e

P IS

(I NET ]




SIAME NUMERYJE

Ruogiantis 2009-yjy Baltijos tarptautinio meno trie-
‘nalei Miesto istorijos, projekto kuratoriaus Kestutio
Kuizino kompiuterio darbalaukyje atsirado naujas
aplankas pavadinimu Fotografija. Norint suprasti, kas
‘bendro tarp miesto ir fotografijos, didelio detektyvo
ieskoti nereikia. PrieSingai, pasak menininkés Mirjam
‘Wirz, po miesta klaidZiojantis mogus su fotoaparatu
‘pats pana3us { privaty sekli, kurj jo kamera atveda {
netikétiausias situacijas ir nenuspéjamus susitikimus.
Fotografija ne tik fiksuoja miesto vaizdus, bet ir
tampa jo tyrimo jrankiu ar netgi miestieti¥ko gyve-
nimo badu.

Tatiau jvadinis minétos trienalés projektas — apZval-
giné paroda Lietuvos dailé 08. Fotografija - apima
‘platesnj temy spektra ir pirmiausia Zvelgia j fotogra-
fija kaip istoring medija. Paroda sudarandios 3eSios
kuruojamos dalys ir du solo projektai pateikia tiek ver-
tikaly, tiek horizontaly Lietuvos fotografiniy praktiky
pjivi. Fotografo Romualdo Rakausko sudarytoje ko-
lekcijoje atsigreZiama j Lietuvos meninés fotografijos
‘pradZia, kuri 3ioje parodoje pristatoma per ja populia-
rtinusio legendinio Zurnalo Ne foto puslapi
Dailés istoriké Margarita Matulyté, pasitelkdama vie-
nuolikos skirtingais laikotarpiais kitrusiy menininky

ikas, konstruoja itin subjektyvy koji

apie tai, kaip fotografija paZeidinéja jvairias ideologi-
jas, tame tarpe ir paties autoriaus stiliaus Stampus.
Siuolaikinéje kultiiroje labiausiai matoma (ir labiau-
siai jtartina®) spaudos fotografija apZvelgiama Lie-
tuvos spaudos fotografy klubo vadovo Jono Staselio
sudarytame rinkinyje. Jvairioms fotografavimo ir foto-
vaizdy naudojimo strategijoms 3iuolaikiniame mene
skirti personaliniai Dainiaus Li¥kevi¢iaus ir Artaro
Railos projektai ir bent trys parodos dalys - architekto
Valdo Ozarinsko parengta méggjiskos savireklaminés

Auksinis N desi is. Pokalbi:

Lietuvos dailé ‘08.

FOTOGRAFLJA

fotografijos paroda, dailés kritiky Julijos Fominos ir
Valentino KlimaSausko tyrimas apie tai, kaip vaizdas
tampa pokalbiu, ir Mirjam Wirz kuruojamas ,,flash®
renginiy ciklas.

Sunku pasakyti, ar ¥iandien fotografija yra demokra-
tiSkiausia savirai¥kos, ar labiausiai paplitusi priklau-
somybés nuo vaizdy forma. Bet kokiu atveju,
kataloginiam parodos Lietuvos dailé ‘08. Fotografija
i pasirinkome masiniam (vaizdinés) infor-
‘macijos platinimui labiau tinkama Zurnalo formata.
Sis SMC interviunumers, savo Tuoztu, skolinasi sep-
tintojo deSimtmedio pabaigos Zurnalo Nemunasriiba.
Pirmame Zurnalo virSelyje perspausdinta Vito Luc-
kaus ka, kuri k siskai ,papuosé” 1970
‘mety Nemuno numerj (platiau apie tai p. 8), savo
istorija primena, kad fotografija yra ne tik meniné, bet
ir socialiné veikla, besiskleidZianti sudétingame kary-
bos, d ipuliacijos ir cenzaros jtampy
Tauke. Todél Sio Interviu tekstai skirti ne tik parodos
apie fotografija pri i, bet ir kriti¥kai f fi
jos medijos tefleksijai.

