktus miesto audinio suardymas,
paskleidæs pavojaus nuojautà (pasirodo,
nemaþai þmoniø skambino ávairioms pagal-
bos ir saugumo tarnyboms), nepaisant to
arba, greièiau, dël to, kad atidþiau ásiþiûrëjæs
galëjai pastebëti, jog „naðliø“ rûbai panaðes-
ni á kukluksklano apdarus nei á kaþkà, kas
tiesiogiai sietøsi su ðiuolaikiniu terorizmu.
Grupës, dëvinèios kukluksklano apsiaustus,
pasirodymas Vilniuje kur kas aiðkiau asoci-
juojasi su bernvakariais, nei su realia grësme.
Nepaisant to, ði akcija ávyko labai panaðiu
metu, kaip ir keletas teroristiniø veiksmø

tarptautinëje ávykiø arenoje. 
MG: Meno nusikaltimas? Hm, ádomu! Bet
kas yra nusikaltimas, kai tikri nusikaltimai yra
nematomi, ar, greièiau, mirga visose
antraðtëse mûsø kasdieniniame gyvenime?
Jo neámanoma uþèiuopti, tik nugara per-
bëgæs ðiurpas perspëja, kad jis netoliese. 
Jis kaip insekticidas ant saldþiøjø apelsinø
þievelës. Jis yra, bet geriau jo nevartoti –
nusilupæ apelsinà nelaiþykite pirðtø.

VJ: Ðachidës buvo viena ið akcijø, susijusiø
su jûsø projektu, kuris prasidëjo siekiant
iðsaugoti Lietuvos kino teatrà 2005-aisiais
Populizmo parodos metu. Kas buvo pasiekta
ðia akcija? Ar jos poveiká vertinate politiðkai,
kaip visuomeniná veiksná, ar jis buvo svarbes-
nis vidinei Pro-testo laboratorijos grupës
dinamikai ir motyvacijai?
Nomeda ir Gediminas Urbonai: Visø
pirma gal vertëtø pasakyti, kad kolektyvinis,
bendruomeninis veiksmas arba tai, kas vadi-
nama „darymu kartu“, ákvepia kultûrinæ ir
politinæ vaizduotæ ir suteikia tam tikrà
orumo jausmà. Lygiai kaip koks nors atliktas
darbas, vadovaujantis „pasidaryk pats“ prin-
cipu. Todël net nëra taip svarbu kà nors
konkretaus pasiekti tokiais veiksmais, pvz.,
laimëti politiniø, kultûriniø ar socialiniø divi-
dendø. Kartu veikiama visø pirma dël ben-
dro lauko, dël vidinës psichës kûrimo. Jeigu
norite – dël konsolidacijos ar solidarumo
savybiø, nuvertintø suabsoliutintos privati-
zacijos laikais. 
Nors ðachidþiø veiksmai mieste ir sukëlë pro-
vokacijà, taèiau realiai kaþkokiø dideliø
debatø visuomenëje dël to nekilo. Netgi
ðachidþiø pasirodymas savivaldybëje, k/t
Lietuva sklypo detaliojo plano svarstyme –
mus paèius ðokiravo bylos eigà priþiûrinèiø
pareigûnø indiferencija. 
Ir vis dëlto drástume teigti, kad ðitas veiks-
mas buvo svarbus politiðkai. Mûsø
visuomenë, pasiþyminti menka tolerancija
ávairovei, kitoniðkumui, tam „kitam“ ar tos
kitokios kultûros kvapui ar skoniui, ið tikrøjø
apriboja savo ðansus transformuotis ir augti.
Taigi galima teigti, kad ðachidþiø miesto
þymëjimas kuria tos ávairovës diskursà. Kita
vertus, ðachidës yra atsakas (kontra-vizija)
Vilniaus mero (Zuoko) miesto vizijai „Vilnius
kaip Ðanchajus, Vilnius kaip Rio, Vilnius kaip
Bilbao“. Ðachidë ðalia sapnuojamo
Guggenheimo-Ermitaþo tampa juodàja dëþe,
kuri áraðinëja mero-piloto modernistinio pro-
jekto sapnus. Taèiau kaip jûs gerai þinote,
juodoji dëþë yra ir katastrofos liudininkë,
perspëjanti apie sistemos sutrikimus. Kitaip
sakant, ðachidë ðalia Guggenheimo discipli-

Ðià vasarà menininkø inicijuotos
protesto akcijos metu keletas figûrø,
apsirengusiø juodais, á tradicinius islamo
moterø apdarus burkas panaðiais rûbais,
dengianèiais veidus, kuriuose matosi tik
akys, praëjo pagrindinëmis Vilniaus
miesto gatvëmis. Jos aplankë didelá
prekybos centrà, praleido kiek laiko
ðalia fontano, árengto ðalia Respublikos
Seimo, ir t.t. Kultûriðkai itin vienalytës
Lietuvos gatvëse tokia apranga gali aso-
cijuotis su Islamo teroristø grupuotëmis,
tarp jø ir ðachidëmis arba „juodosiomis
naðlëmis”, kurios buvo aktyvios
Afganistano ir, vëliau, Èeèënijos ávykiø
kontekste. Islamo terorizmas ðiuo metu,
þinoma, yra pasaulinio masto problema.
Prabëgus valandai po to, kai ðios figûros
pasirodë prie Seimo fontano, kasdieniais
rûbais jau persirengæ akcijos dalyviai
buvo netikëtai uþklupti Saugumo dar-
buotojø. Bandymas „rekonstruoti“ akcijà
visø pirma remiasi bûtent ðio pokalbio
nuoraðu ið atminties. Taèiau kai kurios
ávykio detalës privertë uþduoti papil-
domø klausimø ir kitiems – akcijos ben-
draorganizatoriams menininkams
Nomedai ir Gediminui Urbonams, akcijo-
je dalyvavusiai menininkei Mirjam Wirz
[þr. jos meniná projektà INTERVIU nr. 2] ir
Amsterdame gyvenanèiai dizainerei ir
menininkei Maaike’ei Gottschal 
[ið www.thisisnotparis.com].

Sveiki, kuris jûsø yra ðios akcijos organi-
zatorius?
(tyla)
Kas yra ðios akcijos organizatorius?
Organizatoriai uþsienyje (juokiasi).
Jûs esate dalyviai? (vyriðkiui) Kas jûs,
praðome prisistatyti.
(Meluoja) Að esu Vilniaus miesto savivaldy-
bës antrasis sekretorius.
Praðau jûsø dokumentus. Mes esame ið
nacionalinio saugumo departamento.
Kas tai per akcija?
Pasivaikðèiojimas. 
Dël ko ði akcija organizuota? Koks yra
ðios akcijos tikslas?
Tai jûs suþinosite vëliau, bet aèiû, kad
rûpinatës. 
Apie akcijas turi bûti praneðama.
Akcijoje turi dalyvauti ne maþiau nei 8 þmo-
nës, tik tuomet jà reikia registruoti, mes
domëjomës. O mes septyni. Kodël jûs klausiate?
Mes atstovaujame visuomenës reakcijà. 
Visuomenë kaþkaip sureagavo? 
Taip, dar ir kaip. Jûsø pasirodymas kelia
panikà, mes norime iðsiaiðkinti, kokia jos
prieþastis.
Taèiau mes nedarëme jokiø agresyviø
veiksmø. Mes tiesiog tylëjome, nebuvo nei
judesiø, nei dar kaþko.
Kartais ir tyla gali bûti labai agresyvi.
Nuo jûsø sklido agresija, að maèiau,
nepaisant to, kà jûs sakote. Juk jûs
buvote visiðkai pasislëpæ uþ to, kà

dëvëjote. Pripaþinkite, tai nebuvo tik
pasivaikðèiojimas, juk ne be reikalo
nuëjote prie Seimo.
Ne, ne be reikalo, bet mes nedemonstra-
vome jokios agresijos – prie Seimo net spe-
cialiai iðsibarstëme, nesilaikëme vienoje
grupëje. Apsauginiai turëjo prieiti prie
kiekvieno atskirai, mes á jø klausimus niekaip
nereagavom ir jie á mus galiausiai irgi niekaip
nereagavo.
Na taip, tai gerai, taèiau supraskite, kas
jûsø pasirinktas apdaras ir vieta reiðkia,
kad jûs turite ketinimø.
Taip, tai pilietinë akcija.
Taèiau jûs slepiate jos tikslà?
Taip, kol kas slepiame, tai buvo pirmasis
bandymas sukelti visuomenës reakcijà ir
dabar jau þinome, kad mums pavyko.
Tai, kad mes èia, dar nereiðkia, kad jums
pavyko patraukti visuomenës dëmesá. O
jei pavyko, tai turbût visai ne toká, kokio
tikëjotës. 
Nesakykite taip; kitokios akcijos buvo vykdo-
mos iðtisus metus, ir tai nieko nepakeitë, á
jas nebuvo atsiþvelgta, tuo tarpu mums
uþtenka ateiti prie Seimo apsirengus juodai
ir ðtai – jûs èia.
Beje, nuo kur jus mus sekëte?
(ðypsosi) Mes jûsø nesekëme. 
Bet kokiu atveju, tai reiðkia, kad rytoj jau
galësime ateiti su transparantais aiðkiai saky-
dami, ko norime. 
Reiðkia, tikslas yra?

Meno nusikaltimo rekonstrukcija
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Choras: Julija Fomina

Veikëjai:
Stasys Banifacius Ieva, 34 metø vaikinas,
save vadinantis kietu jaunuoliu. Nuolatos
kaþkà kuria ir meistrauja, kolekcionuoja ir
parduoda sendaikèius ir retø modeliø dvi-

raèius. Kaip ðiuolaikinis menininkas debiuta-
vo 2005 metais parodoje Entuziastai (ÐMC).
Ðiais metais já iðpopuliarino ir þiniasklaida:
Sostinës dienø metu Stasys Banifacius galeri-
jos ARTima inicijuotame projekte Darbo
sauga ‘06 Gedimino prospekte demonstravo
Auðros Vartø Madonos apkaustø kopijà ir
kvietë þiûrovus fotografuotis ákiðus galvà á
Ðvè. Mergelës Marijos atvaizdà. Pasipiktinusi
katalikiðkoji miesto bendruomenë privertë

menininkà paðalinti kûriná ið ekspozicijos.
Evaldas Jansas, 37 metø Lietuvoje
gyvenantis ir aktyviai kuriantis menininkas,
priskiriamas viduriniajai Lietuvos menininkø
kartai. Vilniaus dailës akademijos Tapybos
katedros absolventas, kadaise savo kûrybinæ
strategijà ávardinæs „romantiðkojo egzisten-
cializmo“ terminu. Neseniai surengë video
darbø retrospektyvà Skalvijos kino centre.
Tarp paskutiniøjø projektø – performansas
Demokratijos prezumpcija – ëriuko aukoji-
mas Ðiuolaikinio meno centre vykusio tarp-
tautinio performansø festivalio Dimensija 1
metu, kuris neávyko ásikiðus Valstybinës mais-
to ir veterinarijos tarnybos ir policijos
pareigûnams. 
Julija Fomina, 24 metø menotyrininkë,
neseniai baigusi Vilniaus dailës akademijos
UNESCO kultûros vadybos ir kultûros poli-
tikos katedrà ir apsigynusi diplominá darbà
apie Lietuvos ðiuolaikinës dailës kuratoriø
identitetà. Dirba Ðiuolaikinio meno centre,
mëgsta uþdavinëti klausimus ir rengia
pokalbiø su Lietuvos kuratoriais knygà. Turi
vyresniàjà seserá – raðytojà. Kaip dramaturgë
debiutavo 2001 metais vykusiame litera-
tûriniame Prano Lemberto konkurse. 

Veiksmas vyksta virtuvëje. Prie apvalaus stalo
ratu sëdi visi pjesës veikëjai. Stasys
Banifacius susirinkusius vaiðina Coca-Cola,
Evaldas truputëlá nervinasi, taèiau prisidegæs
cigaretæ, nurimsta. Julija Fomina pirmoji ási-
jungia diktofonà.

1 paveikslas. Apie gyvenimà, menà,
tabu ir jø lauþymà.

Julija Fomina: Ðiànakt karðèiavau ir susap-
navau mûsø pokalbá. Kai pabudau, nieko
negalëjau atsiminti, liko tik jausmas, kad
viskas praëjo labai sklandþiai. Prisimenu tik
pora raktaþodþiø – tabu ir t.A.T.u., gal apie
tai iðeis pasikalbëti. Uþsikelia kojà ant kojos

nuoja modernistiná projektà. O gal ðachidë
yra Zuoko nerealizuota svajonë? 
VJ: Ðis veiksmas, skirtingai nei tikriausiai
daugelis kitø, vykusiø ir tebevykstanèiø ðio
protesto rëmuose, buvo inicijuotas profe-
sionaliø menininkø, taèiau ar jûs vertinate já
kaip meno kûriná? 
NUGU: Ðachidþiø þymëjimo veiksmai buvo
sugalvoti Beribybës (bezpridelo) laboratorijos
metu. Ði idëja gimë kaip atsakas á pasiûlymà
sukurti erotiná-revoliuciná spektaklá. Ðachidþiø
akcijos autorës yra dvi jaunos menininkës –
dizainerë Sandra Straukaitë ir scenografë
Renata Valèik. Idëja atsirado diskutuojant.
Ádomu, kad ið daugelio idëjø bûtent
ðachidþiø þymëjimo veiksmai buvo ágyven-
dinti. Vadinasi, jie labiausiai atitiko grupës
psichæ ir ekonominius akcijos parametrus.
Akcija buvo ágyvendinta miesto tarybai
svarstant Vilniaus detaløjá planà. Taèiau vë-
liau, kai buvo rengiamas protestas per
UNESCO sesijà Vilniuje, paaiðkëjo, kad akcija
visiðkai neatitinka rimtai nusiteikusiø tos
paèios Pro-testo laboratorijos dalyviø
reikalavimø – tuomet ðachidës buvo repre-
suotos. Tie, kurie laikë save radikaliausiais
aktyvistais, uþdraudë joms net pasirodyti.
Buvo liepta nusirengti arba nusiimti galvos
apdangalus ir laikyti taikius plakatus: „Mes
uþ taikà ir bendradarbiavimà“, „Uþ taikos
palaikymo pajëgas“! 
Todël galima sakyti, kad ðachidës padarë
didesná politiná poveiká ne korporacijoms ir
sistemai, prieð kurias jos kovojo, bet
bûtent… paèiai bendruomenei. Bet vëlgi,
kas yra sistema? Argi þaliøjø protestas
UNESCO atveju nëra átrauktas á darbotvarkæ
kaip bûtinas spektaklis, patvirtinantis

demokratijos vizijà? Ar þalieji nëra sistema?
Ar jie nëra taip pat ideologizuoti kaip ir tai,
kà jie patys vadina „sistema“, prieð kurià
kovoja? Paaiðkëjo, kad ir tie patys plakatai,
tokie kaip „UNESCO – POMOGI!“ ir kiti,
atsiradæ panaðiu metu kaip ir ðachidës, buvo
taip pat represuoti neseniai vykusioje pamin-
klosaugos aktyvistø ir meno istorikø akcijoje
uþ Ðliosbergo namo iðsaugojimà. Vadinasi,
ðitos akcijos netoleruoja tikros demokratijos,
kurioje ámanoma konfrontacija ir prieðiðku-
mas. Jos tiesiog atlieka demokratijà pagal
legitimuotos korporatyvinës vaizduotës sce-
narijø. Jos yra labai rimtos ir ortodoksinës, 
o jø santykis su performatyvumu visiðkai
neiðspræstas. Galima sakyti, jis... tiesmukas ir
literatûriðkas.
Ar vertinam ðachidþiø akcijà kaip meno
kûriná? Verèiau sakytume, kad tai praktika,
susijusi su tapsmo idëja, ákûnijimo ir perfor-
matyvumo konceptais, þymëjimu ir psicho-
geografija. Juodøjø naðliø ðachidþiø akcija
iðvystyta paraðius scenarijø save organizuo-
janèiai struktûrai, kuri galëtø tirti politinës ar
estetinës praktikos ekonomikà. Mums, kaip
menininkams, ádomu tirti tokias bendradar-
biavimo, testavimo ir laboratorijos struk-
tûras, kurios prieðtarautø tradiciniams
naratyvams bei menininkø vaidmenims ar
juos kvestionuotø. Ði pasyvaus dalyvavimo ir
aktyvaus prieðtaravimo prieðprieðà atskleidusi
idëja buvo iðvystyta Bezpridelo laboratorijos
metu kartu su kuratore Cristina Ricupero
kaip Gwangju bienalës, finansavusios
juodøjø naðliø rûbø pasiuvimà, dalis.
Ðachidþiø akcija turi poveiká mikro lygmeny-
je, paèiai bendruomenei, dekonstruojant ir
aiðkinantis paèiø organizatoriø politinius

veiksmus, jø ekonomikà, produktyvumà.
Kitaip sakant, platesniame ne tik politinia-
me, bet ir meniniame lygmenyje akcija
neturi matomumo. Jos neámanoma iðplëðti ið
konteksto ir vertinti atskirai, neatsiþvelgiant á
santykius, kuriuos ji sukûrë tarp dalyviø ir tø
„agentûrø“, kurioms ji buvo adresuota.

Mirjam Wirz
Vizualiai performansas buvo puikus, dël to
abejoniø nekyla. Sandra puikiai padirbëjo. Ir,
þinoma, jis turëjo efektà. Man jis patiko, kai
buvau viena ið moterø, þengianèiø miesto
gatvëmis; tai buvo ypatinga patirtis. Taèiau
man sunku apie já kalbëti platesniame kon-
tekste ar paþvelgti ið ðono. Jis turi keistà
prieskoná. Galbût, þvelgiant bendrai, perfor-
mansas nebuvo produktyvus. Lietuvoje
þmones ðokiruoti itin lengva, nes ði
visuomenë labai konformistinë. Tad keletas
pilieèiø skambino policijai, ir tai yra baisu,
taèiau nenuostabu. Taèiau – taikyti globa-
lines temas provincialiame vietiniame kon-
tekste? Galbût. 
Ðachidþiø performanso netapatinèiau su
savo paèios menine praktika. Kaip
menininkë að kuriu argumentus ðiuo metu
vykstanèioms ar bûsimoms diskusijoms poli-
tiniame, socialiniame ir kultûriniame lyg-
menyje. Tai poþiûrio (einstellung) á tai, kas
vyksta, dalykas. Ir daþniausiai tai, kas siûlo-
ma (tarkime, kà siûlo oficialûs pareigûnai ar
„bendroji nuomonë“), nëra tai, ko að noriu.
Pavyzdþiui, noriu Vilniuje kurti laikinas laisvas
erdves laikiniems susibûrimams. Tai Flash Bar
projekto tikslas. Ði idëja neatitinka to, kas,
oficialia nuomone, reikalinga gyventojams,
kà Vilnius kaip bendrovë turëtø leisti ir t.t.
Todël tiesiog darau tai, nelauþydama ástaty-
mo, tik palenkdama já truputëlá á savo pusæ.
Ðeðëlinës veiklos yra produktyvios, jos turi
bûti vykdomos greitai ir tiesiogiai reaguojant
á tai, kas vyksta. Manau, mano meninë prak-
tika turëtø padëti iðlaikyti dalykus lanksèius,
kad jie nesustabarëtø, kaip paprastai atsitinka.

Virginija Januðkevièiûtë yra viena ið 
ÐMC TV kûrëjø, ðiuo metu rengianti

jaunø menininkø parodø ciklà 
2007-iesiems, susijusá su ðiuolaikinëmis

autorystës koncepcijomis ir reþimais.

Red. pastaba: redakcijos nuomonë nebûtinai
sutampa su tekstø autoriø nuomone. Redakcija
netapatina musulmoniø moterø dëvimos
islamiðkos burkos su „uniforma“ ar kitomis
europietiðkomis ðio rûbo interpretacijomis ir gerbia
teisæ dëvëti ðá tradiciná Afganistano, Pakistano,
Indijos kultûrose sutinkamà kostiumà.