Ideologija. Ernestas Parulskis

Zemés galia. Pokalbis su Artoru Raila

su )
Testas: 11 vs 1. Pokalbis su Margarita Matulyte
Nesurezisuota fotografijos tikrové. Pokalbis su Jonu Staseliu

Gelezinio vilko Ziedas. Rolandas Rastauskas

Kai vaizdas tampa pokalbiu. Julija Fomina ir Valentinas Klimasauskas

Patekti | situacija. Pokalbis su Mirjam Wirz

Fotoaparatq naudoju paprastai, lyg revolveri. Pokalbis su Dainium Liskevi¢ium

PIRMAME VIRSELYJE - Vitas Luckus. I§ ciklo Mimai. Paimta i§ zurnalo Nemunas 1970,

nr. 11, virSelio

The latest addition to Urban Stories. X Baltic Trien-
‘nial of International Art (2009) curator Kestutis Kuiz-
inas’ computer desktop is a folder tifled
“photography”. There is no need to embark upon a
detective story to und: d what the “urban” has in

with ph hy. On the contrary, accord-
ing to artist Mirjam Wirz, a man with a photo camera
wandering around the city is like a private detective

Lithuanian Art ‘08: PHOTOGRAPHY

and Artiiras Raila. And amateurism is embraced as a
strategy in the exhibition of non-professional self-ad-
vertisement photography presented by architect Val-
das Ozarinskas. Meanwhile, Julija Fomina’s and
Valentinas Klima$auskas’ research on how an image
expands into a conversation and a series of “flash”
events curated by Mirjam Wirz broaden our under-
standing of the medium even further.

It is hard to say whether photography, today, is the

‘whose camera brings him to the most unexpected sit-
uations and dictabl ings. Photography not
only records urban images, it serves as a means of in-
vestigation of the city or enables an urban life style
itself.

The exhibition for which this issue of INTERVIU
serves as a text — Lii ian Art 08: Ph hy -
is an introductory platform to next year’s Triennial
that surveys a broad range of topics related to the
‘medium of photography. Six curatorial projects and
two solo shows present both vertical and horizontal

‘most ic means of self- or the most

form of image-depend ‘Whichever is
the case we present the catalogue of exhibition
Lithuanian Art 08: Photography in a magazine for-
‘mat that is an apposite vehicle for the mass distribu-
tion of — visual — information. We have also primed.
the format of this issue of INTERVIU-to enhance its
‘image delivery — which is borrowed from the square-
format of the Soviet magazine Nemunas as it was
‘produced in the late-1960s. A photo by Vitas Luckus

cuts through ph practices in Lith that ially “graced” a 1970 issue of Nemu-
The collection composed by pt her R 1! nas and later became synonymous with the collective
das Rakauskas visits the emergence of Lithuanian art ~ imaginary iated with the (seep. 62 for

‘photography, and its popularisation, in the pages of
the watershed publication Ne Byp ing

‘more information) is reprinted on the cover here — a

the photos of eleven artists, belonging to three gener-
ations, and periods, art historian Margarita Matulyté
is building a very subjective story about the ways pho-

:ploy that reminds that photography is not
only an artistic but also a social activity that exists in
a field of complicated tensions between art making,

d. ipulation, and ip. The texts

tography violates various ideol including clichés
of the artist’s signature style. The most evident and.

publist ’herearer' ded as both an analogue to
the exhibition and as a critical reflection on the

“dubious” type of ph hy in porary cul-
ture — press photography —is reviewed in a set of im-
ages presented by Jonas Staselis, the president of
Lithuanian Press Photographers’ Club. Yet another
set of productive and ptual ies are re-
vealed in the solo-shows of artists Dainius Li¥kevi¢ius

le of N

4
P medium.

The golden d

Ideology. Ernestas Parulskis

Gelezinio vilko roundat Ralandas R

Interview with Romualdas Rakauskas

Test: 11 vs 1. Interview with Margarita Matulyté
A picture is worth a thousand words? Interview with Jonas Staselis

When the image expands into conversation. Julija Fomina & Valentinas Klimasauskas
Getting into situations. Interview with Mirjam Wirz

| use a camera like a gun - it's nothing complicated. Interview with Dainius Liskeviéius
Power of the earth. Interview with Artiras Raila