Tabu, t.A.T.u. ir vieðieji ryðiai
arba Evaldas Jansas ir 
Stasys Banifacius Ieva     
apie kovà su savimi
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manyti, kad esame über alles, bet tenka
kapituliuoti, kai susiduri su paprastu þmogu-
mi. Að su tuo susidûriau jau filmuodamas
savo video darbà Velykos, kurá taip pat turë-
jau iðimti ið parodos uþprotestavus jame
nufilmuotiems þmonëms. Mano ir kritikø
nuomone tai yra geras kûrinys, bet uþ jo
slypi paprasti þmonës, kuriuos palieèia visai
skirtingi dalykai. Pakelia balsà. O ëriuko
þudyme nebuvo jokiø tabu lauþymo! Juk visi
mes visàlaik ant stalo turime mësos, koks gi
èia tabu, atsipraðau! Suskamba Evaldo tele-
fonas ir jis iðeina ið virtuvës.
JF: O kà tu manai apie tabu, Stasy? Juk
religinis atvaizdas, kurá atkûrei, yra ðventos
adoracijos objektas.
SBI: Na, formaliai taip, bet að jau seniai iðau-
gau ið tokiø primityviø tabu. Jeigu ir turiu
kokiø nors tabu, tai pradedu gilintis á save ir
suprantu, kad tabu yra neatsakymas á
klausimà paèiam sau. Tai yra uþdarytos
durys, o tu bijai net prie tø durø rankenos
prisiliesti. Reikia mëginti judinti rankenà,
mëginti atidaryti tas duris, o ne sakyti: 
„Ten – tabu, ten negalima“. Að esu uþ tai,
kad bûtø judëjimas á prieká, jeigu yra tabu,
tai já reikia paðalinti, iðoperuoti.
EJ: Gráþta á virtuvæ ir ásijungia á pokalbá. Bet
tam tikri tabu vis tiek egzistuoja. Ásivaizduok,
kad uþ tos rankenos, kurià tu klibini, yra
tavo motinos miegamasis…
SBI: Na ir kas? Nematau tame nieko bloga.
Jeigu tau tai yra tabu, tai gerai, o man – ne.
Jeigu kai kuriems þmonëms to reikia –
praðau, tegul taip ir daro.
EJ: Esi labai liberalus þmogus, sveikinu.
SBI: Aèiû. 
JF: O tu liberalus, Evaldai? Ar tau egzistuoja
tabu?
EJ: Tai þinoma, kad kai kurie egzistuoja. Að
kaip tik ir mëginu ið jø vaduotis, ir tai
atsispindi mano darbuose. Kurdamas savo
kûriniø praneðimus, lauþau savyje kaþkokius
tabu. Pavyzdþiui, kad ir tas performansas
Prasmingumo antologija, kuriame að prisiriðu
uþ kojos ir mëginu pabëgti, iðtrûkti, kritinëju
– tai irgi savotiðkas tabu lauþymas. Arba per-
formansas Savo sultyse, kurio metu persipil-
inëjau sau kraujà su ðvirkðtu. Visa tai padeda
perþengti tam tikrus dalykus savyje, tik
visuomenë paskui á tave þiûri atitinkamai,
kaip á tabu lauþytojà, toká chuliganà, ir
socializuotis paskui sunkiau.

2 paveikslas. t.A.T.u., ðiuolaikinis menas
ir vieðieji ryðiai.

JF: Antrasis mano susapnuotas ðio pokalbio
raktaþodis buvo t.A.T.u.

SBI (entuziastingai): O, t.A.T.u. yra pats ge-
riausias blogio pavyzdys! Tai labai pigus pro-
duktas, labai blogas, jis man primena prasto
alaus „bambalá“ uþ 2,5 lito. Ta prasme, jeigu
yra þmogus, kuris rimtu veidu klausosi
t.A.T.u., tai jau yra problema, supranti? 
EJ: Að ásivaizduoju, kad t.A.T.u. yra kaþkas
labai pigaus ir labai sëkmingo vieðøjø ryðiø
prasme. Menininkas irgi naudojasi vieðaisiais
ryðiais siøsdamas savo praneðimus
visuomenei. Tik kur kas vertingesnius
praneðimus nei t.A.T.u.
JF: Paskutiniu metu kalbant apie meninius
reiðkinius Lietuvoje, labai plaèiai vartojama
vieðøjø ryðiø sàvoka. Jûsø abiejø paskutiniai
projektai, susilaukæ itin didelio ne specia-
lizuotos, bet populiariosios þiniasklaidos
dëmesio, dalies visuomenës buvo ávertinti
tiesiog kaip „nemokamas pijaras“. O kà
jums patiems reiðkia vieðøjø ryðiø sàvoka?
EJ: Tai yra þmoniø ar þurnalistø reikalas,
jeigu jie taip galvoja. Truputëlá susierzina.
Tu man geriau pasakyk, kur Lietuvoje tà
„pijarà“ pasidaryti galima? Televizijos
þvaigþde tapti? Nieko panaðaus! Þiniasklaida
nesidomi gerais menininkais, domisi tik
chuliganais ar paèios þiniasklaidos sukur-
tomis „þvaigþdëmis“. Verslininkai pradeda
kreipti dëmesá á tà, kuris sukelia daug triukð-
mo. Að tà savo kailiu pajutau po savo per-
formanso su ëriuku: laikraðtis Respublika
pasiûlë man ádëti nemokamai skelbimà apie
mano darbø retrospektyvà Skalvijoje. Bet dël
to, kad að tapau skandalingu. Todël gal ir
gerai uþsiimti savireklama. Nemanau, kad
populiarioji þiniasklaida jauèia skirtumà tarp
blogo ir gero meno, bet jie galvoja, kad
triukðmingas pareiðkimas savaime yra rimtas. 
SBI: O að manau, kad ðiuolaikinëje
visuomenëje tiesiog egzistuoja skirtingi pava-
dinimai labai panaðiems dalykams apibûdin-
ti. Tai jeigu ðiuo metu tai vadinasi vieðaisiais
ryðiais, tebûnie. Að tiesiog galvoju, kad svar-
biausia – bûti matomam. Kûryba yra vienin-
telis kelias þmogui ðiuolaikinëje visuomenëje,
nes visa kita yra primityvus vartojimas. 
O kûryba iðlaisvina nuo ðito visaapimanèio
primityvizmo, to paprasto pasaulio. 
EJ (nustebæs): Tai prie ko èia vieðieji ryðiai?
SBI (nekantriai): Tai prie to paties. Jie yra
visur, jø dëka tu tampi iðskirtiniu. Ir jø galima
pasiekti minimaliom sànaudom ir truputëlio
fantazijos dëka… 
EJ: Tai menininkas tuomet irgi ið dalies nau-
dojasi ta paèia t.A.T.u. schema.
SBI: Ne, að nesinaudoju, t.A.T.u. yra tiesiog
pinigø maðina, jie gamina pinigus, supranti? 
EJ: Að manau, kad menininkai naudojasi
t.A.T.u. vieðøjø ryðiø logika: juk tam, kad

tave iðgirstø, reikia kalbëti per garsiakalbá, o
ne uþsidarius ðaldytuve. Mûsø kitaip irgi
niekas neiðgirs, reikia eiti á visuomenæ.

3 paveikslas. Susivienijimas.

EJ: Mes abu esame labai ambicingi. Mes
kaip tos vëtrungës virð stogø, á skirtingas
puses sukamës, bet vienas kitam netruk-
dom. Gal kada nors padarysim koká bendrà
projektà, suvienysim jëgas. 
SBI: Taip, sutinku. Jei neuþtenka jëgø vie-
nam, tai galim susivienyti, kad bûtume dar
stipresni. Kaip verslo korporacijos: jungiasi
tam, kad iðliktø. 
EJ: Man atrodo, kad susivienijæ mes galë-
tume labiau pasiprieðinti instituciniam dikta-
tui, að vien dël to galiu bendradarbiauti.
Pakiliu balsu. Apsikabinkim!
SBI: Gerai, apsikabinkim.

Evaldas Jansas atsistoja, apeina stalà, prieina
prie Stasio Banifaciaus Ievos ir já stipriai 
apkabina.

Uþdanga.

ir gurkðteli Coca-Colos. Beje, ar Jûs paþástami?
Evaldas Jansas: Pirmà kartà pamaèiau Stasá
Raimundo Malaðausko gimtadienio
iðvakarëse, o ðiaip bendrauti mums neteko.
Esu skaitæs apie jo Mergelæ Marijà laikraðtyje.
Stasys Banifacius Ieva: Að tai neskaièiau
apie tà Evaldo skandalà. Að apskritai maþai
skaitau. Bet manau, kad kiekvienas turi savo
pozicijà ir gali jà vieðai deklaruoti. Ne mano
reikalas yra teisti. Nelabai mëgstu gilintis á
kitø darbus, galbût tai yra mano klaida. 
Að labiau mëgstu bendrauti su þmonëmis. 
EJ: O kur tu mokeisi? Ið kur tu apskritai
atsiradai ðioje terpëje?
SBI: Að? Að niekur nesimokiau. Ir visada
gyvenau Vilniuje, tik turëjau truputëlá kitokià
pasaulëþiûrà. Labiau tikëjau kitais, o ne savi-
mi. Bet dabar supratau, kad kiti þmonës
nesugeba daugelio dalykø, kuriuos sugebu
að, todël pradëjau labiau klausyti savæs. 
O kai uþduodi sau klausimus, savæs ieðkai,
ieðkai ir su kuo bendrauti, ir tada atsirandi
tam tikroje terpëje. O ðiaip kà að apie save
galiu pasakyti? Esu kietas bièas, atrodo, dar
në karto „neapsikiaulinau“...
JF: O kaip vertini tai, kas atsitiko Gedimino
prospekte?
SBI: Patyriau dþiaugsmà. Nes kai tave iðvaro,

suvoki, kad esi kitoks, ne toks, kaip visi. Juk
jeigu niekas nekreiptø dëmesio, vadinasi, esi
niekam neádomi vidutinybë. O dabar atsitiko
tai, ko að ir laukiau. Tai nebuvo provokacija,
bet turëjau planà, kuris suveikë. 
JF: Tai tikëjaisi tokios reakcijos? 
SBI: Aiðku, juk nesu naivus. Gyvename tam
tikroje erdvëje ir jà nagrinëdami suþinome,
ko ið jos galima tikëtis. Todël natûralu, kad
galima suplanuoti tokius dalykus. Pavyzdþiui,
suplanuoti, kaip pasinaudoti þmoniø kvailumu.
JF: Sieki dëmesio? 
SBI (truputëlá pakelia balsà): Ne, ne! Man
tiesiog patinka daryti tai, kà darau. Supranti,
visas menas yra ant ribos: arba tu esi
nematomas, arba matomas. Jei nesugebi
paliesti kaþkokiø þmoniø jausmø, tampi ta
paèia buka televizija. Kaip tu sugebësi
iðsiskirti ið kitø, bûdamas vienas ir turëdamas
maþà biudþetà? Tu bûsi toks pat kaip ir visi
kiti: sunkiai dirbsi, gráði namo, pavalgysi,
þiûrësi televizoriø ir eisi miegot… O að taip
nenoriu, nenoriu bûti primityvus. Gurkðteli
Coca-Colos ir nutyla.
EJ: Tai èia kaip toje Maslow piramidëje:
þemiausioje pakopoje yra fiziologiniai, o
aukðèiausioje – savirealizacijos poreikiai. Kuo
stabiliau jautiesi, tuo daugiau galimybiø turi.

Pavyzdþiui, Holivudo menininkai. Að tai daþ-
nai galvoju: ar esu tas holivudinis tipaþas,
kuris turi pakankamai galimybiø reikðtis, ar
esu piramidës apaèioje, bandau ið jos iðtrûk-
ti, naudoju savo energijà tam ir klykiu.
Garsiai suklykia tuðèioje virtuvëje. O ðiaip
gerai bûtø, jei kiekvienas þmogus savæs pa-
klaustø, kokioje jis piramidës pakopoje yra ir
ko jis siekia. Að to daþnai savæs klausiu,
todël mano meniniai pareiðkimai tokie 
egzistencialistiniai.
JF: Egzistencialistiðkai romantiðki? 
EJ (jausmingai): Na, bet èia juk senas termi-
nas! Man atrodo, tà þodá „romantiðkas“
reikëtø pakeisti. Gal labiau transgresyvus,
kaip apie mane sako filosofas Rytis Juodeika.
JF: Na gerai, pasikalbëkim apie kitkà. Dar
kartà prisiminiau savo sapnà, pirmasis mûsø
pokalbio raktaþodis buvo „tabu“. Ar ma-
note, kad sulauþëte tam tikrus Lietuvoje
egzistuojanèius tabu? Juk jûsø kûrinius
iðcenzûravo. 
EJ (labai garsiai): Að nesutinku! Að jokiø
tabu nelauþiau. Tiesiog neþinojau tvarkos,
neþinojau, kad reikia turëti leidimà norint
papjauti ëriukà. Matai, èia paradoksali
situacija susiklostë: gyvendami demokratinë-
je valstybëje, mes, menininkai, pradedame
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kurias manote esant blogiausiomis.
AA: Ðtai gëdingos mano eilës, Kristupai:
Birþeliui jau gana; bet, siaube, taip ir
neprarado nekaltybës
Ðimtø baltø ramuniø geltonutës daĩlios
nekaltybës.
Stasys Banifacius Ieva: Mano klausimas
Alfonsui Andriuðkevièiui bûtø toks – ar
mëgino kada nors susiðpykiuoti dviraèio ratà
ir jei taip, ar jautë tame malonumà, ir kaip
gavosi.
AA: Deja, susiðpykiuoti dviraèio rato
nemëginau; bet þinau, kas yra dviratis, kas
yra jo ratas ir kas yra ðpykiai; tuo remdama-
sis manau, kad darbas bûtø ádomus. Vis
dëlto, ðpykiuoti ratà ir kurti menà – skirtingi
dalykai (net jei kûrinys turi dviraèio rato pavi-
dalà). Mat objektai gaminami skirtingoms
reikðmiø sistemoms.
MIGA aka Mindaugas Gapðevièius: Gali
paklausti, kodël jis ignoruoja naujàsias medi-
jas ir tinklo menà.
AA: Gaila, bet naujausios medijos man jau
yra tolimos; artimesnis – dviraèio ratas.
Renata Dubinskaitë: Ar ið tiesø ankstesnis
menas buvo labiau prieinamas publikai nei
ðiuolaikinis menas? Kodël? Ar ámanoma, kad
ðiuolaikinis menas taptø populiaresnis, o gal
pati jo esmë neatsiejama nuo elitiðkumo,
intelektualumo, sudëtingumo ir nepopuliaru-
mo, o funkcija – kelti nepatogius klausimus,
nepatogiai juos reikðti ir bûti tikra rakðtim
sëdynëje?
AA: Tikrai ankstesnis menas nebuvo labiau
prieinamas plaèiajai publikai. O moderniz-
mas (prisiminkim José Ortega y Gassetà) – 
ið viso beveik neákandamas. Svarstant ðiuos
klausimus reikia turëti galvoje du dalykus.
Pirmas: suvokëjo santykiai su kûriniu labai
priklauso nuo to, kiek jis (suvokëjas) yra
paþástamas su principais, kuriais grástas
kûrinys. Antras: kûrinys yra daugiasluoksnis,
daugiaaspektis daiktas, ir vieni suvokëjai
(tarkim, maþiau iðprususieji) èiumpa vienus
sluoksnius, o kiti (tarkim, elitas) – kitus. Taip
þiûrint, platesnei publikai kur kas
prieinamesnis yra Eglës R. Mano adresas...
negu Pieto M. abstrakcijos, nes pastarosiose
(vël kvieskimës á konsultantus José) jai ákan-
damo sluoksnio ið viso beveik nëra. Padëti
kà nors suvokti, manyèiau, reikia tik tiems,
kurie nori suvokti. Jiems pirmiausia reikëtø
paaiðkinti „þaidimo taisykles“. Beje, „eliti-
niai“ sluoksniai (jø pilna ir Eglës R. mene)
liaudþiai niekados nebus prieinami, nes,
norëdama jø paragauti, ji turëtø tapti nebe
liaudimi, Renata.
Andersas Kreugeris: Geriausias klausimas
turbût tas, á kurá að dabar bandau pats

atsakyti: „Kas yra ádomu?“ Tuo paèiu reikia
uþduoti kità klausimà: „Kas yra neádomu?“
AA: Ádomu tai, kas domina, o domina tai,
kas ádomu, ar ne, Andersai? Atitinkamai su
neádomumu.
Aurelija Maknytë: Andriuðkevièius man
atrodo toks tyras ir skaidrus, kad kaþkaip
nepadoru uþduoti jam klausimus. Vis dëlto
pabandysiu. Kuo norëjote bûti vaikystëje?
AA: Pradþioje – jûreiviu, vëliau – lakûnu.
Aurelija Maknytë: Ar nenorëtumëte nors
trumpai pabûti moterimi? Jei taip arba ne –
tai kodël?
AA: Kartais mëginu ásivaizduoti esàs
moteris; bet vaizduotë sustingsta ið siaubo
vos tik pasiekia taðkà, kuriame mane pabu-
èiuoja vyras.
Julija Fomina: Ar mokate gaminti?
AA: Ðá tà moku. Pavyzdþiui, iðsivirti sriubà ið
maiðelio.
Aurelija Maknytë: Ar egzistuoja gero
meno kûrinio receptas (-ai)? Ar esate toká
receptà kûræs? Jei taip, tai koks to recepto
turinys?
AA: Gero kûrinio recepto negali bûti; tai
kam kvailai mëginti já sukurti? Fellini: „Að
neþinau, kaip atrodo geras kûrinys, bet vos já
pamatæs tuètuojau atpaþástu“.
Aurelija Maknytë: Ar domitës sportu? Jei
taip, tai kokia sporto ðaka Jus þavi ir kodël?
AA: Esu ðiek tiek paþástamas su boksu; jame
þavi brutalumo ir subtilybës derinys: brutali
subtilybë.
Julija Fomina: Ko norëtumëte paklausti
Marcelá Duchamp’à?
AA: Paklausèiau, kaip jis jautësi ðlapindama-
sis á pisuarà po to, kai pastarasis jau buvo
tapæs konceptualizmo ikona.
Aurelija Maknytë: Kas svarbiau – rezultatas
ar procesas? 
AA: Aiðku, kad procesas. Jau vien todël, kad
viskas tëra procesas.
Eglë Rakauskaitë: Ar gyvenime be meno jis
dar kà nors myli (mylëjo)? Jeigu atsakymas
teigiamas, tada ar vertinimo kriterijai tokie
patys, ar skiriasi nuo „dailës“ vertinimo?
AA: Mylëjo ir tebemyli, Egle. Kriterijai, aiðku,
tie patys: graþi forma ir geras turinys.
Gintaras Didþiapetris: Gal A. A. galëtø
atsakyti á klausimà, kuris nenuskambëjo ðio
interviu metu / atsakyti á bet kurá ið prieð tai
buvusiø, apie tai pagalvojæs ið naujo?
AA: Norëèiau atsakyti á neuþduotà klausimà
apie ateities planus. Jie paprasti: mesti dailës
kritikà.
Raimundas Malaðauskas: Kodël mesti?
Kas ávyks metimo vietoje? Arba kas uþims
dailës kritikos vietà? Kitas áprotis?
AA: Mesti, viena, todël, kad jau nebesiviliu

nieko naudingo ir ádomaus ðioje srityje
nuveikti. O antra – todël, kad esu uþsimojæs
palengva jau siaurinti savo veiklà. Lieka dar
labai daug: a) paskaitos; b) redaktorystë Ð. A.;
c) knygø skaitymas; d) kitokio pobûdþio 
tekstø raðymas; e) meditacinio pobûdþio
apmàstymai... O kur dar ávairûs kasdieniniai
ritualai ir malonumai (pavyzdþiui, muzika)!
Raimundas Malaðauskas: Ar jums teko kà
nors mesti, apie kà iki ðiol galvojate?
AA: Yra tekæ mesti ne vienà veiklà, ir në
karto dël to nesu grauþæsis.

Klausimus siuntë: 
ðiuo metu Kalifornijos menø koledþe

San Franciske reziduojantis ÐMC kurato-
rius Raimundas Malaðauskas,

menininkas Juozas Laivys, 
dizaineris Povilas Utovka, 

mokslininkë Audronë Þukauskaitë,
Nacionalinës dailës galerijos vadovë

Lolita Jablonskienë, 
disertacijà apie kultûros politikà

Stokholme raðanti Eglë Rindzevièiûtë,
menininkë Eglë Rakauskaitë, 

menininkas ir VDA tarptautiniø ryðiø
koordinatorius Konstantinas Bogdanas,

Berlyne gyvenantis naujøjø medijø
menininkas ir dizaineris MIGA, 

kà tik pirmà knygà iðleidæs filosofas
Kristupas Sabolius, 

neseniai Malmës meno akademijos
dekanu paskirtas Andersas Kreugeris,

ÐMC kuratorës Renata Dubinskaitë,
Julija Fomina, Virginija Januðkevièiûtë ir 

menininkë Aurelija Maknytë.

Alfonsas Andriuðkevièius
Lietuviø dailë 1996-2005
Leidëjas: VDA leidykla, Vilnius, 2006
248 p.
ISBN 9955-624-44-2

Dailës kritikas Alfonsas Andriuðkevièius
jau keletà deðimtmeèiø iðlieka átakinga
Lietuvos meno pasaulio figûra.
Dirbdamas Ðiaurës Atënø dailës skyriaus
redaktoriumi, dëstydamas Vilniaus
dailës akademijoje ir aktyviai raðydamas
apie naujausià menà jis daugeliui ðian-
dieniniø menininkø ir menotyrininkø
tapo tuo, kuo Kraftwerk – techno
muzikai, kaip sako R. M. Ðá rudená
pasirodë nauja Andriuðkevièiaus knyga
Lietuviø dailë 1996-2005, sudaryta ið jo
paties ir buvusiø mokiniø tekstø. Ta
proga tarpininkaujant Raimundui
Malaðauskui knygos autoriø pasiekë
daugybës þmoniø klausimai.

Raimundas Malaðauskas: Girdëjau, jums
labiau patinka duoti interviu raðtu. Tikrai?
Alfonsas Andriuðkevièius: Taip. Tuomet
maþiau primali balasto. Be to, gali parinkti
koká tinkamesná pavyzdá ar palyginimà ir
ðiaip – kalbëti taikliau bei taupiau.
Juozas Laivys: Ádomu bûtø suþinoti, kada,
maestro nuomone, iðnyks lietuviai. O taip
pat, jeigu tai prognozuotina, ádomu bûtø
suþinoti ir kuo tikslesnæ lietuviø dailës iðnyki-
mo datà. (Po poros dienø). Dabar jo pa-
klausèiau, kà kritikas mano apie valsà.
AA: Klausimas lyg ir humoristinis, bet

nejuokingai suformuluotas. Kaip kaþkada
rusiðkai su kaukazietiðku akcentu bûdavo
sakoma: „Choroðij ty èeloviek, no plocho
vygliadið“.
O dël valso... Kai Kandinskij gyveno
Vokietijoje, jie su Klee (drauge su þmonomis)
kartu ðvæsdavo Kalëdas. Ir ðokdavo valsà
pagal Strausso muzikà...
Tomas Auksarankis (fizinio lavinimo moky-
tojas): Alfonsai, esu lietuvis ir noriu paklaus-
ti, kà pasaulis bûtø praradæs, jei nebûtø
lietuviø dailës 1996-2005 metais?
AA: Pasaulis bûtø praradæs dalá savæs, mielas
Tomai.
Povilas Utovka: Kodël knyga?
AA: Todël, kad knyga yra labai ádomus daik-
tas per se.
Audronë Þukauskaitë: Bûtø ádomu
suþinoti, ar tai, jog daugelis tekstø buvo
raðyti Ð. A. (laikraðèiui, kuriame be labai
geros eseistikos bûta ir pranaðysèiø bei
kitokios ezoterikos), kaip nors paveikë kny-
gos kolorità. Be to, kà daryti visiems tiems,
kurie vienokiu ar kitokiu formatu á knygà
nepateko? (Pasiûlymas: nusikryþiuoti Vartø
galerijoje Madonnos stiliumi).
AA: Iðdidþiai galvoju, Audrone, kad ne Ð. A.
veikë mano kolorità, o að jø. Dël nepaminë-
tøjø – turiu (jiems) dar du pasiûlymus: a)
tikëti, kad geras menas svarbiau nei gera kri-
tika, ir ramiai sau kurti toliau; b) paraðyti
kolektyvinæ knygà apie lietuviø dailës kritikà
ir joje në sykio nepaminëti manæs.
Virginija Januðkevièiûtë: Mane domina
kritikos ribos ir kontûrai („mirtis“, pradþia,
jai abejingas skaitantis, raðantis arba ku-
riantis pilietis, Jûsø knygos pasirodymas ir
pan.). Nemanau, kad spauda – vienintelis
bûdas menà kritikuoti. O Jûs? Esate iðbandæs
kitus? 
AA: Ribos visuomet yra keblus dalykas. Tai
demonstruodamas studentams sakau:
„Pamëginkite nustatyti, kur baigiasi petys ir
prasideda kaklas“. Matyt ja (kritika) reikëtø
laikyti labai ávairiopà veiklà, susijusià su
meno kûriniø (kûrybos) apðnekëjimu (nebûti-
nai – supeikimu). Aiðku, kad tam tinka ne tik
spauda, ir daugelis mûsø esame kritikavæ ne
tik popieriuje. Ta prasme kritika – nemirtinga.
Virginija Januðkevièiûtë: Ir klausimas, kiek
susijæs su pirmuoju: ar klaidingas vertinimas,
interpretacija, kontekstualizavimas ar apraðy-
mas – bloga kritika – vis dar yra kritika?
(Netaikau Jums!) 
AA: Þinoma, kad taip. Juk blogai pasiûti
batai vis tiek yra batai, o sukirmijæs grybas –
grybas.
Valentinas Klimaðauskas: Barthas
Simpsonas mëgsta kitus erzinti klausimu „ar

Dievas yra pakankamai stiprus, kad galëtø
pakelti akmená, kurio negali pakelti net
Dievas“? 
Norëèiau perfrazuoti kitaip – ar meno kri-
tikas gali pakelti akmená, kurio negali pakelti
menininkas, ar atvirkðèiai?
AA: Viskas iðsisprendþia, kai suvoki, kad
menininkai kilnoja akmenis, o kritikai ant jø
(akmenø) keverzoja neðvankius þodþius. Tai
visai skirtingos veiklos.
Lolita Jablonskienë: Ar Jums asmeniðkai
ðiuolaikinë lietuviø dailë ádomi? Kas ádomu?
Ar kritiko dëmesio vertas tik pats pokyèiø
procesas?
AA: Taip, Lolita, ádomi. Ypaè – oksimoroniðki
junginiai: privatumo ir vieðumo, asmeniðku-
mo ir visuomeniðkumo etc.
Lolita Jablonskienë: Kà manote apie nû-
dienius lietuviø dailës kritikus? Ar jie raðo
ádomiai, protingai, kûrybiðkai? Kaip?
AA: Skirtingi kritikai skirtingai raðo. Gerø jø
tekstø esama ir mano knygoje. Gaila, kad
nebuvai mano studentë, Lolita...
Konstantinas Bogdanas: Stebina A. A.
nuovoka ir klausa vertinat naujus meno
reiðkinius visai neatsiþvelgiant á konjunktûrà
(konjunktûra blogàja to þodþio prasme), ko 
labai daþnai pasigendu Lietuvos dailës kritikø
tekstuose ir vertinimuose. Ar nesijauèia
autorius „savu tarp svetimø ir svetimu tarp
savø“ (dëstytojas – studentas, grupës „24“
ideologas (buvæs?) – postmodernizmo idëjø
propaguotojas, menininko asmeninis drau-
gas –  „objektyvus“ kritikas, ir panaðios ga-
limos prieðprieðos)?
AA: Gyvenime pilna visokiø prieðprieðø.
Puikus bûdas jas áveikti – truputá nuo jø atsi-
traukti, distancijuotis, pamatyti abu prieð-
prieðà sudaranèius reiðkinius iðsyk ið treèios
pozicijos. Deja, meno srityje daugeliui
menininkø tai padaryti sunku. Kritikams,
manau, lengviau. O neigiamai atsiliepti apie
draugo kûrybà reikia moralinës jëgos. Ne
visuomet jos turëjau...
Raimundas Malaðauskas: Ar yra atsitikæ,
kad draugas taptø nedraugu jums atsiliepus
neigiamai apie jo kûrybà? Kas lieka draugys-
tës vietoje, kai ji nutrûksta? 
AA: Regis, ne. O ðiaip nutrûkusiø draugysèiø
buvo. Kai jos nutrûksta natûraliai, lieka
apyðilèiai pelenai. O kai dël konflikto – lieka
kartëlis, pretenzijos...
Eglë Rindzevièiûtë: Ádomu visgi, kuo já þavi
menininkai? Mat jo meno kritika labai
sukoncentruota ties asmenybëmis, ar ne?
AA: Menininkai þavi tuo pat, kuo ir ðventieji
– savo ryðiais su anapusybe.
Kristupas Sabolius: Þinau, kad esate 
poetas. Paskaitykite, praðau, savo eiliø,

NAUJA ALFONSO ANDRIUÐKEVIÈIAUS KNYGA
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Rugsëjis
Janas Utzonas

studijavo architektûrà Sidnëjuje ir
Kopenhagoje. Po studijø baigimo 1970 m.
jis dirbo Havajø ir Ðveicarijos kompanijose, o
vëliau kartu su savo tëvu J¸rnu Utzonu pro-
jektavo gerai þinomà Kuveito Nacionalinës
Asamblëjos pastatà – á ðá milþiniðkà darbà jis
buvo ásitraukæs nuo 1975 m. iki statinio
uþbaigimo 1983-aisiais. Nuo 1976 m. ben-
droje kompanijoje su Utzonu vyresniuoju jis
kûrë architektûros projektus Danijoje,
Portugalijoje, Vokietijoje, Ðvedijoje, JAV,
Kinijoje, Zimbabvëje, Malavyje, Angoloje,
Pietø Afrikoje, Mozambike, Meksikoje ir
Australijoje. Ðiuo metu jis vadovauja firmai
Utzon Associates Architects, projektuoja
didþiulá pastatà Mechiko mieste ir yra
Sidnëjaus operos rûmø atnaujinimo vyriau-
siasis architektas. 

Sidnëjaus operos rûmai: vizijos ágyven-
dinimas po 30-ies metø
Nors Sidnëjaus operos rûmai yra laikomi
vienu puikiausiø XX amþiaus architektûros
paminklø, jø statybos peripetijos yra tikra
dëmë ðio miesto kultûros istorijoje. Nuo
Operos rûmø statybos pradþios praëjus
devyneriems metams (1957–1966)
Valstybinë architektûros tarnyba atëmë pro-
jekto kontrolæ ið architekto J¸rno Utzono, o
ðiam atsistatydinus bei iðvykus ið Sidnëjaus,
pakeitë jo projektà. Paþymint 30-àsias pasta-
to inauguravimo (1973) metines, Naujojo
Pietø Velso vyriausybë skyrë 70 milijonø
doleriø restauracijos projektui, kuris turëjo
sugràþinti pastatui pirminæ J¸rno Utzono 
vizijà. Bûdamas jau 84 metø amþiaus J¸rnas
Utzonas nusprendë nesiimti ðio projekto pats
ir patikëjo jo vadovavimà savo vyriausiam
sûnui.  
Vilniuje Janas Utzonas kalbëjo apie tai, kà
reiðkia tæsti tëvo darbà, apie paties pastato
keliamus iððûkius ir iðskirtinæ misijà – vieno
þinomiausiø visame pasaulyje statiniø restau-
ravimà. Jis pasakojo, koká svarbø vaidmená
Operos rûmai atliko Sidnëjui tampant tarp-
tautiniu miestu ir átraukiant Australijà á
pasaulio kultûros þemëlapá. Ðis pastatas susi-
jæs ir su tarptautiniu daniðko dizaino pri-

paþinimu, kadangi rûmø apðvietimà projek-
tavo Poulas Henningsenas [ágyvendino
Louisas Poulsenas].

Liepa
Rosanna Raymond

yra performanso/instaliacijø/kûno puoðybos
menininkë ir meno kritikë, savo veikloje
apjungianti Ramiojo vandenyno regiono
tradicijas ir ðiuolaikines technikas. Ji yra
samojieèiø kilmës Ramiojo vandenyno salø
gyventoja, gimusi Naujojoje Zelandijoje, o
ðiuo metu su ðeima gyvenanti ir dirbanti
Londone. Nors kuria ávairiomis priemonëmis,
ji visur iðlieka istorijø pasakotoja („tusitala“)
ið prigimties, o jos darbai saugojami muziejuose
bei privaèiose kolekcijose visame pasaulyje.
Ðiuo metu Raymond yra Leverhulme
meninëje rezidencijoje prie Kembridþo uni-
versiteto Archeologijos ir antropologijos
muziejaus, kur ji kartu su kitais kuratoriais
surengë parodà Ramiojo vandenyno regiono
stiliai. Per pastaruosius 15 metø ji tapo
vedanèiàja ðiuolaikinës Ramiojo vandenyno
regiono kultûros komentatore ir kûrëja tiek
Naujojoje Zelandijoje, tiek Didþiojoje
Britanijoje. Ðiø ðaliø muziejuose ir aukðto-
siose mokyklose ji veda seminarus, dirba
kuratore ir uþsiima menine veikla. 

Taonga – menas ar amatai?
Kas yra menas vienam þmogui, kitam yra
amatas. Polinezijos meno pristatymas Vakarø
pasauliui visada buvo problemiðkas.
Primityvus, gentinis, folklorinis, dirbinys,
objektas – tai terminai, naudojami apibûdi-
nant senàsias ir naujàsias polinezietiðkas
meno praktikas. Ðiuo metu Kembridþo
Archeologijos ir antropologijos muziejuje
vyksta paroda Ramiojo vandenyno regiono
stiliai, kurios eksponatai ir dokumentiniai
kadrai demonstruoja, kaip per ðiuolaikiná
menà praeitis gali tapti dabartimi, ir nagrinë-
ja Polinezijos meno globalaus pristatymo
klausimus.

Birþelis
Germaine Greer 

yra viena paèiø þymiausiø iðeiviø ið
Australijos, daugiausiai gyvenusi Anglijoje
nuo tada, kai Kembridþo universitete raðë
disertacijà, kurioje 1967 m. ji pateikë nova-
toriðkà feministinæ Williamo Shakespeare’o
ankstyvøjø komedijø interpretacijà. 1969 m.
ji iðleido knygà Moteris eunuchas, kuri su-
triuðkino visuomenëje ásitvirtinusias
nuostatas apie vedybas, seksà ðeimoje ir
moters, besirûpinanèios vyru ir vaikais, vaid-
mená – ðios knygos dëka ji tapo viena gar-
siausiø Vakarø feminisèiø.

Aborigenø meno problemos ir paradoksai
Greer iki ðiol raðo feministiniu poþiûriu
paremtas knygas apie menà ir literatûrà, o
nustojusi dëstyti, ëmësi ir platesnës kritikos
kaip pagrindinë skilties autorë laikraðtyje The
Guardian ir BBC laidø vedëja. Neseniai Greer
dëmesys nukrypo „atgal“ á jos gimtàjá kraðtà
– ðios ðalies menà, literatûrà bei kultûriná
rasizmo palikimà: Australija buvo ákurta kaip
klestinti britø kolonija, o jos vietiniai gyven-
tojai, Australijos aborigenai, patyrë geno-
cidà. 
Vilniuje Greer skaitë paskaità apie Australijos
aborigenø ðiuolaikiná menà ir problemas bei
paradoksus, kurie kyla tyrinëjant já ið baltøjø
rasës bei Vakarø pasaulio perspektyvos. Su
ðia paskaita susijusioje parodoje Potvynis:
naujos srovës Australijos ir Naujosios
Zelandijos mene, vykusioje ÐMC ðià vasarà,
buvo rodomi aborigenø menininkø Brooko
Andrew (sukûrusio specialø darbà Vilniaus
parodai), Destiny’ës Deacon, Peggy’ës
Napangardi Jone ir Tracey’ës Moffatt kûriniai.

Tarptautiniø paskaitø ciklas
ÐMC/Pokalbiai kavinëje ðvenèia savo
antrøjø metø pabaigà. ÐMC komanda
dëkoja visiems lektoriams, dalyvavu-
siems 2006 metø programoje:
Benjaminui Cope’ui, Margaritai
Jankauskaitei, Audronei Þukauskaitei,
Alainui Fleischeriui, Jarosùawui
Suchanui, Andreasui Gedinui, Germaine
Greer, Rosannai Raymond, Janui
Utzonui, Kenui Lumui ir Jörgui Heiseriui. 

Kiekvieno mënesio pirmà treèiadiená
kvieèiame prisijungti prie diskusijø aktu-
aliomis kultûros, ekonomikos ir politikos
temomis, susijusiomis su ðiuolaikinio
meno produkcija, pristatymu ir
suvokimu. Pokalbiai kavinëje, kuriuose
dalyvauja patys ávairiausi intelektualai –
nuo psichoanalitiko iki kibernetinës erd-
vës teoretiko – siûlo puikià progà prie
vyno taurës padiskutuoti apie ðiuolai-
kinæ kultûrà, kurioje veikia dabarties
menas. Tikimës sulaukti jûsø ir 
2007 metais, tad likite ásijungæ.

Gruodis
Jörgas Heiseris

yra Frieze þurnalo redkolegijos narys,
Vokietijos laikraðèio Süddeutsche Zeitung
bendradarbis, meno ir kultûros kritikas (ið
pastaruoju metu paraðytø publikacijø galima
paþymëti straipsnius apie Susanà Hiller,
Saâdane’à Afifà, Bas Jan Aderá, Fischli &
Weiss), ir retsykiais – laisvai samdomas kura-
torius: parodos Madingos pamokos
(2004/2005, BüroFriedrich centras, Berlynas
ir BAWAG fondas, Viena) ir Romantiðkas
konceptualizmas (2007/2008, Niurnbergo
kunsthalë ir kitos keliaujanèios parodos
vietos).

Þemos pozicijos, aukðti lûkesèiai:
Berlyno menas po 1989-øjø
Berlynas po Sienos griuvimo buvo drasko-
mas prieðtaravimø tarp laisvës klestinèioje ir
vis labiau tarptautinëje miesto meno scenoje
ir revizionizmo, pasireiðkianèio nuolatinëmis

pastangomis apsisaugoti nuo to paties tarp-
tautiðkumo bei susigràþinti „prûsiðkà“
miesto palikimà. Paskaitoje ðios prieðtaringos
raidos kryptys buvo tyrinëjamos remiantis
daugybe meno kûriniø, pradedant Martino
Kippenbergerio ir baigiant Hanso Haacke ir
Monicos Bonvicini darbais.

Lapkritis 
Kenas Lumas

yra Kanados multimedijø menininkas kon-
ceptualistas, gyvenantis Vankuveryje, Britø
Kolumbijos provincijoje. Ðiuo metu jis yra
vizituojantis profesorius Kalifornijos menø
koledþe (CCA) San Franciske ir Miltono
Avery Barde koledþe Niujorke. Anksèiau jis
vadovavo Britø Kolumbijos universiteto
Meno studijos magistrantûrai, vienai
vedanèiøjø meno mokyklø Ðiaurës
Amerikoje. Jis atvyko á Europà instaliuoti
darbo dideliame vieðø erdviø meno projekte
Vienoje, o kita jo instaliacija ðiuo metu
rodoma Liverpulio bienalëje. Jo darbai buvo
rodyti Documentoje XI (2002), Ðanchajaus
bienalëje (2000), San Paulo bienalëje (1997)
ir Sidnëjaus bienalëje (1995). 2000 m. jis
kartu su Zhengu Shengtianu ásteigë átakingà
þurnalà Yishu: Journal of Contemporary
Chinese Art, kurio redaktoriumi jis dirbo iki
2004 m., o 2005 m. jis buvo milþiniðkos 
parodos Shanghai Modern 1919-1945 
bendrakuratorius. Tais paèiais metais kartu
su kitais kolegomis jis kuravo ir 7-àjà Ðardþos
bienalæ (Ðardþa, Jungtiniai Arabø Emyratai),
didþiausià ðiuolaikinio meno renginá Vidurio
Rytuose. 