COVER IMAGE: Vitas Luckus. From the series Mimes. Reprinted from the cover of

Nemunas, vol. 11, 1970
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Auksinis Vemuno desimtmetis

o0
Linaros Dovydaitytés @ pokalbis su Romvaldv Rakausku
1] 000

Prie$ keturis de$imtmedius jaunas, kq tik iSgarséjes fotografas Romualdas Rakauskas atva-
Ziavo j Kaung susiviliojes pasilymu dirbti naujame kultoros Zurnale Nemunas ir... gauti uz
tai bustq. Tuomet mané - atidirbsiu trejus metus vz tq butq ir griiu  Vilniy. Taéiau i$éjo ki-
taip — N ikétai tapo populiariausiu leidiniu Taryby Lietuvoje, o Romualdas Ra-
kauskas liko dirbti fotografijos skyriaus redaktoriumi iki pat Zurnalo uzdarymo 2004 m.
(dabar tuo paéiv pavadinimu yra leidZziamas kultoros ir meno savaitrastis). Susitike Siltq
rugpjotio popiete istustéjusioje Laisvés aléjoje su Romualdu kalbéjomés apie legendine
Nemuno pradziq, tarybinei sistemai neitikusiq fotografijq ir busimq parodq Siuolaiki
meno centre.

Linara Dovydaityté: Tarybiniais meluis.
spauda buvo bene labiausiai valdzios kon-
trolivojama sritis. Partija prizioréjo ne tik@
daugiatukstantiniais tirazais leistus informa-
cinius dienraséius, bet ausybe laisvalai-
iui ir kultorai skirty leidiniy, kurie iuréio.
efektyviai skleisti tarybine ideologijq visoms
visuomenés grupéms. Neveltui tuometinéje
Lietuvoje netriko laikraséiy ir iurnulq,.
skirty moksleiviams, jaunimui, moterims, @
gamybininkams, gamtininkams, mokslo
mégéjams ir t.t. 1967 metais Komjaunimo
CK pradéjo leisti naujq Zurnalg jaunimui
Nemunas. Kokia buvoe jo pradzia ir kuo iis.
skyrési nuo kity panasiy leidiniy?

Romualdas Rakauskas: Panasiy leidiniy ne- @
buvo, nes, pavyzdziui, Jaunimo gretos buvo
skirtos dirbanéiam jaunimui. O Nemunas.
buvo kurybinio jaunimo zurnalas, specialiai
jaunimui skirtas meninis literatdrinis leidinys.
Pradzia buvo labai smagi, nes mosy niekas
smarkiai nekontroliavo, visi lauké kokio @
penkio Sesto numerio - paziurés, kas ten
bus i§ to Nemuno. Ir pirmasis vyr. redakto-
rius poetas Antanas Drilinga ta laisve pui-
kiai pasinaudojo. Jau nuo pirmo numerio.
pradéjome spausdinti daug medziagos i$
uisienio, kokios nebuvo jokivose kituose @
leidiniuose, nes juose skelbdavo tik oficialiq @
informacijq. O Nemunas spausdino tai, kas
domino jaunimq - apie muzikines grupes,.
literatdrinius dalykus, kuriy tarybiné valdzia
netoleravo. Zurnalas turéjo visitkai naujq
struktorg — numerio pradzioje budavo siek @
tiek privalomo oficiozo, o paskui eidavo @
poezijos, prozos pristatymai, ir daugiuusiu.
jauny autoriy kiriniai. Bet populiarus jis pa-
sidaré, Zinoma, ne dél to. Labai svarbi buvo
publicistika - netradicing, astri. Ir rasé ne-.
tikéti publicistai. Pavyzdzivi, Sokéjas Ceslo-
vas Norvaisa, kuris vazinédavo | konkursus @
uisienyije, i$ ten parsivezdavo ¢ia neprieina- @
mos spaudos, kazkq iSversdavo, pasvarsty-
davo nepatogiomis temomis. Tokiy |emq.
oficioziniai leidiniai nevertino, o Zzmonéms
buvo be galo jdomu. [ 4
Visa musy redakcija buvo vien iaunimus..
Drilinga tada buveo jauniausias vyr. redak- @
torius Taryby Sajungoje, jam buvo vos vir§.
30. O jaunimas savaime chuliganiskai nu-
siteikes, visada linkes draudimus lauzyti. Ir
Drilinga, $aunuolis, visa tai paluikyduvo,.
tiesiog Zzmogiskai, pajuokaudamas. Saky-
davo, na ir gausiu tq papeikimgq i¥ CK, na ir @
kas. Praeidavo trys ménesiai, papeikimas @
bodavo anulivojamas, ir Zaidimas pra-@
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sidédavo i$ naujo. @ nesinau. Juk Dichas [Rimantas Dichavi¢ius] @ siose redakcijos patalpose Pergalés kran-
Nemunas i$populiaréjo nuo pirmo numeri irgi ne nuo akty pradéjo, jis fotografavo @ tinéje (dabar Karaliaus Mindaugo prospek-
Ketvirtasis i$éjo jau dvigubu tirazu. IS kiosky @ Zmoniy veidus, vazinéjo po kaimus. Bet pi tas) turéjome tokiq erdve, svetaine. Ir
zurnalas dingdavo akimirksniu. O spaustu- go moji jo akty paroda [1969] pralauzé ledus. dabartinése tokia yra. Per tuos susitikimus
vininkai, pasirodo, Zurnalg vogdavo ir nes- ® Tada daug kas pradéjo fotografuoti. Atsi- g visi smagiai pagerdavo, ir Unté Martinaitis
davo j Zaliakalnio turgy, kur jj buvo galima " rado net tokia mada — nori biti menininku [tapytojas Antanas Martinaitis], ir Ri¢ka Vai-
nusipirkti u penkiskart didesne kaing. Zo- [ 4 fotografuok akta. Ir Nemunas tq madq laba [ 4 tekOnas [tapytojas Ri¢ardas Povilas Vai-
dziu, tapome legenda. [ ] palaiké. [ ) tekOnas], bet ir kiek korybinés informacijos
[ ) @ raskleisdavo. |[domiausios kalbos bidavo -
LD: Nuo pat pradziy fotografija Nemune @ LD: O kada Zurnale i$spausdinot pirmq @ apie kirybg, apie menq. Tai labai didele
uzémé isskirting vietq. Ji ne tik ||ius!ravo. aktq? ) itakq daré.
tekstus, bet ir kaip savarankiska meno rosis
turéjo specialiq skiltj. Kaip Zurnale afsircldo. RR: Antrame numeryje pasirodé Viliaus ® LD: Vienas ryskiausiy alternatyviosios

fotopuslapiai ir kas juose buvo spausdi- @ Naujiko fotografija, Dichq isspausdinom jau @ Kauno kultoros reikiniy — legendiné Modrio
nama? @ véliau. Toks nekaltutis tas Naujiko aktas @ Tenisono pantomimos trupé (1967-1972),
@ buvo. Tarybiniai aktai turéjo tokiq ypatybe, @ su kuria bendradarbiavo ne vienas Nemuno