Klausimas Jacques’ui Derrida: turint
mintyje politikos sritá, jûs netgi darëte
tai, kà pats vadinate atsitraukimu
Ði paskaita buvo parengta 2006 m.
Sidnëjaus bienalei Kontakto zonos. Joje
nagrinëjamos aktualios sociopolitinës ir
ekonominës ðiuolaikinio meno gamybos
sàlygos, o esminë tezë, jog „ne viskas yra
gerai globalizacijos amþiuje“, atspindi Lumo
kaip menininko, kuris taip pat yra ir dëstyto-
jas, leidëjas, kritikas bei kuratorius, pozicijà.

Menininkai, perëmæ vaidmenis ið platesnio
kultûrinio lauko, tapæ „kultûros prodiuse-
riais“, anksèiau þenklino naujà posûká kriti-
nëje parodø organizavimo ir leidybos
ekonomijoje (taèiau pastaruoju metu tai vis
labiau tampa áprastu reiðkiniu). Lumas
pasakojo, kaip jo meninë praktika veikia jo
kritinius tyrimus ir kaip analitinë veikla
(kuravimas/kritika) savo ruoþtu daro átakà jo
meninei veiklai. Jis taip pat mëgino atsakyti á
klausimus, ar menui yra vilties dalyvauti
tikroje politikoje, ar „lokalumas“ vis dar yra
skirtumo þenklas dinamiðkoje informacijos
mainø ir globaliniø bienaliø plëtroje.

Spalis
Pokalbis su parodos 101,3 KM 
kuratoriais Linara Dovydaityte ir
Kæstuèiu Kuizinu
Kauno paveikslø galerija, 
Donelaièio g. 16, Kaunas

Stambiausia ðiø metø ðiuolaikinio Lietuvos
meno apþvalga buvo pasukta kiek neáprastu
kampu – jungtinë Kauno ir Vilniaus
menininkø paroda 101,3 KM: konkurencija
ir bendradarbiavimas pristatë dviejø didþiau-
siø Lietuvos miestø dailës scenas, kurios yra
ir pakankamai skirtingos, ir gana artimai
susijusios, t.y. kaip tik tinkamos karðtam ir
nenuobodþiam dialogui. Paroda vienu metu
vyko Kaune ir Vilniuje, o kartu su ÐMC jà
organizavo skirtingà patirtá turinèios instituci-
jos – Nacionalinis M. K. Èiurlionio dailës
muziejus ir galerija Meno parkas.
Ta proga ÐMC kavinës pokalbis buvo
perkeltas á trumpam atgijusià Kauno paveik-
slø galerijos kavinæ, kur parodos kuratoriai
diskutavo apie Kaune ir Vilniuje kuriamà
ðiuolaikiná menà, apie jo eksponavimo,
prodiusavimo ir rëmimo sàlygas, apie
menininkus ir þiûrovus, ir kitus klausimus,
kuriuos iðprovokavo dviejø miestø meno
sandûra. Diskusijà moderavo parodos dalyvis
ir galerijos Meno parkas direktorius Arvydas
Þalpys.



Meninis projektas: kaip ir daugelis jaunø menininkø Gintaras Didþiapetris turi savo herojus, su   kuriais svajoja
susitikti ir atiduotø viskà, kad galëtø sudalyvauti kartu vienoje parodoje. Ðiame  darbe Didþiapetris atrado bûdà,
kaip tai ágyvendinti – jis paraðë meilës laiðkà Bethan Huws ir paskelbë já INTERVIU. Tikimës, kad Bethan, kuri
lankësi Vilniuje 2005 metais ruošdamasi parodai ŠMC, bus pamaloninta ir atsiøs atsakymà. Juk bûna ir keistesniø
nutikimø. O dël bendros parodos – niekada negali þinoti. Reikia pasakyti, kad paðto menas buvo populiarus
Lietuvoje sovietiniais  metais ir ne vienas menininkas tokiu bûdu pasiuntë þinià anapus sienos. O garsieji
menininkai emigrantai Jurgis Maèiûnas ir Jonas Mekas árodë, kad lietuviø susiraðinëjimas nepraëjo be pëdsako.
Didþiapetris yra studentas, taigi laikas tebëra jo rankose – ir mes linkime jam sëkmës.

Artist’s Project: Like many young artists Gintaras Didþiapetris has his heroes: and would love to meet them to
pick-their-brains; and would die to be in an exhibition with them. In this work Didþiapetris has manufactured
the means for doing exactly this — writing a love letter to Bethan Huws and publishing it in INTERVIU. We
hope that Bethan, who visited Vilnius in 2005 for an exhibition at the CAC, is flattered and writes a reply.
Stranger things have happened. In terms of making an exhibition together... who can tell. It should be said that
mail art/passport art was important in Lithuania during the soviet era, and many artists posted a message to 
the outside world. And the great émigré artists George Maciunas and Jonas Mekas made sure that Lithuanian
correspondence found its mark. Didþiapetris is still a student so has time up his sleeve — and we wish him well.
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September
Jan Utzon 

Jan Utzon(b. 1944) studied architecture in
Sydney and Copenhagen, and graduated in
spring 1970. After graduation he worked
with companies in Hawaii and Switzerland,
before working for Jørn Utzon on the
renowned inaugural National Assembly proj-
ect in Kuwait a massive project in which he
was involved from 1975 until completion in
1983. Sharing an office with Utzon senior
from 1976 he was worked on projects in
Denmark, Portugal, Germany, Sweden, USA,
China, Zimbabwe, Malawi, Angola, South
Africa, Mozambique, Mexico and Australia.
Jan Utzon is head of the atelier Utzon
Associates Architects, and is currently divid-
ing his time between a major new building
project in Mexico City and Sydney – where
he is the lead architect on the ‘completion’
of the Sydney Opera House.
The Sydney Opera House: completing
the vision 30 years on
Despite it being considered one of the
greatest architectural monuments of the
20th century, the true story of the construc-
tion of the Opera House story is a blot in
Sydney’s cultural history. Nine years after
commencement of the project (1957–1966)
the State Architecture Office wrested control
for the building project from architect Jørn
Utzon: and after his resignation and depar-
ture from Sydney altered his designs. To
mark the 30th anniversary of the opening of
the House (1973) the New South Wales
State Government dedicated $70 million for
a restoration project that will complete the
house to match Utzon’s original vision. At
84 years of age Jørn Utzon made the deci-
sion not to lead the project himself and
trusted his project to his eldest son. Jan
Utzon will be speaking in Vilnius about the
challenges of working as proxy to his father,
the challenges of the building itself, and the
wonderful task of restoring one of the
worlds’ most recognizable buildings. He will
also speak about the important role that the
Opera House played in the establishment of
Sydney as an international city and putting
Australian culture on the map. It had a twin
role in advancing the cause of Danish design

internationally as lighting in the House is by
Poul Henningsen [produced by Louis
Poulsen].

July
Rosanna Raymond

Rosanna Raymond is a performance/installa-
tion/body adornment artist and writer, fus-
ing traditional pacific practices with modern
innovations and techniques. She is a New
Zealand born Pacific Islander of Samoan
descent – currently living and working in
London, UK with her family.
A ‘Tusitala’ (a teller of tales) at heart her
work takes a variety of forms ranging from
installation works, spoken words and body
adornment, with works held in Museum and
private collections around the world.
Raymond is currently the Leverhulme artist
in residence for the University of Cambridge
Museum of Archaeology and Anthropology,
where she co-curated the Pasifika Styles
exhibition. Raymond has forged a role for
herself over the past 15 years as a producer
and commentator on contemporary Pacific
Island culture, both in Aotearoa New
Zealand and the United Kingdom, working
within museums and higher education insti-
tutions as an artist, curator and workshop
leader.
Taonga: art or artefact?
One mans art is another mans artefact.
Presenting Polynesian art has always been
problematic to the western art world, primi-
tive, tribal, folk, artefact, objects, all terms
used for Polynesian art forms, none very
helpful when describing the old and the
new art practices of Polynesia. Using
images, documentary from the Pasifika
Stylesexhibition, currently housed at the
Cambridge Museum of Archaeology and
Anthropology at the University of
Cambridge, UK as an example of how the
past can become the present through con-
temporary art and the issues that surround
presenting Polynesian art globally today.

June
Germaine Greer

Professor Germaine Greer is one of
Australia’s most legendary expatriates who
have principally lived in England since writ-
ing a groundbreaking PhD at the University
of Cambridge (1967) rereading William
Shakespeare’s early comedies from a femi-
nist perspective. In 1969 she published the
book The Female Eunuch which exploded
social expectation about marriage, sex with-
in marriage, and women’s role as caregivers
to men and children: it made her one of the
western world’s most famous women – gen-
erally considered the ‘pin-up girl’ of feminism. 
Problems and Paradoxes of Aboriginal Art
While she has kept publishing books on art
and literature written from a feminist per-
spective in recent years, and since becoming
a Professor Emeritus, she has been writing
wider ranging criticism – from her position
as a leading newspaper columnist with The
Guardian and broadcast commentator.
Recently, she has turned her critical atten-
tion ‘back’ towards her country of birth, its
art, its literature, and its cultural legacy of
racism: Australia was established as a thriv-
ing English colony on the back of genocide
of that places native peoples, Australian
Aborigines. 
Professor Greer is travelling to Vilnius to
deliver a talk on the topic of Australian
Aboriginal art and the problems and para-
doxes of analyzing it from a contemporary
and white/western perspective. She is deliv-
ering the lecture in association with the
exhibition HIGH TIDE: new currents in art
from Australia and New Zealandthat is pre-
sented at the CAC for the summer (until 13
August). The exhibition includes work by
four Australian Aboriginal artists Brook
Andrew (who has produced a new work in
Vilnius forHIGH TIDE), Destiny Deacon,
Peggy Napangardi Jones, and Tracey
Moffatt. Professor Greer’s lecture will throw
light on these works for the CAC audience.

CAC / Café talks
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Firmly established as Vilnius’ premier
international lecture event the
CAC/CAFÉ TALKS is celebrating the end
of its second year. The team at the CAC
would like to thank all the speakers
involved in the 2006 program: Benjamin
Cope, Margarita Jankauskaite, Audrone
Zukauskaite, Alain Fleischer, Jaros³aw
Suchan, Andreas Gedin, Germaine Greer,
Rosanna Raymond, Jan Utzon, Ken Lum,
and Jörg Heiser 

Presented on the first Wednesday of
every the CAC Café Talk’s are a social
forum for the discussion of topical inter-
national issues in culture, economics,
and politics impacting upon the produc-
tion, exhibition, and reception of con-
temporary art. As the list of names
attests the speakers range from film-
makers to feminists, artists to architects
and their papers are delivered in the
social setting of the CAC Café. It’s the
perfect chance to sit with a drink and
discuss the expanded field of contempo-
rary culture that current art operates in.
We look forward to seeing you again in
2007 – so stay tuned. 

December 
Jörg Heiser 

Jörg Heiser (b. 1968, lives in Berlin) is co-
editor of Frieze magazine, a frequent con-
tributor to German newspaper Süddeutsche
Zeitung, a writer on art and culture (includ-
ing recent essays on Susan Hiller, Saâdane
Afif, Bas Jan Ader, Fischli & Weiss), and an
occasional freelance curator: Funky Lessons
(2004/2005, BüroFriedrich Berlin and
BAWAG Foundation Vienna), Romantic
Conceptualism(2007/2008, Kunsthalle
Nuremberg, and touring).
Low-key attitudes, high-class expecta-
tions: Berlin and art after 1989
Berlin after the fall of the Wall has been
swinging wildly between the freedom of a
thriving and increasingly international art
scene and the revisionism manifested in
insistent attempts to ward off this very inter-

nationalization and instead reinstate the
”Prussian” heritage of the city. The lecture
will look at this development, making
numerous references to art works from
Martin Kippenberger through Hans Haacke
to Monica Bonvicini.

November
Ken Lum

Ken Lum (b. 1956) is a Canadian multi-
media/conceptual artist who lives in works
in Vancouver, British Columbia.  He is cur-
rently an adjunct-Professor at the
Californian College for the Arts (CCA), San
Francisco and the Milton Avery School at
Bard College, New York. He is a past
Professor and Head of Graduate Studies in
Studio Art at the University of British
Columbia that is recognized as one of North
America’s leading art schools. In Europe to
install a major public art project in Vienna
he also has a public installation currently on
show in the Liverpool Biennial 06. His work
has been included in Documenta XI(2002),
the Shanghai Biennial (2000), Sao Paulo
Biennale (1997), and the Biennale of Sydney
(1995). In 2000 he co-founded, with Zheng
Shengtian, the influential journal Yishu:
Journal of Contemporary Chinese Art that
he edited until 2004, and in 2005 he co-
curated the major exhibition Shanghai
Modern 1919-1945 about that city’s art and
culture during the KMT interregnum. In
2005 he also co-curated the 7th Sharjah
Biennial (Sharjah, United Arab Emirates), the
largest contemporary art festival in the
Middle East.
Question to Jacques Derrida: As regards
the political field, you have even prac-
ticed what you call a sort of withdrawal.
Developed as a keynote address for Zones of
Contact the Biennale of Sydney 2006, Lum’s
lecture addresses the socio-political and eco-
nomic conditions under which contemporary
art is currently produced. His thesis–that not
all is well in the age of globalization–reflects
upon his own role as an artist who is also a
teaching academic, publisher, critic, and

some-time curator. Artists taking on an
expanded cultural role, becoming ”cultural
producers,” at an earlier moment represent-
ed a point of difference within the critical
economy of exhibition making and publish-
ing (though lately it is an increasingly com-
mon phenomenon).  Lum will consider how
the artistic experience impacts upon his cul-
tural analysis and how the analytical (curat-
ing/criticism) folds back into his practice. The
paper also addresses what hope remains for
contemporary art to engage with real politik
and whether ‘locality’ still reads as a point
of difference in the rapid fire economy of
information exchange and global biennales.   

October
Linara Dovydaitytë and Kæstutis
Kuizinas on exhibition 101.3 KM
Kaunas Picture Gallery, 
Donelaièio str. 16, Kaunas

In 2006 the CAC reconfigured its biennial
review of contemporary Lithuanian art as a
two-city and multi-venue event.  contextu-
alised the relative differences and similarities
of the art produced in Lithuania’s two major
cities Vilnius (the capital and home of the
CAC) and Kaunas (often called ‘the second
capital’): the distance of the title expresses
the distance between the two cities. The
CAC collaborated with two institutions of
very different backgrounds for the presenta-
tion of the exhibition – National Museum of
M.K.Èiurlionis and artists’ union gallery
Meno parkas. As a definite competitive spirit
exists between the art-communities of each
city the exhibition became a hot discussion
topic. In the spirit of the event the CAC
Café Talk hits-the-road and will be presented
in the revived gallery café at Kaunas Picture
Gallery. Moderated by Arvydas Þalpys direc-
tor of the exhibition partner gallery Meno
parkas the curators are looking forward to a
debate about conditions of contemporary
art production, reception, funding, exhibi-
tion and publishing in Vilnius and Kaunas.
Not to mention this is the chance to needle
the curators about issues of inclusion and
exclusion in relation to the exhibition. See
you in Kaunas.

CAC / Café talks
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tively reviewed their artistic practice? What
remains instead of friendship when it ends?
AA:Seems it never happened to me, but I
had some discontinued friendships. When
friendly relations end up naturally, warmish
ash remains. When it happens due to some
conflict – bitterness and pretensions remain.
Eglë Rindzevièiûtë:Why do you find artists
charming? I ask this as I think your art criti-
cism is mostly focused on personalities, or
am I wrong?
AA:Artists are charming for the same rea-
son as saints – they keep some connections
to the other world.
Kristupas Sabolius:I know you’re a poet.
Could you please quote me some of your
most purple verse.
AA:Kristupas, this is my most purple poem:
Enough of June; but, what a horror, there’s
still innocence
Hundreds of yellow innocences in the mar-
guerites’ whiteness 
Stasys Banifacius Ieva: As a mad and all
weather cyclist, I want to know if you’ve
ever tried to straighten a bike wheel and if
yes, did you succeed and find pleasure in
doing so? 
AA:Unfortunately, I’ve never tried to
straighten bike wheel myself; but I do know
what a bicycle is. Fixing its wheel and
spokes I think, therefore, would be an inter-
esting job. After all, to straighten a wheel
and to make art are completely different
things (even if a work of art has a shape of
bicycle’s wheel). Different objects are pro-
duced for different systems of meanings.
MIGA aka Mindaugas Gapðevièius:Why
do you ignore new media and network art?
AA:It’s a pity, but new media is already dis-
tant to me, event the  bike wheel is closer. 
Renata Dubinskaitë:Do you think that
previous ‘versions’ of art was more audience
friendly than ‘contemporary art,’ and why?
Could contemporary art be more popular?
Or maybe it is substantively elite, intellectu-
al, complicated and not popular and its
function is to raise and present embarrass-
ing questions and be a real pain-in-the-ass? 
AA:I don’t think that earlier forms of art
were more open to wide audience than
nowadays. And modernism – quaOrtega y
Gasset – was a closed book. If we try to
guess why, we should keep two things in
mind. Firstly, the viewer’s relation to an art
piece depends upon their notion of the prin-
ciples that ground the piece. And secondly,
every art piece is multi-layered and multi-
faceted, therefore some people (say, less
educated) will get one layers, the others

(say, elite) will get others. From this point of
view Eglë Rakauskaitë‘s 2004 work My
home is...(about supermarkets and shop-
ping centres) is more open to a broad audi-
ence than Mondrian’s abstract paintings,
because these  (let‘s consult with Gasset
again) do not have ”digestible” layers for a
common viewer. I think that we should help
with comprehension those who are willing
to comprehend it. First of all, we should
explain them ”the rules of a game”. By the
way, Renata, ”elite” layers (there are many
in the same works of Eglë R.) will never be
accessible to peasants, to ”taste” them
peasants have to become non-peasants.
Anders Kreuger: This is probably an oppor-
tunity to ask the question I’m trying to
answer myself at the moment: ”What is
interesting?” And its corollary: ”What is not
interesting?”
AA:Interesting is that what makes you
interested and that what makes you inter-
ested is interesting, isn’t it, Anders? The
same with ”not” interesting.
Aurelija Maknytë:I have always found you
so innocent that it seems improper to ask
questions, but I’ll try. What was your dream
profession when you were a child? 
AA:At first I wanted to be a sailor, later a
pilot. 
Aurelija Maknytë: Would you fancy being
a woman at least for a while? If yes or no –
then why?
AA:Sometimes I try to imagine myself as a
woman but my imagination freezes
when...mmm
Julija Fomina:I’m going for equally inno-
cent, can you cook? 
AA:I can, some things.  For example, I can
make a soup from a can. 
Aurelija Maknytë: Are there any recipes
for a good art piece? Have you ever worked
on such a recipe? And if you have, what are
its components? 
AA:A recipe for a good art piece does not
exist, so why should anyone try to create it?
Fellini: ”I don’t know what a good piece
looks like, but I recognise it immediately
when I see it.”
Aurelija Maknytë:Are you interested in
sports? If yes, what sports are you fascinat-
ed by and why?
AA:I’m a little acquainted with boxing, I’m
fascinated by its mixture of brutality and
refinement. Brutal refinement. 
Julija Fomina:What would you like to ask
Marcel Duchamp?
AA:I would ask him how he felt peeing in
the urinal after it had already become an

icon of conceptualism.
Aurelija Maknytë: What is more important
– a result or a process?
AA:A process, of course. Just because
everything is simply put: a process. 
Gintaras Didþiapetris: Maybe, you could
answer the question that so far has eluded
our ”panellists”? Or maybe refine an answer
to a previous question.
AA:I would love to answer further ques-
tions about my future plans. They are very
simple: to give up art criticism. 
Raimundas Malaðauskas:Why give up?
What will happen in the place of giving up
or what would art criticism be replaced by?
Another bad habit?
AA:To give up, first of all, because I no
longer hope to make anything useful or
interesting in this field. And secondly, I
decided to gradually narrow my set of activi-
ties. There are still many things to do: a) lec-
tures; b) Ðiaurës Atënaieditorship; c) reading
more books; d) writing other kinds of texts;
e) contemplative thoughts…And I’m not
counting everyday rituals and pleasures
(music, for instance)! 
Raimundas Malaðauskas: Have you ever
given anything up that you are still thinking
about?
AA:I happened to have given up several
activities – no, I have no regrets. 