RR: Tai buvo Drilingos nuopelnas. Jis kaip g i$ kurios juokdavosi visame pasaulyje - ne- o fotografas. Pag
Komjaunimo CK biuro narys daug vazinéjo g galima rodyti veido. Tai buvo ne vien part
po uisienj, buvo buves Amerikoje, Kancl-. jos draudimas, bet ir mergaiéiy baimé, kud. RR: Tada pantomima tikrai buvo labai po-
doje, socialistinése 3alyse. Ir ten p é p ys kaimynai, artimieji, t kundulus. puliari, jie staté puikius spektaklius. Ir Ne-
kad fotografija yra aukstai vertinama. Tuip. i$ karto. Tai ir Naujiko toks - tiktai iorsus,. munas juos bent kelis kartus pristaté. Vieng
Nemune atsirado atskiri fotopuslapiai — i kaklo, labai graziai kritiné apiviesta, ir @ kartq a$ pats juos fotografavau. O 1970 m.
3alia poeto, prozininko, buvo pristatomas ir @ viskas. Dichas Zaisdavo su plaukais - jie uz- @ Vitas Luckus padaré visq pantomimos foto-
fotografas. O puslapiai i$ pradziy buve du, g dengdavo veidq, kad nesimatyty. Bet véliau ® grafijy parodq. Po parodos a$ pasidliau tuos
paskui jy daugéjo, isaugo iki keturiy. po truputi pasirodé ir veidai, visi priprato. o darbus pristatyti fotopuslapivose. Ir nieko
Pristatydavome ne tik autorius, bet ir pu-. A3 nesu girdéjes, kad bity kiles koks rim-. nebUty nutike, jeigu tai neboty buves 11 nu-
rodas. Man dirbti buvo labai lengva, nes a$ @ tesnis skandalas. meris, spalinis. Spalio revoliucijai skirtas.
dalyvavau Fotomeno draugijos veikloje, @ Tos iventés praeidavo ménesio pradzioje
nojau, kokios parodos svarbesnés, o tose @ LD: Bet Nemunui uz tuos aktus kliodavo? @ [lapkricio 7 d.], o Nemunas pasirodydavo
parodose - kurie autoriai svarbesni. Atsi- ménesio pabaigoje. Atéjau pas Drilingq ir
rinkdavau keturis $esis autorius, ir puslapis. RR: Dazniausiai ir bodavome musami uz ® sakau, kad visi tas $ventes jau bus pamirse,
bidavo padarytas. Mano darbas buvo _ aktus. Kartq net Maskvq pasieké. Nemunas 2 turiu labai gery fotografijy, dedam j Sitq nu-
atrinkti autorius ir pasitlyti vyr. redaktori buvo toks populiarus, kad artimieji siysdavo ¥ merj. Taip ir padarém - vieng vzdéjom ant
Bet neatsimenu né vieno atvejo, kad bﬁtq. zurnalg mosy vyrukams, tarnavusiems ki- @ virselio, ir dar tris puslapius davém viduje.
atmetes. @ tose Taryby Sajungos respublikose. Ten vy- @ O pasirodo, kad kompartijos CK visus zur-
rukai  i$sikirpdavo tas  paneles ir. nalus svarstydavo ménesio gale. Ir mes
LD: Fotografija neabejotinai prisidéjo prie. pri odavo ant sieny. Bet kartq, berods. ikliuvom, kai ant stalo buvo sudéti visi ,rau-
Nemuno populiarumo, o ypaé niekur kitur 2 Vidurinéje Azijoje, kazkoks pareigingas ka- 2 doni” Zurnalai, o Nemunas su $ita panto-
nematyti aktai. Nuogas, seksualus kinas i§. rininkélis paémeé ir perdavé zurnalg gene- o mima... Buvom kaltinami, kad virselio
oficialiosios tarybinés kultoros buvo isgui- @ rol Tas nugabeno ji | Maskvg, ki nuotraukoje gulintys jaunuoliai (mimas Gie-
tas. Kaip Nemunui pavyko ji sugrazinti? @ trivkimas, kaip tokia pornografija galéjo at- @ drius Mackevitius ir dabartiné zurnalisté Ni-

apie tai plaé

@ sirasti. Mosy vyr. redaktoriui teko aiskintis @ jolé Storyk) nufotografuoti tiesiog po lytinio
RR: Aktai buvo tape N bl [ Komjaunimo CK. O Drilinga, bﬁdavo,. akto, kad pantomima - jtartiny pol y pa-
Tiems fotopuslapi visada | e ® gauna papeikimg, praeina trys ménesiai, ir. %iory menas... Trivk§mas kilo didziulis, tai
kokij aktq parinkti - i$ parody ar Siaip. Ir v sako, duok, Romai, kokj aktq, seniai papei- _ buvo riméiau nei papeikimai vz aktus. Ir jau
Zinodavo - iSeis Nemunas, bus ir aktas. Sek- ® kimgq begavau... po to, kai Siek tiek véliau Nemune buvo i3-

sualumo juose buvo nedaug - ten visk spausdintos Vytauto Kubiliaus Talento
kaip vualiu pridengta, viskas grazu. Ir jei @ LD: Iki 1972 m. Kaune gana aktyviai reiskési @ mjslés — kritiskas straipsnis apie socialistinj
perivelgsime musy akto istorijg, matysime, [ ) alternatyvioji kultora, veiké gana stipri tary- (] realizma, Drilingos kédé galutina

su-
kad pradZioje kino fotografavimas buvo la- o binei sistemai nepaklusniy dailininky, akto- g drebéjo. Jis buvo atleistas, mums atvezé kitq
L !

biau inis — grazus apsvieti , rezisieriy, fotografy bendruomené. Ar o redaktoriy ir ke: ,L Inis dabar
kino linijos. Dél to groZio ir Drilinga Sie Zzmonés palaikyd ry$ius su Ne ? ¥ padarys tvarkq Nemune.”
bUdavo lengviau apginti aktus. Iskart argu- [ )

mentuodavo — o kaip mene be ito? Visa @ RR: Taip, taip, Nemunas buvo tapes tokiu @ LD: Pokyciai
antika kino groziu paremta, tai ko mums @ fainu kultori
bijoti? davo da
O i$ kur atsirado poreikis fotografuoti aktq, ® eiléraséi

edakcijoje jvyko 1972 m. Tais
iu centrivku. | redakcijq atei- @ paciais metais, po Romo Kalantos susidegi-
inkai, ateidavo poetai su savo gy nimo akto Kaune, prasidéjo ir didesni
atsineddavo buteliukqg. Pirmo-. kultGros suvarzymai visoje Lietuvoje. Kaip

@ ir Romualdas Pozerskis buvo 10 mety jau- @ mavo mano tévy kartos vaizduote. Kuo josy
@ nesni, jie | Nemung atéjo jau to auksinio de: rengiama paroda ,,i$ Zurnalo archyvy” gali
RR: Laimonas Inis, buves Skuodo rajono pir @ simtmecio pabaigoje. Bet tai buvo grynai @ boti jdomi jaunam, aniem laikam jokiy sen-
masis partijos sekretorius, atéjes | N q Ve lebi jie tada studenéioka menty nejauéianéiam ZiGrovui?
émé vykdyti partijos linijg 120 procenty. I§: buvo KPI [Kauno politechnikos institutas]
pradziy Zurnalo tirazas dar laikési, bet ilgai iy korybiskiausiy, produktyviausiy meni RR: Jauniem zmoném any laiky vaizduose
nivi praradome daug skaitytojy. Nemunas. inky darbus ir esu atrinkes parodai Auksi- [ 4 idomu visai kas kita - apranga, sijonukai,
tapo tokiu pat Zurnalu kaip ir vi . Auk- @ nis Nemuno desimtmetis 1967-1977 @ bateliai. Visose tose nuotraukose jauciasi
sinis Nemuno periodas éjo i pak ivolaikinio meno centre. Jie ir isliko @ laiko Zenklai, nutoles, praéjes amzius. Nuo
stulpais visoje lietuviy fotogra ) dabartiniy vaizdy tos fotografijos labai ski-
joje. Tviréiausi jie buvo ir Nemune. Si pa iasi ne tik detalémis, bet ir paéia nuotaika
roda - kaip veidrodis, per Nemunq. jose esama savotisko susikaustymo, suvar-
Juk kaip tik septintajame desimtmetyje jaun ntis to meto Lietuvos fotografijos ® Zymo pédsaky. Visos tos cenziros ir auto-
autoriai atsisaké neva objektyvaus repor- . cenziros, apie kuriq kalbéjome, Zenkly.
tazo, émé eksperimentuoti su turiniu ir @ Tiesa, parodoje bus ir pavieniy darby. @ Anks&iau maniau, kad tik dokumentika at-
Lorma ir galop i'l ino menil?e fotografijq @ Puvyzdii:;i, 1uor2et spuusdinorr:( aktoriaus @ skleidiliu lfméiUSi Iuqu, bet ne, menas irgi
aip visaverte, kitoms ,aukstojo” meno g Juozo Budrai¢io darytas nuotraukas - jis irg turi tq laiko antspauda.
rogims prilygstanéiq korybine veiklg. Cia ° fotografavo, ir labai jdomiai. SMC parodgie.
galima prisiminti simbolinius ty laiky jvyki parodysiu jo darytq reZisieriaus Vytauto Za-
- 1968 m. | Vi us dailés (!) muziejy i [ 4 lakevi¢iaus portretq ir kitus darbus.
leistq” pirmajq fotografijos parodq (joje da
lyvavote ir jOs kartu su Antanu Sutku
:\Igi??:::gf:;!i';r;tr‘lloi“:::i :a:sllkll("z,rl-r;q 4 RR: Tada labai aktyvi buvo Biruté Orentaité.
UV ij ugijos jkori : i aktyvi buvo Biru i
1969 m. Baigiantis septintajam desimt- o Ji net naujq organizacinj fotomégéjy junginj
meéivi, o ypaé po garsiosios 9 Lietuvo: ® rie Profsqjungy romy noréjo sukurti. Ir fo ®
fotografy parodos Maskvoje (1969), tarp ([ J tografé buvo neprasta. Buvo Irena Giedr
tautiniu mastu prabilta apie vadinamgjq @ tiené, kaunieté, gerai fotografavo. Bet tai @
Lietuvos fotografijos mokyklq bei jos savi- @ buvo pavieniai papuosalai. Nezinau, foto- @
tuma. Kokj vaid i $i at- @ grafija gal labiau vyriska profesija...
liko Nemuno fotos| ? ® L