People: CAC curator Raimundas
Malðauskas is currently on a fellowship

at the CCA in San Francisco. 
Juozys Laivys is an artist, Povilas Utovka

is a graphic designer, 
Audronë Þukauskaitë is a research 

academic, 
Lolita Jablonskienë is chief curator of

the National Art Gallery, 
Eglë Rakauskaitë is an artist, 

artist Konstantinas Bogdanas is interna-
tional relations coordinator at 

Vilnius Art Academy,  
Eglë Rindzevièiûtë is doing a Ph.D on

culture policy in Stockholm, 
MIGA is a digital artist and web-design-

er who lives in Berlin, 
philosopher Kristupas Sabolius recently

published his first book, 
Anders Kreuger was recently appointed

Dean of Malmö Art Academy. 
Renata Dubinskaitë, Julija Fomina,
Virginija Januðkevièiûtë, and artist
Aurelija Maknytë work at the CAC.
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Alfonsas Andriuðkevièius
Lietuviø dailë 1996-2005
Publisher: Vilnius Academy of Fine Arts,
Vilnius, 2006
248 p.
ISBN 9955-624-44-2

Alfonsas Andriuðkevièius is one of
Lithuania’s leading editors and writers
working in the field of art criticism.
Already a mature critic at the time the
USSR collapsed he transformed his writ-
ing to match the challenges of the new
art and attitudes that developed in the
ensuing years. As a senior teacher at
the Vilnius Art Academy,
Andriuðkevièius also influenced a new
generation of art historians and critics
finding their feet in independent
Lithuania. For this reason the release of
a new collection of essays written and
compiled by Andriuðkevièius is some-
thing of an event in local art circles.
Lead by curator Raimundas Malaðauskas
some members of the local cultural-
scene, many of them former students,
asked him about the book, the universe...

Raimundas Malaðauskas:Because I’ve
heard that you prefer to answer questions
on paper, let’s conduct this interview by
email rather than in Dictaphone conversa-
tion. It means I can get some friends to
jump in on what we’re saying. 
Alfonsas Andriuðkevièius: Yes. Then I can
use less unnecessary words. Moreover, you

can make appropriate comparisons or exam-
ples and generally save on words and stick
to the point.
Juozas Laivys: It would be interesting to
know, if, according to you maestro,
Lithuanians will disappear from Earth. And,
if so: when? By the way what does the
esteemed critic think about the waltz?
AA:This question seems humorous, but it
ain’t. As they used to say in Russian with a
Georgian ”You are a nice person, but you
have bad taste”. And about a waltz... When
Kandinsky lived in Germany, he and Klee
(with their wives) celebrated Christmas
together by dancing waltzes to Strauss.
Povilas Utovka:Why a book?
AA:Because a book is a very interesting
thing per se. 
Audronë Þukauskaitë:It would be inter-
esting to know if the majority of the book
was first written for Ðiaurës Atënai (a bi-
monthly cultural newspaper in which
prophecies and esotericism appears from
time to time, alongside serious essays) had
any effect on the essence of the book. And,
how should the people elided in the book
respond?
AA: I proudly think, Audrone that it was
vice versa: I had an effect onÐiaurës Atënai.
I have two propositions for the ones who
were not mentioned: a) to believe that good
art is more important than good art criticism
and calmly continue making art; b) to pub-
lish a collective book on Lithuanian art criti-
cism without mentioning me in it even once.
Virginija Januðkevièiûtë:I’m interested in
the limits and shapes of art criticism (”a
death,” a beginning, indifference to criticism
by the reader, writer or any creative person,
your book launch etc.) I don’t think that
press is the only way to criticise art. What
about you? Have you tried any other forms
of criticism?
AA:Limits are always very tricky to define.
To illustrate this, I say to my students: ”Try
to determine where a shoulder ends and a
neck starts”. Probably we should agree that
criticism is a diversified activity focused on
discussing (not necessarily negatively) art-
works (or their creation process). Definitely,
the press is not an exclusive medium. The
majority of us have been criticising not only
on paper. In this sense criticism is immortal. 
Virginija Januðkevièiûtë:Further... is a
false evaluation, bad interpretation, weak
contextualisation or just description – every-
thing that is usually called bad criticism – still
criticism? (I’m not talking about you here!)
AA:Of course, it still is. After all, badly

sewn shoes are still shoes and a wormy
apple – is still an apple.
Valentinas Klimaðauskas: Bart Simpson
likes to irritate everyone asking if God is
strong enough to lift a stone that even God
cannot lift. I would like to rephrase this
question: is an art critic able to lift a stone
that an artist is not able to lift, or vice versa?
AA:The answer to this question comes
when you realise that artists are the ones
lifting stones and critics Scrabble kinky
words on these stones. These are totally dif-
ferent activities.
Lolita Jablonskienë: Do you still find con-
temporary Lithuanian art engaging? And if
so,  what in particular? Or was it only dur-
ing the process of cultural  transition that it
could grab your critical attention?
AA:Yes, Lolita, I find it interesting, especial-
ly its new oxymoronics, such as privacy and
publicity, personality and sociality etc. 
Lolita Jablonskienë: How about the current
crop of Lithuanian art critics? Are they inter-
esting, smart, creative? How do they write?
AA:Different critics write differently. Texts
by a number of my students are included in
my book. It’s a pity that you were not my
student.
Eglë Rakauskaitë:Do you love anything
else in  life, except art? And if so, do you
apply the same evaluation criteria as the
ones you apply to art?
AA:Yes, Eglë, I loved and am still in love.
Criteria are the same: a good shape and a
good content. 
Konstantinas Bogdanas:It’s amazing
what a unique perception you’ve displayed
in the evaluation of ‘new’ artistic practices
(though this is a relative term). Usually I feel
a lack of it in Lithuanian art critics’ texts and
in their evaluations of artistic processes. I’m
curious to know if you feel ”an ally to
strangers and a stranger to allies”: a teacher
versus students, a past leader of artists’
group ”24” versus an advocate of ideas of
postmodernism, a personal friend of an
artist versus ”objective” critic and other pos-
sible contrapositions.     
AA:Life is full of such contrapositions. A
perfect way to deal with them is to shy
away a bit and to see both phenomena that
constitute a contraposition from a neutral,
third position. Unfortunately, the majority of
artists find this difficult. I think for critics it’s
easier. And you have to be ethically strong
to speak negatively about your friend’s artis-
tic practice. I wasn’t always very strong…
Raimundas Malaðauskas:Have you had
friends become enemies after you’ve nega-
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Scene II: t.A.T.u, contemporary art and
public relations

JF: ”t.A.T.u” was the second keyword I
dreamt about, the name of the Russian girl-
pop band.
SBI (enthusiastically):Well, t.A.T.u. is the
best example of evil! It’s a very bad product
that reminds me of a bottle of a cheap low
quality beer for 90 cents per 2 litres. I mean,
if a person listens to t.A.T.u. humourlessly,
it’s a problem, you get it?
EJ: As far as I’m concerned, t.A.T.u. is prob-
ably something very cheap and very success-
ful in terms of public relations. Artists are
also using PR to bring their messages to the
people, but obviously their messages are
much more sophisticated than those used
by the producers of t.A.T.u.
JF: Recently the term ”PR” has been used
frequently in Lithuania in terms of artistic
practice. Your last projects that have gained
media attention were conceived as ”free
PR” by many people: what does ”PR”
means for you, guys?
EJ: Well, if they call it PR, it’s just those peo-
ple or journalists’ business. You better ask is
it possible to make this PR in Lithuania? To
become a TV star? Nonsense! Media here is
not interested in good artists; they only
crave hooligans or the ”stars” packaged by
the very same media. And businessmen
show interest in you once you’re a rebel, a

hooligan. I experienced it personally after
my performance with a lamb: the daily
Respublikasuggested that I have a free
advertising of my video survey at ”Skalvija”
cinema. But it only happened because of
the press scandal. Therefore it might be
good to create publicity for yourself. I don’t
think that media really distinguishes ”good”
and ”bad” art, but they think that a rebel-
lious public statement is serious per se. 
SBI: In my opinion, there are simply different
names to define very similar things. If now
they’ve decided to call it public relations, let
it be. I simply think that the most important
thing is to be visible and generally being cre-
ative is the only way to survive in the con-
temporary world, the rest is just primitive
consumption. And creativity liberates you
from this overall primitivism, that simple
world.
EJ(surprised):And what’s that got to do
with public relations?
SBI (impatiently):It’s the same thing, public
relations are everywhere, and they help you
to be outstanding. And you can create pub-
licity with minimal input and a bit of 
imagination…
EJ: Well, then artists’ use the same logic as
t.A.T.u. does, in a way.
SBI: No, that’s not true; I don’t use the
same logic. t.A.T.u. is just a sex-machine
that produces money.
EJ: I think that artists use the same PR logic

as t.A.T.u.: to be heard, you have to speak
out loud through a megaphone, not sit in a
closet. We won’t be heard if we just stay
closeted, we have to go public.

Scene III: Unification
EJ: You and I, we are very ambitious. We are
like those weathercocks on the roofs; we
are turning in different directions and not
disturbing each other. We might make a col-
laborative project one day, unite our forces.
SBI: Well, yes, we can. If each of us is not
strong enough, we can unite and become
more powerful. Like business corporations:
they conglomerate to survive. 
EJ: It seems to me that together we could
better resist institutional dictatorship; I can
unite only for that. (Enthusiastically). Let’s hug!
SBI: Ok, let’s hug.
.
Evaldas Jansas stands up, walks around the
table, comes to Stasis Banifacius Ieva and
embraces him strongly.

Curtain closes.

Julija Fomina is a staff member at the
CAC. Currently working as assistant

curator on the Lithuanian Pavilion for
the Venice Biennale 2007, she is also

writing an interview-based book 
tracking the emergence of curating as a

professional discipline in Lithuania.
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would ask himself on what level of the pyra-
mid he is and what he seeks. I’m asking
myself this question very often, that’s why
my artistic statements are so existential.
JF: Existentially-romantic?
EJ(emotionally): It’s an outdated term! I
think the word ”romantic” should be
replaced. Maybe with ”transgressive” as
philosopher Rytis Juodeika says about me.
JF: Okay then, let’s switch topics. I’ve just
remembered a keyword from my dream –
taboo. Do you think that you broke some
Lithuanian taboos in your last projects?
After all, your pieces were censored.
EJ(very loud): I don’t agree! I haven’t bro-
ken any taboos. I simply didn’t know the
laws; I didn’t know that one has to have an
official permission to kill a lamb. You see,
there’s some sort of a paradox: as artists, in
a democracy, we start to think that we are
über alles, but we have to surrender in the
face of a simple man. I’ve experienced the
same situation with my video Family videos:
Easterfrom video works series Repudiated
Realities2004. I had to remove it from the
exhibition space as well, because some peo-
ple shot in this video protested against
being shown. Both I and some art critics

think that it’s a good video, but you see,
there are simple people in it and they find
different things important. Raises his voice.
And when I tried to kill a lamb, taboo was
not involved! After all, all of us have fresh
meat on our tables, is this taboo? Excuse
me! Evaldas’ phone rings and he leaves the
kitchen.
JF: And what do you think about taboos,
Stasys? The religious image you used is an
object of adoration, and a site of pilgrimage.
SBI: Well, nominally it is, but I do not follow
such primitive taboos any longer. Even if I
believe certain taboos, I try to reflect on this
but have come to understand that it exists
whether you reflect or not. It’s like a closed
door and you’re afraid of even touching its
handle. I think we should try to push that
handle, try to open the door but not to say:
”It’s a taboo; you are not allowed to do
that”. There should be a step forward; if
taboos exist we need to get rid of them.
EJ: Comes back to the kitchen and joins the
conversation. But some taboos still exist.
Just imagine that you’re trying to push a
handle from your mum’s bedroom door…
SBI: So what? I don’t think it’s bad. If you
think it is a taboo, that’s you choice, but I

don’t agree with it. If some people need to
have taboos – they are welcome to them,
let them be.
EJ: I think you’re a very liberal person, 
congratulations.
SBI: Thank you.
JF: Evaldas, are you liberal? Do you have any
taboos? 
EJ: Sure, I have some. And I’m trying to
overcome them; you could see that in my
works. They carry some messages and while
doing it I’m getting rid of certain taboos. For
instance, in my performance Anthology of
Meaningfulness2003 in which I tied down
my leg with a rope and tried to run, to
escape and repeatedly fell over – that can
also be conceived as taboo-breaking. Or my
other performance In my own juice1998
when I injected myself with my own blood.
It all helps to overcome something within
yourself, though after such things society
begins to look at you as if you’re a hooligan,
a taboo-breaker and it becomes more diffi-
cult to socialise.
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Say What?

A fragment of unfinished role-play, 
autumn 2006.

The Chorus: Julija Fomina

The Players:
Stasys Banifacijus Ieva:a 34 year-old man,
who considers himself a cool guy. He is a
modern day tinker or jack-of-all-trades: con-
stantly making things, collecting and selling
antiques with a side-line in retro bicycles. As
a contemporary artist he debuted in the
2005 CAC exhibition of ‘young artists’
Enthusiasts. This summer he had his ”15
minutes” in the local media: associated with
public reaction to a work he entered in the
summertime municipal festival ”Capital City
Days” that takes place on Gediminas
Avenue, Vilnius’s principal promenade.
Stasys exhibited a sculptural copy of the
iconic Madonna Misericordia that hangs in
the votive chapel at Vilnius’s old city gate
”The Gates of Dawn”. Instead of the
Madonna’s visage – after the style of a
boardwalk sideshow – there were holes in
which passers-by could insert their face and
hands; and have their photo taken. The out-
raged local Catholic community forced the
artist to remove his piece from the festival.
Evaldas Jansas:an active 37 year-old artist,
who lives and works in Lithuania. He
belongs to the generation of Lithuanian
artists that emerged to prominence in the
1990s. Since featuring in the solo exhibition
cycle Emission(2005–2006) initiated by the
CAC, Jansas has assumed his proper place in
the ”Who’s Who” of institutionalised
Lithuanian contemporary art. A graduate
from the Vilnius Academy of Fine Art’s
department of painting, who defined his
artistic strategy as ”romantic existentialism”
he is best known as a performance and
video artist.  Recently Jansas organised a
survey of his video works at ”Skalvija” cine-
ma in Vilnius. Jansas’s brush with the media
involved his latest performance during the
recent Dimension 1: 2nd International

Performance Art Biennale. Titled The pre-
sumption of democracy it involved the sacri-
fice of a lamb – though the lamb lived due
to interference of state veterinary services
and police intervention

The players sit around a kitchen table. Stasys
serves everyone Coca-Cola, Evaldas is a bit
nervous, lights a cigarette and cools down.
The Chorus turns on a Dictaphone. 

Scene I: On life, art and breaking taboos

Julija Fomina:I had a fever last night and
dreamed this conversation. When I woke
up, I couldn’t remember anything, but a
feeling remained that everything went
smoothly. In fact, I remember a couple of
keywords of the conversation we had: taboo
and ”t.A.T.u”, maybe we could speak about
that. She crosses her legs and takes a sip of
Coca-Cola.By the way, do you know each
other?
Evaldas Jansas:I saw Stasys for the first
time at a birthday party, but generally we
didn’t communicate. I’ve read about his
Virgin Mary in the newspaper. 
Stasys Banifacijus Ieva:I haven’t read any-
thing about Evaldas’ scandal. In fact, I
almost don’t read. But I think that everyone
has his own position and can declare it in
public. It’s not my business to judge. I don’t
like to investigate other artists’ works,
maybe that’s my mistake. I prefer to com-
municate with people.
EJ: And where did you study? How did you
come to be here, in this community? 
SBI: Me? I didn’t study anywhere. And I
always lived in Vilnius, but had a bit differ-
ent world-view. I trusted other people more
than I trusted myself. But then I realised that
other people are not capable of doing many
things that I’m capable to do, and I became
more self-confident. And when you start
asking yourself questions, when you try to
find yourself, you are also looking for a right
company of people and finally you appear

among certain people. What else can I say
about myself? I’m a cool guy and it seems
I’ve never bitched about anyone…
JF: Then how would you judge the situation
that happened on Gediminas Avenue when
you were forced to leave?
SBI: I experienced happiness. When you are
kicked-out from somewhere, you begin to
understand that you are different, not like
other people. If nobody pays attention to
you, it’s likely that you are mediocre and
uninteresting. I thought it might happen. It
wasn’t a provocation, but I had a plan and it
worked out.
JF: You were expecting that? 
SBI. Of course, I’m not a naieve type. See,
we live in certain surroundings and we
investigate it, get to know it. And when you
know it, it’s easy to foresee things.
Therefore you can predict such things, such
reactions. For instance, you can plan in
advance how to use people’s stupidity.
JF: Are you craving attention?
SBI (raises his voice a bit): No, no! I simply
like to do what I’m doing. You see, art is
always on the border: you are either visible
or invisible. If you cannot provoke people’s
reactions, you become as dull as television.
How can you be visible if you’re alone with
a very small budget? You will be an ordinary,
mediocre person: you will work hard, go
home after work, eat, watch TV and go to
bed…And I don’t want this, I don’t want to
be primitive. Takes a sip of Coca-Cola and
falls silent.
EJ: It reminds me of Maslow’s hierarchy of
needs: on the bottom there are physiological
needs, on the highest – the ones of self-
actualisation. The more stable you feel, the
more possibilities you have. For instance,
Hollywood artists. I often think: am I a
Hollywood type and do I have enough possi-
bilities for self-expression, or am I on the
bottom of the pyramid, trying to escape
from it, using my energy to escape and
shouting? Shouts loud in empty kitchen.
Anyway, it would be great if every man

Taboo, Tatu and public relations,
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the do-it-yourself principle. As such it‘s not
so important to achieve a particular goal; to
win political, cultural or social capital.
Something is done together for the sake of
the commons, for the creation of a collec-
tive psyche: at a time that community is
being atomised by rampant privatisation.  

Although the ”shakhidi” action caused a
provocation, no real debates have surfaced. 
We even appeared in the Council Chamber
during the Municipality’s announcement of
the detailed planning for the ”Lietuva” cine-
ma site – but were shocked by the indiffer-
ence of the officials involved. Nevertheless,
we maintain that this action was important
in a political sense. Our society is distin-
guished by a low tolerance towards diversity,
otherness, the ”other” taste and smell of
another culture – which limits it’s own
chances for transformation and growth. So
an action involving an absolute sign of oth-
erness in the appearance of the shakhidi
provokes an engagement with that sign.
Moreover, terrorists are signs of destruction
which are a counter-vision to the current
vision of the Mayor of Vilnius who is mod-
ernist-dreaming of building an Hermitage-
Guggenheim museum and: ”Vilnius as
Shanghai, Vilnius as Rio, and Vilnius as
Bilbao”. The black costume is like a black-
box, that preeminent recorder of destruction
and catastrophe that signals a malfunction
in the system.
VJ:This act, probably in contrast to most of
the others that have happened and are still
happening in the frame of this protest, has
been initiated by professional artists, but do
you consider it a work of art?
NUGU:This action was conceived during
the laboratory of ”limitlessness (bezpridel)”.
This idea was born as an answer to a call to
create an erotic-revolutionary spectacle. The
authors of the shakhidi action were fashion
designer Sandra Straukaitë and stage
designer Renata Valèik. The idea emerged
from a discussion. It is interesting that out of

many ideas this was chosen for realisation. It
matched the group psyche best, as well as
the economy of public action. This action
was made prior to and during initial City
Council briefings about the Vilnius plan. But
later, when a protest was made before the
UNESCO session in Vilnius the shakhidi’s
indeterminacy didn’t meet the specific
requirements of the serious-minded protest-
ers involved with the Pro-test Lab. They
were asked, by those who consider them-
selves radical activists, to dress down and
uncover their heads, and to ”take off the
explosives” and hold the peaceful banners:
”We are for peace and collaboration,” ”for
the peace-keeping force”! 

So we can say that black widow had a
larger effect not on the corporations and
the system, but in the community itself.
What, however, is the system? Isn’t a
protest of Greens at UNESCO an obligatory
spectacle to confirm the approved vision of
democracy? Aren’t the Greens a system?
Aren’t they ideologised in the same way as
”the system” that they fight against? It
appears that the same posters, such as
”UNESCO – POMOGI!” [”UNESCO –
HELP!”, Russian] and others that appeared
at the same time as the black widows,
weren’t used by the art historians and cul-
tural heritage activists involved in a recent
event trying to save a 19th century building,
the Ðliosbergas‘ house. Their action was seri-
ous and orthodox and their relationship with
performativity is unresolved. Or one could
say… forthright and literal. 

Do we consider it an artwork? We would
rather say that it is a praxis that engages
ideas of becoming and is dealing with con-
cepts of embodiment and performativity,
mapping and psycho-geography. The black
widows action was scripted as a scenario for
a self organized structure that could poten-
tially question the political economy of aes-
thetic practices. We as artists are interested
to investigate such structures of collabora-
tion, testing and laboratory research that
contradicts or questions the traditional nar-
ratives, as well as the role of the artist. This
unfolding contradiction of passive participa-
tion and active antagonism was developed
during theBezpridel workshop in collabora-
tion with curator Cristina Ricupero as part of
the Gwangju Biennale (that covered the
costs of producing the Black Widow dress-
es). The shakhidi action had an effect on a
micro level, in terms of the community itself,
in the deconstruction and clearing out of
the political acts of the organisers, the econ-

omy and the productivity of the actions. In
other words, the action had no visibility on a
wider political or artistic level. It is impossible
to judge it separately, stripped of the origi-
nal context and without the relation it has
build between the participants and agencies
it was addressing. 

Mirjam Wirz
Visually it was a great performance, no
doubt. Sandra Straukaitë did a great job.
There was an impact, of course. I liked it
when I was one of the women walking
through the city; this was a very specific
experience. But to put it in a wider context I
have problems. There is a strange taste to it.
Maybe in a general context, the perform-
ance was not productive. It’s easy to shock
people in Lithuania as the society is very
conformist. So some citizens were calling
the security police, and that’s the frighten-
ing part about it, though not so surprising.
But what about applying global issues to a
local provincial context? Maybe. I would not
put this performance fully into one line with
my own artistic practice.  As an artist I pro-
duce arguments for an ongoing or future
discussion on a political, social and cultural
level. It’s about attitude (einstellung)
towards what’s going on. And normally,
what is being offered (let’s say from an offi-
cial side or common sense) is not what I
want. For instance I want to create tempo-
rary free spaces for a temporary crowd in
Vilnius. This is what Flash Bar is about. This
idea doesn’t go with the official opinion of
what citizens might need, what Vilnius as a
company should allow etc. So I just do it,
not by violating the law, but bending it a bit
to my side. Shadow activities are productive,
they have to be fast and they react directly
to what is going on. I think my artist prac-
tice should help to keep things fluid, not
freeze them, which is what is happening in
society normally. 

Virginija Januðkevièiûtë is the producer
of CAC TV, and is currently preparing a

young artists project combined with
research of the definitions and regimes

of contemporary authorship for 2007.

Editors’ note:the authors’ opinions are their
own. The Editors understand that the ‘burqa’ is
an Islamic costume worn by Muslim women from
Afghanistan, Pakistan, and India and respect the
right of women to wear it. We do not intend to
identify it as a ‘uniform’ or to take a position on
its legal status or media representation in Europe. 

have intentions.
Yes, this is a civil action. 
But you are suppressing the purpose of it?
Yes, for this moment we are suppressing it,
this was our first attempt to attract public
attention, now we have it – we know that
we have succeeded. 
The fact that we are here does not
mean that you have succeeded in
attracting public attention. And if you
have, it is probably not the attention
you were seeking. 
Don’t say this; other kinds of actions have
been carried out for a whole year, and it
hasn’t changed anything, they haven’t been
taken into account; but we only have to
come to the Seimas dressed in black and
here you are. By the way, where did you
start following us?
(Smiling) We did not follow you.
Anyway, it means that tomorrow we can
come with banners and say clearly what 
we want.
So, there is a purpose? 
Of course there is. (Speaking amongst them-
selves) When is the meeting at the
Municipality scheduled?
… On the fourth, Tuesday. 
… This is when we say out loud what we
want to achieve. 
Very interesting. If this is an action, it’s
understandable, but why did you chose
this particular dress? Are you aware of
what is happening in the world at the
moment? Do you know about terrorism?
Of course. But as you have already men-
tioned the costume, tell us how you react to
subcultures and various people wearing
fancy dress on the way to a party? Do you
search every Goth who steps out on the street? 
No, luckily Goths like wearing tight
clothes (so nothing can be concealed
underneath). I know what you mean,
but this, what you just did… is pointed.
After all, these make you look like
‘shakhidi’. Do you know that people
from ”Special Forces” have the authority
to use power against those sorts of
groups of people? 
But why? 
It is impossible to identify you, your
faces are hidden, and because you cause
anxiety to society, nobody – afterwards
– could tell if it did not appear to me
that you have bombs under your dress.
In America you would be sorted out for
this kind of actions immediately, faces
to the wall, an altogether… I have
taken courses abroad; I know very well

that it is possible, because these are
measures. Do you know what can hap-
pen if an ordinary Muslim woman steps
into a London underground dressed like
this?
But this is her national dress! Such a reac-
tion is totally groundless, at least not exacer-
bated by the law. This shows how far the
opinion of society is removed from the law
in some cases. 
Yes. These actions are not determined
by law, but they happen. 
It is very good that we are speaking about
it; this shows that we have chosen affective
means. Because, I suppose, the aim of any
civil action is to attract attention to the gap
between certain public opinion and the law.
This is what we aim to do as well.
(A woman)But if you are going to do it
again, take me with you, there will be
no worries then. 
And to dress you in white? How do we find
you? 
Call 112. If you report the action in
advance, many things would not have
to happen – because what is happening
here is work, it’s overtime etc. 

Virginija Januðkevièiûtë:Maaike, Vilnius
might remember you as the artist who intro-
duced us to your dictionary of black.The
subtitle of your website reads: ”directions
for use and improper use of dress”. And fur-
ther on: ”Dress in its use condition provokes
a kind of chaotic creativity that turns every
garment into a battle dress or survival suit.”
Would you consider making costumes for
this type of chaotic civic action? 
Maaike Gottschal:Hmmm, it would be
interesting to see if it is possible to design a
dress or costume that implies chaos in itself.
Possibly, it would look a little similar.
Probably I would make unique items and
not 10 dresses that are the same (why not
give every dress a different shade of black,
material and details?).
VJ:Have you heard of the ”black widow”
black that I have told you about when
speaking about the action?
MG: That’s as much as I’ve ‘heard’ about it.
So my definition of this black is a bit of a
guess about the black that is now ‘in the
air’; you see it more and more in the streets.
As black is already the colour that has in
itself all colours then this new black is totally
unsteady in its radiance. This black changes
as fast as the condition of a border-line
patient. It needs attention and is ready to
change its colour depending on its public

(it’s drifting and floating). It mirrors; it
reflects the uncanny and existing fears, and
in the case of those of us familiar with a lit-
tle sabotage – it provokes fearlessness, a jolt
of recognition, of joy and excitement, and a
grin. This black is impatient, wants change
and is willing to take risks even if that pro-
duces signs that can be easily misinterpret-
ed. You can hardly ”read” this black it’s
gone (or changed) while thinking about it. It
probably feels exciting wearing this black
because you are ‘undercover’ but also ‘scary’
because the signs it gives are hardly your
own; or you should change focus. 
VJ:The idea behind the action was to trig-
ger public attention, but the walks did not
convey any message about what they were
hoping to achieve (although behind-the-
scenes the objective had been clearly
defined). So it was a rather abstract disrup-
tion of the fabric of the city, that spread a
sense of danger (apparently, loads of people
called different emergency and security serv-
ices) despite, or maybe because, of the fact
that on a closer look the costumes of the
”widows” were more reminiscent of KKK
garb than anything associated with contem-
porary terrorism. And the appearance of a
group wearing KKK uniforms in Vilnius is
publicly associated with stag parties more
than manifestation of a real threat.
Nevertheless, the action took place synchro-
nously terrorist acts on an international stage. 
MG:”Art crime”... interesting! But what is
crime now that real crime is invisible, or just
everywhere in the undercurrent of daily life.
You can’t really catch it or see it. It only rais-
es the hair on your neck when passing by.
It’s like the insecticide coating the skin of all
the sweet oranges in the supermarket. It’s
there but better not consume it – don’t lick
your fingers after you peeled the orange.

Virginija Januðkevièiûtë:This was one of a
number of actions associated with your
”Pro-test Laboratory” project (kick-started at
the time of the Populism exhibition in 2005
and aimed at saving an important Vilnius
cinema from demolition/redevelopment).
What, in effect, did this action achieve? And
was it a socio-political achievement or more
related to the internal dynamics of the
group involved in the Pro-test Lab?
Nomeda & Gediminas Urbonas:It ‘s
worth saying that a collective, communal
action or what is being called ”doing
together” inspires a cultural and political
imagination and grants a certain feeling of
dignity. Just like anything made according to

Pro-testo laboratorija, Ðachidþiø akcija / Shakhidi A
ction by Pro-test Lab, V
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Post-script

Virginija Januðkevièiûtë investigates the
scene of a crime...
During summer as part of an artist initi-
ated protest action several figures
dressed in full black burqa-like costumes
wandered the streets of Vilnius; visiting
a supermarket and spending time at the
fountain next to Parliament. In
Lithuania (which is mono-cultural) the
sight of a burqa potentially triggers
associations with Islamist terrorists, or
freedom fighters, among them a group
known as ”shakhidi” or ”black widows”
that were first active in Afghanistan
and more recently in Chechnya. Of
course Islamist terrorism is now a world
problem. Traditionally burqa are blue,
and are worn exclusively by women,
and in the action some of the partici-
pants were men. An hour later, after
their visit to the Parliament square, the
participants were ‘detained’ by security
services; though they had already
changed into their regular street-
clothes. This interview-project consists
of a reconstruction of a conversation
between security staff and the partici-
pants, alongside post-script queries of

two of the organisers artists Nomeda &
Gediminas Urbonas, participating artist
Mirjam Wirz who also makes socially-
activated art [see artist’s project in
INTERVIU nr. 2], and Amsterdam based
designer/artist Maaike Gottschal [of
Thisisnotparis].

Hello, who of you is the organiser of
this action?
(Silence) 
Who is the organiser of this action? 
The organisers are abroad (laughs).
Are you participants? (Addressing a man)
Who are you, please introduce yourself. 
(Lies) I am the Second Secretary of Vilnius
City Municipality.
Please show your documents. We are
from the State Security Department.
What is this action? 
A promenade.
What has it been organised for? What is
the aim of this action? 
This you will find out later, but thank you
for showing your interest. 
Actions have to be reported in advance. 
An action has to be registered only if there
are more than eight people participating, we

studied this up. And we are seven. Why do
you ask? 
We represent the society’s reaction. 
Did society react in some way? 
Yes, overwhelmingly so. Your appear-
ance causes panic, and we want to iden-
tify the cause of it. 
But we did not perform any aggressive
actions. We only kept silent, no movements,
we did ‘nothing’. 
Sometimes silence can be very aggressive
too. Aggression was emanating from you;
I saw it, despite what you are saying.
After all, you were totally hidden behind
what you wore. Accept it, it wasn’t just
a walk, after all you did not approach
the Seimas [Parliament] for no reason. 
No, we did not go there for no reason, but
we did not show any aggression – we even
spread out when we came to the Seimas,
we didn’t stand in one group. The guards
had to approach us one after another and
we did not react to their questions in any
way and in the end they did not react to us
in any way either. 
Alright, that’s great. But please under-
stand that the costume you have chosen
to wear and the location imply that you
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Gallery’s building – I should try again in
November or in a half year’s time. For lack
of something better I turned to the Antanas
Þmuidzinavièius Collection, the Devil
Museum. And here we are – no need to talk
of the devil! What an Eastern European case
study: the lack of art and the Satan himself.
This is the perfect (and didactic) metaphor
for political art. Though reality is slightly
more complicated than this shallow
metaphor – as the conference papers later
confirmed.

We must keep in mind that Eastern
European art as a category was conceived
by the West during the nervous political
atmosphere of the Cold War. The confused
new left intellectuals tried to re-set the obvi-
ously malfunctioning software of Marxism
by creating this ”Eastern European Art”
term. Though Lenin’s far-flung shadow and
Stalin’s essence stuck-like-glue, along with
politics and art, to this part of the globe.
And nothing is more adhesive than tyranny:
in those places affected by it, it exists every-
where. As described by the Hungarian poet
Gyula Illyés in his ”anthem” of the 1956
revolution: ”at the opera, in trumpet cry/in
the uproarious lie/of grandiose statues, of
colours/in galleries/in the frame and the
wash/in the very brush.” 

The conference traced two lines: on one
hand it analysed the dark past with histori-
cal accuracy and on the other hand it
attempted to discover new and alarming
phenomena of the post-communist present.
The latter section presented a pretty dark
picture of the present. According to Egidijus
Aleksandravièius, one of the main speakers
from Kaunas, the poly-semantic Aesopian
language has survived and still exists today
in post-soviet and post-colonial settings. At
the same time Izabela Kowalczyk claimed
that Polish conservative forces are liquidat-
ing the progressive values of art recalling the
darkest times of censorship. Matteo Bertelè,
an Italian scholar, spoke about the new
career of the Soviet soldier sculpture in
Berlin restored in 2000 in connection with
the flowering friendship of premiers
Schröder and Putin. It is oppression, politics
and power again. Has anything changed?
Sometimes I feel we should not let theorists
speak about post-communism. It is a sitting
duck – one is able to analyse effortlessly the
long-reach of the dark past in virtuoso essay
form. But these essay-like trains of thoughts
with no empirical feedback are usually
blown out of proportion. Where is the bor-
der-line between the system-specific and the

eternal constant phenomena? Where is the
border-line between the devious, poly-
semantic, communist parlance and the ab
ovoabstract symbolic language? Where is
the border-line between the soap-box orator
of free art and the enforcement of the claim
of radical political forces? Where is the bor-
der-line between the act of a democratic
superpower and the culture-diplomacy of an
aggressive former superpower which is day-
dreaming about the Great Empire? (Nota
bene: If America had left behind a Freedom
Monument in Kabul two decades ago,
would they have re-polished it now or not?).
During the after-lecture debate even Piotr
Piotrowski noticed that we are debating
about democracy itself.

It seems to me that Post-Communist
Studies miss the coherent and moderate
vision of the present which is based on the
regularly explored image of the past. At first
we have to find the correct figures to speak
about communism in order to start speaking
about post-communism. It is not equal to
the incomplete recall of forgotten memories.
What one saw in the 1960s is very impor-
tant, but not satisfactory in itself. Just let me
mention a popular Hungarian example: the
spy files of a few legendary Hungarian
artists have emerged recently (such as film-
maker Istvaÿn Szabó). Nobody would know
about these dossiers without the work of
archivists since most of the concerned some-
how ‘forgot’ their memories. Without these
pure traces and facts of memories the past
would become disfigured, rose-coloured,
and even heroic. Therefore I especially like
those studies which try to analyse the multi-
level past – sine ira et studio. And quite a
few exploratory themes emerged at the con-
ference. For instance Giedrë Jankevièiûtë
analysed the Proto Socialist Realist propa-
ganda art embodied in Lithuanian graphics
in 1940–41. Vojtech Lahoda examined how
Picasso became undesirable for the Czech
Communist regime and how later commu-
nism became uncomfortable for Picasso as
well. Linara Dovydaitytë tried to fit the
Lithuanian expressionist painting flourishing
from the 1960s to the main body of official
and non-official art. And there was Marta
Filipova who analysed the progressive tradi-
tion making of Czech Communists who cre-
ated a class-struggle out of the medieval
religious uprising of the Hussites.

The birth of these case studies is very
important in order to understand the recent
Eastern European past as they help to sepa-
rate historical facts. Communism follows the

same screenplay everywhere. Not only
because it was principally written in the
Soviet Union but because the joining of
Communist and Eastern European reality
induced similar procedures and events in dif-
ferent countries. The way oppressors hand-
ed the power over within the KGB building
(now the Museum of Genocide Victims) in
Vilnius was just like the Nazi soldiers giving
the key of the House of Terror over to com-
munists in Budapest. (And finally both of
them became Historical Museums in the
same way.) Just like the Sculpture Park, the
cemetery of communist monuments on the
outskirts of Budapest, we can find the
Lenin-sculptures in Gruto Parkas 150km
from Vilnius. The common and the national
specific facts could only become clear after
the completion and release of case studies
and then we realise why the Lenin monu-
ment in Vilnius was made by the same
Soviet court artist, Nikolai Tomsky, who
made the statue in East Berlin. And why one
Soviet monument is being re-polished and
the other demolished. Answers are not so
easy to give... Concerning nostalgia, it is not
dangerous or something we should be
afraid of. Gruto Parkas is simply a couleur
locale– I would never exchange its soviet
Nostalgia Menu with the wonderful
restaurants of Vilnius’s Pilies Street!

Gaÿbor Rieder 

Gaÿbor Rieder is an art critic based in
Budapest; he also is a Ph.D-student in

the Eötvös Loránd University writing his
Ph.D thesis on the history of Hungarian

Socialist Realist Painting. In 2006 he
spent two month in Vilnius researching

‘international’ Socialist Realist art.
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potential balance to the dictatorship of the
global system. 

Recommended:cold synthesis. Even
though it is just a not approved physical the-
ory, which hypothetically presupposes that
there is a possibility to start a nuclear reac-
tion at normal temperatures, so that nuclei
start the process of conjunction, while a
huge emission of energy happens. If in
Lithuania by some experimental means we
succeeded to approve this theory, no doubts
the centre / periphery map of the world will
change.

Trauma?
Restoration of independence and political
reformation are an historical experience
common to Lithuania and Slovakia. Both
Maria Oriðkova and the participating
Lithuanian art historians honed-in on
aspects of ideology and evaluation of art
heritage/art history: and reflected that the
changes in the ideological value system still
mark Lithuanian and Slovak discourse.
Interpretation and evaluation of double art
strategies and standards, formed during the
totalitarian/authoritarian regime remain one
of the most important and difficult tasks for
an art historian in CEE. As Lithuanian art his-
torian Giedrë Jankevièiûtë says: ”Historical
consciousness in Lithuania is still very selec-
tive… We notice the absence of an open
regard towards the past”. To all this we
should add Oriðkova’s idea about art history
as an instrument for constructing identity (in
regards of ”the other”), which is modified
according to its political system.

Separate aspects of double heritage of art
and its evaluation were questioned when

revising the notion of ”semi-non-con-
formism”, a term coined by Lithuanian art
historian Alfonsas Andriuðkevièius in the
1990s. An equally compelling strategy for
interpreting the heritage of soviet art was
offered by Skaidra Trilupaitytë synthesising
discourse currently in the air. According to
her, when evaluating soviet Lithuanian, and
also other Baltic states, heritage of art it is
necessary to conceive it as being two-fold,
which is not analogical to today’s situation,
when centre is equivalent to West Europe.
After reminding, that the flow of informa-
tion was effectively censored and reorgan-
ised by the ”iron curtain”, Trilupaitytë relat-
ed the space controlled by the soviet system
with a new centre, Moscow: reorienting
centre-periphery discourse relative to the
interpretation of soviet Lithuanian art.