tai paveiké Nemunqg?

tviréiausi

LD: Zurnalo pasirodymas sutapo su savo- g
tisku 10Ziu pokarinéje Lietuvos fotografijoje

@ LD: O motery fotografiy buvo?

: Any laiky spaudoje Nemunas i$siskyr
RR: Tada situacija apskritai buvo labai pa- ® ne tik turiniu, bet ir forma - nejprastu kva- o
lanki fotografijai. |sivaizduok, kas tada ra- @ dratiniu formatu.

$ydavo apie fotografijq - tapytojas @ [ ]
Augustinas Savickas, poetai Sigitas Geda, [ RR: Tokia buvo Drilingos ambicija - Nemu- )
Marcelijus Martinaitis. Kiti menininkai mus Y nas turi boti zurnalas, kokio néra, net ir for-
labai savo dé iu palaiké. Tada visi matu. Kvadratinis formatas buvo labai
fotografija buvo jdomi. ® patogus reprodukuoti fotografijg. Nes tada o
Be to, meninei fotografijai buvo dar tustia @ vienodai ilosia ir horizontali, ir vertikali @
ni$a. Nes spaudoje daugiausia dirbo repor- nuotrauka. Ir dar - leido dailininkui su @
tazistai - Chanonas Levinas, Judelis Kacen- @ erdvém zaisti kuriant Zurnalo dizaing. o
bergas, llja FiSeris, kurie buvo profesionalis ) O Siaip kvadratinis formatas buvo Ziauria
tarnautojai, fotografave reiki is temo- ss. | pasto dézute Zurnalas netelpa, ®
mis ir niekur kitur nesizvalge. O musy po- lenkti, jisai storas, ji sulenktq ki
zioris buvo kitoks — mus domino Lietuva, inkai trivk$mavo. I3 °
#moneés, paproéiai, tada fotografuod by dél to formato.
daugiausia kaimuose. Daugelis taip pat dir- @ T o laikais émém galvoti, kad gal jau @
bome spaudoje, o meninius darbus daryda aikas keisti formatq. Svarstém ilgai - metus, (]
vome nepriklausomai. Parodinius darbus — g antrus. Pakeitém - padarém Zymiai mazesnj
atskirai, ir atskirai — spaudai. O | Nemung g kvadratukgq, be to, {déjom du spalvotus lan-
pakliddavo jau tie parodiniai darbai. ® kus. Kai tik pradéjo eiti tas mazas formatas ®
Daugeliui to meto fotografy Nemunas buvo @ - nauja nusivylimo banga, praradom dar
pradzia. Nemune pasirodé praktiskai visi dalj skaitytojy. Po mety grizom prie ankstes- @
Antanas Sutkus, Rimantas Dichavicius, Alek- @ nio varianto, bet jau veltui.

sandras Macijauskas, Vitas Luckus, Jonas o
Kalvelis, Vitalijus Butyrinas. Virgilijus Sonta ® LD: Nemuno fotogrdfijos, galima sakyti, for- ®

Linara Dovydaityté yra SMC interviu
zurnalo bendraredaktoré.