Recommended:intensive course of rehabil-
itation, based on Carl Rogers methodology
of individual training.

‘Hacking’ as a creative act? 
Ekaterina Degot was one of the stars of the
conference. No doubts that one of the most
active Russian art curators and critics
attained her status as a ‘name’ expert by
breaking down stereotypes. Her paper was
based on the concept that socialist realism
should be treated according to the context
in which it was created; it should be treated
as a social project, not necessarily art. The
historical context of this social project
should be presented in a complex exhibi-
tion-installation, where all the disciplines
related to the project would be present:
painting, industrial design, poster, documen-
tary film, photography, various materials

from archives, and so forth. Both dark and
light parts of this Utopia project should be
included. Only with the help of a brave,
non-traumatised, position is it possible to
redefine the painful soviet heritage. It is
important to mention, that discussing
‘trauma’ is a sign of health. 

Simon Rees shared his Australian and New
Zealand experience: he offered a method to
overcome the geographical imbalance of
knowledge and power, which determines
categories of centre and periphery. The opti-
mal resort from the situation is to manage
the distribution of information in, and from,
the so called periphery. This action would
aim to accumulate global discourse and
spread it at the local level. The publishing
projects her mentioned belong to such
methods. 

Recommended: consulting. Ostap Bender
knows 400 combinations, how to ”hack”
the mono-centric canon…

p.s. And this perpetual question, whether
we are late? According to the paradigm of
nationalist mentality, I can reply with no
doubts – no, we are not. We belong to +2
GMT, so we are ahead of ”Western”
Greenwich.

Giedrius Gulbinas

Giedrius Gulbinas was recently 
appointed to the position of curator at

the National Art Gallery and has a
strong interest in media-art: co-coordi-
nating events such as the Sound-Zone

festival and Centras 
multi-media festival in Kaunas.

The Art Institute at Vytautas Magnus
University, Kaunas
October 26–27, 2006
Conveners: Linara Dovydaitytë & 
Jûratë Tutlytë

On a foggy late October Tuesday, the elderly
gate keeper lady advised me to leave the
Vilnius Picture Gallery building – I should try
again in November or in a half year’s time,
she said. I had woefully faced the most
leisurely developing main museum in the
Baltic States. Therefore I got on the train

and travelled to Kaunas, where the Vytautas
Magnus University organised an internation-
al conference on the meeting points of art
and politics in Eastern Europe. It was sad to
see that the museum situation in Kaunas
was the same as well. The old gate keeper
lady advised me to leave the Kaunas Picture
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identity within the global discourse.  And
”in harmony” the conference participants
took a crack at [a] universal
rethinking/rewriting of art history from their
relative positions. 

The biggest headache for the speakers,
and contemporary art historians in general,
was agreeing on the mono-centric canon of
art history to use as placebo – clearly a diffi-
cult proposition to agree on. So let’s see
what positions and what suggestions were
proposed.

Post-colonial relations?
It’s important to note that a remark about
the revival of locality mentioned by Maria
Oriðkova (Academy of Fine Arts and Design
Bratislava), had a direct reflection in every
speech in the conference. According to
Oriðkova, it is possible to distinguish two
dominant paradigms in art history: imperial-
istic and colonial. It’s not a coincidence that
the stress on the geo-political is high on the
agenda of [the] art world’s self-perception,
which made apparent yet another aspect of
the global system. Despite the mutual
efforts made by centre and periphery to pre-
vail-upon the mono-centric dictatorship of
canonical art history, despite efforts to cre-
ate a poly-centric map of art history, also to
disperse the concentration of the power in
the global art world, despite all this, particu-
lar principles and methods, which are being
harnessed in this effort should be scrutinised. 

Bartomeu Mari, curator atMuseu d’Art
Contemporani de Barcelona (MACBA),
when introducing the strategy of this rela-
tively young museum, highlighted a twin
strategy: representing unknown Spanish
artists, and representing the art of Latin
America. Christiane Berndes a senior curator
at Van Abbemuseum in Eidhoven, empha-
sised that the main collection of this institu-
tion consists of the works by West European
and North American artists, and recently the
museum became very much interested in
Central  Eastern Europe (CEE) and Asia. Is it
a coincidence that both centrist institutions
(MACBA and Van Abbemuseum) work with
peripheries representative of Spanish and
Dutch colonialism (in South America and
South East Asia)? This is why the colonial
geographic implication calls into doubt (it
can also be acknowledged as some expres-
sion of paranoia) the declared ideals of
decentralisation, dispersing if concentration,
and the demolition of stereotypes.

Recommended:include the Anarchist

Cookbookin the compulsory reading list for
BA students of art and art history.

Regionalism?
Certain similarities in practice between the
Museum of Contemporary Art Belgradeand
Bergen Art Museum became apparent. As
Dejan Stretenoviè emphasised, the Museum
of Contemporary Art Belgrade is one of the
oldest in CEE. Established in 1958 as a
gallery of modern art it was oriented to pre-
senting a ‘grand narrative’ of art in support
of the ideological construction of the new
Yugoslavian nation state. In 1991 after the
atomisation of Yugoslavia, when Serbian
nationalists took over the government, the
museum suffered a decline. An enforced,
strictly political, strategy meant that only
local artists, and only those who were ”on
good terms” with the government, were
represented. The situation changed in 2000,
after the fall of the Miloðeviè regime. Then
once again theMCA, Belgrade had to refor-

mulate their strategy; and decide what rela-
tion with ex-Yugoslavian republics should be
sustained? After some tooling it was decid-
ed to return to the primary museum mis-
sion. Now the museum looks in three direc-
tions: representation of the local art scene,
re-interpretation of the (Balkan) regional art
scene, and its integration within the global
system. (And it is also engaged in a building
project).

Bergen Art Museum functions in a similar
fashion. It positions itself relative to the
Nordic group of countries and that regions
art history. During the last four years the set
of exhibitions (Concrete2002, Anxiety and
Desire2004, Utopia and Nostalgia2005).
Concrete, about non-figurative painting
attempted to reinterpret Norwegian art in a
broader context: both in the Nordic art con-
text, and also in the frame of the Western
system. In both cases the MCA Belgrade
and the Bergen Art Museum having a strong
regional orientation can be perceived as a
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painters respect him for his handling of
black – apparently he was capable of pro-
ducing many shades of black. He is also
famous for re-arranging nature to look
‘proper’ on canvas. The famous Lithuanian
painter Vygandas Paukste said: ”If a branch
on a tree in terms of composition would sit
in the wrong place, Ivan Shishkin would saw
it off and spike it up in a different place on
the trunk where it would look more harmo-
nious in the painting”. In a way, this was an
early version of Photo Shop… the doctoring
and post-production that makes the world
look real. It is the same principle with the
energy lines: the hanging of the photos is
done according to the power fields in the
Kunstverein that Vilius and Vaclovas mapped
out, and which in this way become the reali-
ty of the picture and the installation.
LBL:I understand that Vilius and Vaclovas
usually do their mapping of power lines for
living spaces. This must be the most com-
prehensive mapping they have undertaken?
AR:It was my intention to expand the prin-
ciple of geo-energetic research and to do
mapping. The biggest mapping we have
done so far is in Berlin, where we are work-
ing on a stretch from the Siegerssäule to
Unter den Linden. It is still on the working
table with the great help by computer man
Dainius Dapkevicius; I hope to show it in
Berlin in November. The Frankfurt mapping
is different as it was a very strict and exact
process based on many excursions in the old
town, and certain spots in the Stadt park. 

LBL:How do Vilius, Vaclovas and the other
participants feel about being part of this
kind of public manifestation?
AR:When Roll Over Museumstarted, the
car enthusiasts kept a distance at the begin-
ning, but later on, when we moved to Berlin
with the cars for the exhibition, they them-
selves started to explain to people what they
were doing. German TV came and asked
”Where’s the artist?”, and Saulius Stepulis
said, ”There’s no need for an artist. We can
explain it ourselves!” So I could take a
break, and they went away being actually
very fond of contemporary art. As for
Vaclovas he is a man of strong will. Later
everyone who got involved with the Kraft
der Erdeproject did their best, and in the
end the photos I came up with were accept-
ed by them.
LBL:A central theme seems to be non-con-
trol, of whether one is capable of opening
up to an otherness that becomes part of a
decision process.
AR:There is such a moment, also in Forever
Lacking, Never Quite Enough 2001–2003. I
collected footage in a cinema archive and
edited fragments from the newsreels in such
a way I believed my grandfather would have
told the story. I invited my neighbour, the
poet and mathematician Genius Strazdas –
one of 90,000 poets in Lithuania – to read
his poems as part of the installation, as I
believed that his being from the same gen-
eration as my grandfather would add some-
thing to the story. I told him, ”This is from

your time, the mental landscape of the first
part of the 20th century”. But Genius told
me, ”There was so much anger and hatred,
and nothing like that is evident in all those
documentaries. Anyway, I will read my
poems.” It all grows out of nothing, or the
story was constructed out of something that
never existed.
LBL:Or the stories grow in-between, in the
relations between people, memory and rep-
resentation.
AR:It is the same with the energy lines:
Vaclovas went around with his divining rods
and said ”Here they are!” And I said, ”Well,
let’s mark them out” and we made a map
out of lines and green and red squares. Like
invisible walls, new spaces that grow out of
nothing.
LBL:I am fascinated by the idea of the
unknown as a productive force, in the way
that I’m more interested in what I don’t
know than in what I already know.
AR:Genius worked all his life in a factory,
but some forces made him write poetry and
play with numbers and mathematical formulae.
There was no reason at all for him to do it.

Lars Bang Larsen is a freelance curator
and writer based in Frankfurt, who

teaches a course on global psychedelia
at Konsthögskolan, Stockholm (and is

writing a doctoral thesis on the topic).
Larsen is an editorial board member of

INTERVIU.

October 21–22, 2006
National Art Gallery & Contemporary
Art Information Centre of the
Lithuanian Art Museum, Vilnius
Convener: Lolita Jablonskienë

”Wouldn’t it have been easier to produce
these plinths here, instead of carrying them
all the way from Poland?” a logistics person
asks. ”I don’t know,” I answer without
thinking too much. ”It’s part of a video
installation.” Out of naieve politeness I add:
”It’s by the renowned Lithuanian artist Jonas
Mekas, who represented Lithuania at the

famous Venice Biennale”.
”It’s clear.” As, with equal politeness the
logistics person terminates the conversation.

Was it really so clear? I rephrase Artûras
Barysas in my thoughts: ”It’s so clear that
you even don’t want to understand,” then I
thank the logistic person for help. The dis-
comfort of lugging the enormous MDF
plinths cooled my thoughts.

For the record, there is a project underway
to open a new National Art Gallery on the
right bank of the Neris River in Vilnius
(scheduled to open within five years).
Accordingly, the nascent museum has com-

missioned a special program of academic
conferences focused on topical museum
issues in the lead-up period to the building
opening. Apart from the frustrations of the
building project itself, the museum faces
problematic issues of framing the period of
art history – coincidental with western mod-
ernism – belonging to the Soviet era. This
became the main theme of the conference.
Hence ”Histories Outside of History: muse-
ums and a multitude of histories”. Briefly,
the conference was about breaking down
the stereotypes, ideological implications,
self-analysis, and codified construction of
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asts, right wing extremists or bikers,
the collaboration with the pagan com-
munity in Kraft der Erdedoes not take
the form of activist empowerment, but
is rather the making of an antagonistic
relation that opens up the white cube’s
conventions and horizon of expecta-
tions. In the portrayal of the pagan
community and his assimilation of its
belief principles in the spatial organisa-
tion of his exhibition, Raila is asking the
beholder to appreciate the unlikely co-
existence of paradigms – namely con-
ceptual art and geo-energy. Raila pins
down the beholder in a dilemma: if you
believe in planetary balance through
geo-energy, you are a nut; if you don’t
believe, you are a cynic. Rather than
being a dead-end this dilemma opens
up to the transformation of belief into a
methodology that is active in relation to
other discourses and sociologies.

At the same time, Kraft der Erdestim-
ulated a Utopian imagination and is a
testimony to the pleasure of being con-
fronted with what is unknown or not
yet mastered. The project is also a medi-
tation on landscape as the place of
identity, and it asks what we can learn
from nature after modernity’s nature-

culture conflict has been dissolved. The
exhibition also included the video
installation Forever Lacking, Never
Quite Enough2002-2003 a montage of
historical footage, and the photo/video
work Der ursprüngliche Himmel2002, a
reconstruction of an aurora-like light
phenomena that the artist claims to
have seen in the winter sky.

Lars Bang Larsen:I have been asked if I
believed you were serious.
Arturas Raila: It is the same after every
new project: ”Is he serious? Does he always
do the same?” after Under the Flag2002
was shown, people asked, ”Is he involved in
this party?” After Roll Over Museum2004
with car enthusiasts people asked, ”Is he
into tuning?” Now it is the same: ”Is he a
pagan?” So when they ask, ”Is he serious?”
then I answer, ”Yes, for sure, I am serious
about my work”.
LBL:What would you say connects these
projects, apart from the obvious fact that
you collaborate with sub-cultural or religious
communities?
AR:After the publishing of the book Roll
Over MuseumI intended not to use the par-
ticipation method any more. And I have quit
with video. I noticed that I began to prefer

still-images. Thus, I turned the face of the
monitor to the wall in my studio in Berlin
and was looking at my photos of the forest
for hours. At the beginning of Kraft der
ErdeI started to research the subject of
landscape – which again developed in the
direction of the same methodology, the
same involvement, same type of participa-
tion in another peripheral group. However
Kraft der Erdeis less focused on deconstruc-
tion than the previous ones.
LBL:I guess that what might be called a
deconstructive aspect in the exhibition is the
way that space and belief supplement each
other: you may not be a believer but you
can see the effects of belief in the gallery. In
this way the representation of power lines
or inexplicable light phenomena is as much
about how they affect the space in which
they (maybe) take place, as about the phe-
nomena in themselves.
AR:Yes, but if you follow Under the Flagfor
20 minutes, a kind of shift happens. In the
end, you find out that it has nothing to do
with propaganda. Such a complicated mes-
sage is possible only due to the moving
image. But maybe I need some more dis-
tance. After all, the works in Kraft der Erde
are witness stories, and I am also giving my
own testimony. A curatorial student from De
Appel asked me about Primitive Sky, ”Why
does it take place in Lithuania?” I answered
by asking if it would have been better in
New York? I’m a witness: I start with things
that are close to me in order to deal with
things that are far away. But at the end of
the day it has nothing to do with the repre-
sentation of the country, the name, the
gallery or some group of interests. That is
also why I call the photographs in Kraft der
Erde”plug-ins”. They are like mother’s fairy-
tales in your memory, still-images over-
loaded with a narrative that allows your
imagination to wander. After much intense
work I finally managed to produce eight or
10 pictures in two years. The final selection
is made out of many images. It was difficult
to find the right place, light and situation,
so I returned repeatedly to get the right
”vision”. In this way, having started with
photography it became more about painting
strategies – that is how the Russian nation-
al-romantic landscape painter Ivan Shishkin
appeared in the project.
LBL:Did he also paint Lithuanian landscapes?
AR:It doesn’t matter. I could also mention
Caspar David Friedrich. However, during the
modernist era Ivan Shishkin was specifically
identified with kitsch. Nowadays some
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compete – with their curricula ideas – to
attract students. Competition would emerge
naturally as well as the interest of every
school to present its strengths. Soon every-
thing would form a different order. 
DT:But is it realistic in Lithuania?
MN:Of course, there is no guarantee that
all three schools would survive. And you
know how nobody wants to risk anything.
People in Kaunas (the branch of VDA in
Kaunas) had tried to separate, but their
determination lasted approximately two
weeks: from the first to the second meeting.
There would be no need of additional fund-
ing from the budget because VDA would
simply split into separate branches: financ-
ing as well and they could do whatever they
wanted. Yet soon competition would
emerge and every institution would be
forced to think how to position its self and
what level training programmes it would be

able to offer to its students: not only to the
local ones, but also to students from Asia or
somewhere else. But we don’t need any
Asians, we Lithuanians are so beautiful and
clever; ”beer and victories unite us”! 

These are gloomy forecasts. And
our ‘collective farm’ is of incredible size: we
even have a castle [the castle in Panemunë,
Jurbarkas district: inserted DT]. Our ‘collec-
tive farm’ has a billionaire’s perspective. And
who pays for this? 
DT:You think this is simply corrupt manage-
ment? VDA has property, which is being
used nobody knows how, and more time is
spent over this than on designing real strate-
gies and models of academic training?
MN:There are some strategic plans being
created with regard to property manage-
ment. We will develop cruise tourism: the
bed of the Nemunas River will be deepened
up to Jurbarkas, and cruise boats will navi-

gate to the Jurbarkas wharf from Klaipëda.
Everybody will get out at the Jurbarkas
wharf and have fun in the halls of the cas-
tle; then they will sail off. There will also be
a development of conference tourism there.
Boats are not very comfortable for confer-
ence tourism: they swing, and conference
tourism may require a new – correct – ventila-
tion system in the castle. It is something total-
ly different to breath the air in the castle…

Dovilë Tumpytë is a curator at the
Contemporary Art Information Centre
(CAIC) of the Lithuanian Art Museum.

She recently co-curated a survey exhibi-
tion of young Lithuanian artists titled
SelfObject for the museum’s Radziwill

Palace venue.

In late September, Arturas Raila opened
his solo exhibition Kraft der Erdeat the
Frankfurter Kunstverein. For this new
photo installation, Raila continued pre-
vious collaborations with groups who
are not otherwise represented in art
spaces, in this case a community of

Lithuanian pagans/esoterics. The pivotal
point of the exhibition’s preparation
was Raila’s mapping of earth power
fields in the centre of Frankfurt togeth-
er with the extra-sensors Vaclovas
Mikailionis and Vilius Gibavicius. On a
big city map was shown how the power

grid produced a whole new space in
and of the city, and Raila’s photos from
the pagan community’s ceremonies in
the Lithuanian countryside were hung
according to the distribution of power
lines within the gallery.

As in Raila’s work with car enthusi-
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country. All other schools in Kaunas,
Klaipëda and Telðiai are subordinated to it as
its branches. Such a situation would be
impossible in business. There are laws all
over the world, which help ensure that a
monopoly situation cannot form in any
business area. Even Bill Gates isn’t protected
from this. Several years ago a famous court
case in USA did not allow the formation of
a gigantic global monopoly in digital
technologies. 
DT:This situation means that there is no
competition...
MN:Precisely. If there is a monopoly, the
environment is not competitive. And when
this happens, there simply cannot be servic-
es of the highest standard. Even such
monopolists in Lithuania as suppliers of elec-
tricity have already been divided into East
and West networks of distribution. We have
now monopolised services of aesthetic edu-
cation in the country. To apply the winged
words of Edward Gudavièius to the situation
at the Academy, we really didn’t like the
Russian collective farm, but we find the
Lithuanian collective farm wonderful… 
DT:The training of artists is staff dependent.
Don’t they have enough freedom in design-
ing teaching programmes? 
MN:As we all know, it is useless to speak of
high economic productivity on a collective
farm. Structure is a particularly important
thing: it imposes strict regulations. Change
requires structural reform. Monopolist sys-
tems automatically lead to decline. On our
‘collective farm’ one aspect related to our
worldview is important: we tend to think
that general laws are not valid in the
domain of culture or, more specifically, art.
This is a mysterious and extraordinary activi-
ty in which various higher forces manifest
themselves, and apparently it can exist in
some parallel reality. But this is self-decep-
tion, which has nothing to do with life. 
DT:Isn’t VDA somehow affected by
Lithuania’s accession to the EU and the
opening of opportunities for Lithuanians to
study abroad? 
MN:In fact, this does not affect us at all at
the moment, for all the academy’s efforts
have been directed towards the enlarge-
ment of its monopoly. What are the conse-
quences of this monopoly and its ideological
roots? To my mind, worldview is very impor-
tant in art as well as in life. Art is affected
by ideologies and participates in the distri-
bution of ideas. VDA is a product of nation-
alist and socialist ideas, and this is automati-
cally directed towards isolationism (not

encouraging departure abroad). 
Self-criticism is essentially alien to nation-

alist ideology; it accepts external criticism
also very painfully. Nationalist ideology is
based on a primitive opposition: we are
good, and others are not so good. I am very
sorry that I have to speak in this way about
my older colleagues who started creating
such a structure in the early-1990s and are
still creating it. I am really very sorry about
this. There are some more old relics. My
own, and an older, generation has a ‘reflex’
in our blood: the fear of public speech. It is,
to say the least, considered disadvantageous
to declare your views publicly and, perhaps,
even dangerous. 
DT:During the exhibition of the best work
by MA degree students organised by the
Academy at the end of the 2005–2006 aca-
demic calendar there were lots of state-
ments made about the integration of VDA
into the accelerating contemporary life, co-
operation with the business sector, but not
about the quality of artistic education or
innovations. It seemed that the integration
of VDA graduates into contemporary market
was the only problem and target. Is this the
main concern and activity of the VDA
today?
MN:In other words, ”somebody has to buy
more potatoes in our market”, yes? We can
move onto another subject. A plaque is
attached to the wall at the entrance: ‘Vilnius
Academy of Fine Arts’. I have been saying
for several years now: please, replace this
plaque because this is no academy, but an
art institute as it was during Soviet times
and it has remained so. Because an academy
is an institution in which problems of pure
art should dominate. What dominates in our
institution? Connections to the business sec-
tor! This is not an issue of art or aesthetics;
this is a type of sales-pitch: elementary busi-
ness that has some relationship to applied
arts. An academy should care about studies
of aesthetic problems! Research into aes-
thetics and forming ideals based on past,
existing or dominating philosophical plat-
forms! It is possible also to say it this way:
art translates philosophical ideas into visual
language. Only then applied artists grab
those ideas and try to adapt them: this is
another process, which also has many phas-
es. Finally, we buy chairs of a particular
design, packaged crisps in supermarkets; we
wear jeans and not Pakistani trousers. It was
not designers and architects who invented
contemporary ‘mixed-tape’ interdisciplinary
strategies. First it was Andy Warhol, and

only then, Vivienne Westwood.
Now I have come to the most

painful and most important points: ideologi-
cal indecisiveness is one of the main and,
perhaps, essential characteristics of a
province. Inability to formulate independent
ideological priorities: this is where provincial-
ism starts. Nationalism has happened to us
automatically, and socialism is like a bride’s
dowry.
DT:Various reforms took place during the
last year at the VDA. Did they have any
influence on the programmes of art-stu-
dents’ training?
MN:During the last year everything was
done to reinforce the monopoly. Even the
efforts of the Ministry of Education officials
have been directed towards increasing the
power of the Rectory [Chancellery]: to
strengthen authoritarian managerialism. Can
you imagine? Authoritarian rule is being
strengthened in an academic community –
this also comes from the Soviet past.
Management of schools of higher education
should be based on the model of a demo-
cratic parliament.  
DT:What role do the departments have to
perform then? How much can they partici-
pate in creating VDA strategies? 
MN:They can only proffer advisory opinion,
which the rector does not have to take into
account. I am concerned that the environ-
ment for serious aesthetic research is melt-
ing like an ice block broken off the iceberg.
As we all know, the interests of pure and
applied arts are diametrically opposite and
the oppositional structure is powerful. We,
the representatives of ‘capital-A’ art for
whom such a system seems absurd, are a
clear minority (some 10%) and it is tremen-
dously difficult to find our place in that
structure. This requires enormous effort all
the time. Eventually, you get tired of fight-
ing like this. You think: who needs it? 
Stuff ‘em!
DT:Are there any discussions on this issue
going on at the VDA? Are there any
attempts to look for some solution (follow-
ing examples of ‘successful’ Western
European Academies at least)? 
MN:There are no discussions about this at
all. Such a monopolist structure will do any-
thing to defend itself: this is the law. It is
possible to improve it only from outside.
And it should be completely different. There
should be three independent schools of
higher education in art. One in Vilnius,
another in Kaunas, the third one in the
coastal area (Klaipëda, Telðiai), which would
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manifest at the Academy: such an old-
fashioned guild-based division is, at
least, unaccountable in contemporary
art scene if what we train are ‘artists’
not craftsmen. The situation is slightly
different in the Photography and Media
as well as Sculpture Departments, which
try to augment the specifics of media
with discursive practices. 
In the wake of recent exhibitions repre-
senting the Academy (VDA students’
exhibition to commemorate the 210-
year anniversary of the Academy, We
Are Coming, 2003; exhibition of VDA

MA degree students The House of My
Art, 2006) concerns amongst the profes-
sional art community have heightened:
as those projects were largely devoid of
strong ideas and creative potential. It is
high time to wonder what kind of
artists are being trained at the VDA and
what are the reasons for this situation?

Interim Professor of the Sculpture
Department, Mindaugas Navakas,
reveals his views concerning the prob-
lematic organisation of the educational
process at the Vilnius Academy of Fine

Arts. Internationally, Navakas is one of
the best-recognised contemporary
Lithuanian artists, winner of the Herder
Prize, Baltic Assembly and Lithuanian
National Culture and Art Awards; and
the first representative (with Eglë
Rakauskaitë) of Lithuania at the Venice
Biennale (1999) who has also participat-
ed in several Nordic-Baltic biennials and
was included in the inaugural Gwangju
Biennale (1995).

Dovilë Tumpytë: What is happening at the
Vilnius Academy of Fine Arts? What has
prompted you to speak publicly?
Mindaugas Navakas:I will start with his-
tory. Recently VDA celebrated its anniver-
sary. Plaques with ”200 years” written on
them hang at the entrance to some depart-
ments of the Academy. Yet this Academy is
only around 55 years old, for it was actually
founded in 1951 when the art school was
moved from Kaunas to Vilnius and two
schools of higher education were united.
The link to the historical Academy, which
was here 200 years ago, is only normative,
i.e. determined by somebody, for instance,
a Senate meeting. This has nothing to do
with historical truth. The faculty that was
here during the times of Polish occupation
had been moved to Torun and still exists
there, has all the regalia, historical docu-
ments and sceptres.
DT:The Academy in Vilnius was formed
from scratch?
MN:Without any doubt. All staff came
from Kaunas. We would like it very much
that our Academy was very old, but in reali-
ty it was founded during Stalin’s period – a
very infamous period. Who would like to
boast of that? The second interesting thing
is this: I remember the beginning of the
1990s when we won our freedom, when
everything had a fresh start. Unrest among
the supporters of Polish autonomy in
Ðalèininkai and similar things were going
on: we developed distrust of the Polish side
and the anti-Polish mythology of the inter-
war period was revived; people were whis-
pering (although not publicly): ”we should-
n’t give the Academy to the Poles”. Soon it
became clear that such an ideology had
been short-sighted because Poland is one of
our strategic partners in politics and a
neighbour who understands us very well. 

It is important to find out who you are.
Many other steps depend on your answer to
this question. Let us sum it up: the Academy
is the only institution of this kind in the
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It has been several years since conversa-
tion started about the declining level of
education at the Vilnius Academy of
Fine Arts (VDA). Discontent is obvious
both among staff and students. Those
in charge of the VDA emphasise co-
operation with the business sector and
not with agents of the art scene in their
attempt to strengthen the applied arts
training (that is, architecture and

design) and leave ‘pure’ arts in death-
throes. We forget that the contempo-
rary world (and the art scene alike) is
much wider now and does not termi-
nate at the Lithuanian border. If we
want our students to remain competi-
tive in an international context, we
need to develop a somewhat more
global approach (despite some theoreti-
cal statements concerning innovations

and intentions to improve the quality of
education in strategic plans, there are
very few practical changes at the
Academy). It seems that the Academy is
not interested in involving artists who
emerged during the ‘independent’
1990s and won international recogni-
tion in pedagogy (despite their wealth
of knowledge). Media-specific depart-
mental divisions – or is it schisms – are
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phy and art? Or put in another way: are the
artists reading philosophy? Are they making
philosophy? Or are you making philosophy
about their art work? 
DB:Very few people in academic philosophy
are interested in what goes on in art today.
There is normally a 50 year delay. I guess
that I’m a kind of philosopher in exile,
emerging myself so deeply in the empirical
material, the art stuff, that I’ll never find my
way back into that silent and peaceful place
where pure thinking happens. I’m curious of
works of art that seem to require entirely
new concepts to be fully grasped. Some
artists are, I believe, hinting at entirely new
way of talking about, seeing, and sharing
the world. 
AG:In your new book Chronologyyou also
deal with art and phenomenology, but this
time you focus on Time. Especially on video
installations. Is this a shift from Olafur
Eliasson to Stan Douglas, so to speak? 
DB:Well, perhaps there isn’t a real shift but
rather a kind of parallel track. I have been
really interested in the phenomenology of
time since I was about 25 and translated
texts by Husserl, Heidegger, and Derrida. It’s
the only philosophical field where I have real
competence. My little book on artists such
as Stan Douglas, Doug Aitken, and Eija-Liisa
Ahtila is not a systematic text, just an edited
version of my notes from a few years of
seminars at the Städelschule in Frankfurt.
People have said that it should be seen as
an attempt to write a third part to be added
to Gilles Deleuze’s Cinema 1 andCinema 2.
That’s flattering but far from true.
AG:You are one of the leading figures of
your generation and I guess that you have
had an impact on what is going on in sever-

al ways. You’ve co-curated biennales in
Venice and Moscow and been a member of
numerous committees, and seminars etc.
And you are a contributing editor of
Artforumand occasionally write in Friezeas
well. How do you look upon a position like
yours? 
DB:I must say that I’m totally uninterested
in positions and only care about content.
About art, ideas, possibilities to exchange
things. The fact that I do many things –
teach, administrate, write and curate – is
just a sign that I’m interested in many
things. To be a director of an art academy
somehow also requires that one does many
things, the purity of genres I have to leave
to others, at least for the time being. 
AG:Biennials are increasingly criticised for
being neo-colonialist projects. I agree with
this sentiment to a degree. And also in the
criticism of the fact that many of the cura-
tors and artists participating in these events
seem to be the same all over. What would
the situation be, however, if there hadn’t
been this explosion of biennials over the last
10 years? Probably much worse and much
more boring. What do you think about this? 
DB:Next summer ’global’ shows will open
in Venice, Kassel, and Münster the same
week that Art Basel opens. I expect that
people will react rather negatively to that
situation, and I get tired just thinking about
it. Everybody relatively smart sees the prob-
lems but also the possibilities of today’s
mega-events. There is nothing more boring
than people who complain about the num-
ber of biennials, though. It’s better to try-
out alternatives. That for instance is what
Portikus is about; a laboratory on an island.
And there are a few things in the world that

are more problematic than the number of
cultural festivals, don’t you think? 
AG:I agree. Complaining is sometimes an
amusing genre, but mostly as entertainment
for a brief moment. Maybe the definition by
modern sociology of people like you (and
me) being players in a structure, or acting
on a scene, by accident, has justified the
idea of the art world as a huge game,
involving roles of The Complainers? 
DB:Well, the art world has turned into a
very large thing and it’s easy to get nostalgic
about the old world were only five or six
European institutions mattered and the
number of people who had any interest in
contemporary art was around 50. Perhaps
the art world is a huge game as you say. But
it is also a real market. The commercialisa-
tion of contemporary art has taken a quan-
tum leap, and this is perhaps a bigger prob-
lem than the fact that there are ambitious
international shows all over the world
(although people constantly complaining
about commercialisation are probably the
second most boring thing). 
AG:I really miss people who have very spe-
cific stand points where aesthetics meets
ethics. And I do not mean superficial social
interactions within art projects, I mean clear
ideas that people are willing to fight for.
And to lose for. 
DB:I totally agree that people willing to
fight for things they really believe in are the
best people. Not only in art but in general. 

Andreas Gedin’s exhibition Retake of an
old house was presented in the 1st

seriesat the Moderna Museet,
Stockholm (July–September 2006). 

See: www.modernamuseet.se

M
indaugas N

avakas, Raudonas / Red, 2003 Foto iš autoriaus archyvo / Photo courtesy the artist



G
intautas M

ažeikis Rosso Cisneros bokso m
aèe, paroda BM

W
, ŠM

C / G
intautas M

ažeikis gives a m
id-bout lecture during Ross Cisneros’ boxing-m

atch, BM
W

 exhibition at the CA
C, 2005
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Soon after travelling from Stockholm to
the CAC in Vilnius to deliver a lecture on
the history of INDEX Swedish
Contemporary Art Foundation (of which
he is a board member), artist Andreas
Gedin hopped a plane to Frankfurt a.M.
to attend the vernissage events of the
Städelschule’s new Portikus Gallery.
Designed by Frankfurt architect
Christoph Mäckler the gallery has shifted
to a small island in the Main River.
Gedin took time-out from the festivities
to talk with Städelschule Rektor – and

international critic and curator ’at large’
– Daniel Birnbaum about the new 
building and his recent projects. 

Andreas Gedin:Congratulations on the
new building! Portikus has an impressive
history and now a building as well. Kind of
postmodern? Bringing its history into our
time? 
Daniel Birnbaum:Well, yes. We have
always been parasites in relationship to his-
torical sites though. First we were behind a
neo-Classical fašade, then in a reconstructed

building from the Renaissance, and now we
have a white space inside a medieval bridge.
Who knows, in the end we may end up in
the Stone Age! 
AG:Having an island for the kunsthalle, are
you planning to get an official boat? 
DB:Not one official boat, but many unoffi-
cial ones. Many of the artists that we work
with have done boats – Francis Alys, Tobias
Rehberger, and Simon Starling. We’ll just
wait and see what people come up with. 
AG:The history of Portikus is a roster of
showing stars and rising stars. Maybe of
making stars as well. But not really of curat-
ing in the sense of producing new ideas
relating to art. Will that change in the near
future? 
DB:I don’t think that things will change in
principle. Portikus has been a bazaar, a cine-
ma, a kitchen, a factory, a bakery, and a
classical museum space. In the future it will
probably be many other things besides. It’s
the artists who’ve come up with these
things, not me. Portikus is so small that we
normally invite only one artist at a time. But
recent shows by people such as Yoko One
or Rirkrit Tiravanija have involved large num-
bers of active participants. I actually think
that Rirkrit’s activities in the last decade or
so really have had an impact on the very
notion of what a show can be. 
AG:How much are you involved in the
curatorial process, do you share the curating
practice with Nikola Dietrich. 
DB:Yes, I’m the director, she’s the curator.
We do everything together in a pretty dem-
ocratic fashion, I think. 
AG:Do you think that you [will] show a
specific kind of art inside the field of ”con-
temporary art”? 
DB:I hope so. But don’t ask me: ”What
kind?” 
AG:Your interest in art is close to your
philosophical interest in phenomenology.
You have been working a lot with Olafur
Eliasson, represented now at Portikus, and
this might go back to your interest in the
work of James Turrell. And you have also
been interested in artists like Dan Graham,
Spencer Finch and Carsten Höller, the three
of them also working a lot with sensations
(even though not with the YBA  variety of
Sensations). Being a scholar of philosophy
yourself, does the art work by these artists
add anything philosophically for you? How
do you regard the relation between philoso-
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In the last year a great deal of discursive
energy has been expended by the
European ‘art world’ on the subject of
art schools/art academies. In the United
States argument was already waged a
decade ago; on a spectrum ranging from
the commensuration of ”October
group” methodologies into pedagogical
praxis to which teaching method is bet-
ter vis-a-vis which school – and on which
coast – is giving the best bang for the
bucks (many of you will remember an
Artforumfeature facing off Yale, Art
Center Pasadena, Cal Arts, et al.)
Moreover, the College Art Association
annual conference keeps issues related
to art-pedagogy very much in-the-air in
the United States (the 95thconference is
in February). 

The 2006 litmus test of European opin-
ion was the cancellation of the
Manifesta School in Nicosia that had
been envisaged as an experimental
learning project – rather than an exhibi-
tion. (INTERVIU conducted a conversa-
tion with one of the curators but didn’t
run it; after a tsunami of type was
spilled elsewhere). The loss of one of the
sign-post events of the year was felt by
a broad community and the post-
mortem continues. Of course something
along similar lines, and with some of the
original people involved, evolved in the
‘United Nations Plaza’ project staged in
Berlin – at which the opening paper was
titled Manifesta VI Ghost: a specter is
haunting Europe. We hope they man-
aged to exorcise it. 

Even if the cancellation of the event was
apparently related to big [geo]politics –
with which art rarely engages except in
the process of national museum building
– much of the discussion that followed
sounded like a version of the ‘public
money for private schools’ debate that
often raises its head in the United
Kingdom, United States, and the British
Commonwealth. The issue basically runs
thus: why should ‘we’ the taxpayer pay
a proportion of the operating costs of
fees-based private educational institu-
tions (whether gymnasium or university)
that are attended by a privileged few
and who can likely pay increased fees if
state support was removed. ‘We’ are
especially concerned as public education
funding is inadequate. [If the private

school is a faith-based institution prob-
lems of the separation of church and
state also arise]. In other words, taxpay-
ers hate supporting/producing elites.
And everybody owns an opinion about
the future.

There’s the rub. Pedagogy is about
potential: harnessing it, shaping it, and
releasing it – into the hereafter. Therein,
the present moment has been inherited
and perceived inadequacies in current
systems are often traced back to a peda-
gogical source; with a dream of reform-
ing them for the future. Regardless of
how ‘theorised’ or ‘systemic’ the reforms
are they often aim at the following:
bringing art and life closer; bringing art,
art history, and curatorial students closer
qua artists, art historians, and curators;
and diminishing distance between
exhibiting institutions and teaching
institutions. When these reforms can’t
be achieved within the academy other
organisations step into the breech by
producing educational initiatives (such
as Manifesta or Kunstverein Munich and
now IASPIS with Maria Lind at the
helm). Alternately, academies build their
own exhibiting institutions – Portikus at
the Städelschule in Frankfurt is such an
initiative, covered in this issue. To a
great extent these reforms are congru-
ent with the conceptual expansion of
contemporary art practice since the late-
1950s, and the conceptual expansion of
art history after structuralism (i.e. history
is contested and can be written from
multiple perspectives). 

What if an academy exists in a space in
which structuralism didn’t happen? And
the field of art and art history expanded
after 1991 and not the 1950s – long
after the academy’s teachers had ‘quali-
fied’? This is the improbable [crisis] situ-
ation that academies – and the commu-
nities they serve – in the post-soviet

world find themselves in. They are
charged with the commensuration of 60
years worth of history and not just ”new
approaches to...” so even the basics
need to be readdressed. It’s a situation
that requires redoubtable reform.
Because reform often involves loss of
privilege those who stand to lose often
barricade their position, and the acade-
my is transformed from ivory tower to
fortress – and if a troop of anti-reform-
ers is marshalled there is no redress. This
might give productive pause to a con-
cept aired by Liam Gillick in a recent lec-
ture in London (on a proximate topic
and involving his students at New York’s
Columbia University art school) that we
should rename the people that espouse
conservative opinion on art ”Kulaks”
because of the radical re-education that
is required to shift their position.
”Kulak” would apply to those who
‘believe’ in their opinion or are inter-
minably entrenched.

While I can’t advocate for the education
that was exacted of the kulaks nor
ignore the historical fact of the
Ukrainian tragedy I can agree with
Gillick’s spirit. And this issue of INTERVIU
is imbued with its radicalism. There are
two conference reviews from interna-
tional events held in Lithuania
addressed to problems of history, one of
Lithuania’s most prominent artists
storms the barricades of the Vilnius
Academy of Fine Arts, and we report on
an artists’ action in which a group look-
ing like‘ terrorists’ wandered the streets
of our fair city. We even make tell of an
artist that took his sword to the sacre
coeurand another who put the lamb to
the slaughter... The future is ours for 
the taking.

Simon Rees
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