!
=

sureapng sezon, “SPISPEALZ SNLIPNY SEJIOWL OATET “SEXS! N SEIPUESYIY




iy Karinis paradas ir demonstracija. 1946. Fieriy Seimos nuosavybé

Ilja Fiseris. Spalio §

BALSAS
Labas rytas.
v DANNY

Labas rytas.

BALSAS

Danny Oceano interviv su Margarita Matulyte Jusy vardas, pavardé.

,TUSCIAS KAMBARYS, KURIAME STOVI VIENA VIENINTELE KEDE. DANNY

Girdime, kaip ATSIDARO ir UZSIDARO DURYS, tada pasigirsta Danielis Oceanas.
ARTEJANTYS ZINGSNIAI. Vilkédamas kaléjimo uniformg PASIRODO
BALSAS 13

DANNY OCEANAS ir atsiséda. . & s : . . .
Dékoju, p. Oceane. Sio susitikimo tikslas — nustatyti, ar paleistas |
laisve Jus vél ketinate pazeisti jstatymus. Ir nors tai pirmasis Jusy
teistumas, JUs buvote jsipainiojes j daugiau kaip tuzing nusikalstamy
pinigy i3viliojimo suké&iaujant ar apgaule operacijy, tac¢iau niekada
nebuvote apkaltintas. Kq galite apie tai pasakyti?2

DANNY
I —— Kaip Jus ir sakote, ponia, a3 niekuomet nebuvau apkaltintas.”



Danny Oceanas: Ir tu sakai, kad §i situacija
tau pazjstama? Kai atsakai tq, kq ir tikisi isgir-
sti, arba kai pazadi nedaryti to, kq neisvengia-
mai padarysi?

Margarita Matulyté: Tokia mano bisena
yra chroniskai pasikartojanti — nuolat sau pa-
sizadu atsiriboti nuo 3alutiniy darby, tagiau
kiekvienq karta, kai iskyla naujo potyrio gali-
mybé, beatodairiskai tam ,pasirasauv”. Taip
nutiko ir su Sivolaikinio meno centro kvietimu
dalyvauti projekte, kuris man buvo visisk
pakeliui, taéiau siolé taip ilgai trokstq issilais-
vinimg nuo standarty ir klisiy. Po SMC stogu
galiu suzaisti ,istorijq” pagal savo taisykles
arba be taisykliy. Tad suprantu tave - kai pa-
galiau rankos yra ,atristos” (tavo ir mano at-
veju tiesiogine prasme), ar gali atsisakyti
igyvendinti nelaisvéje brandintq idéjq.

DO: Dauguma mano, kad tinkamiausias
bodas spresti problemas yra kompromisas.

MM: Stengiuos isvengti kompromisiniy spren-
dimy ir, jeigu jmanoma, jy neprojektuoju.
Tadiau kartais taikau taip vadinamgq netikrajj
kompromisq arba logikos klaidq ir sqmoningai
inicijuoju radikaliai alternatyviy pozioriy su-
sidorimg/susiliejimq. Tokiu bodu apéivopiu ne
vidurki”, o kazkokj naujq darinj, kuris iskyla
vir$ klaidy ir paklaidy lygmens, nes sprendzia
jau naujq neprognozuotq uzduotj. Interviu su
tavimi, atleisk uz cinizmgq, holivudiniu hero-
jumi, yra botent tokio pobddzio kompromisas.

DO: Kitas mano vietoj uz tokj argumentq tave
nusauty, bet a8 - intelektualus kriminalas:
nieko be reikalo neskriaudziu, nevagiu is to,
kas nenusipelné boti apvogtas, ir ZAIDZIU
TAIP, LYG NETURECIAU KA PRARASTI.

MM: Taip, kai zaidimo taikinys ir pagrindiné
auka yra ne finansiné, o moraling, etiné, psi-
chologiné. Tuomet tuos tris kazino pasirenki
ne dél to, kad ropi 150 milijony — Terry Bene-
dictas valdo ne tik vienus pelningiausiy kazino
Las Vegase, bet ir tavo buvusiq zmonq Tess. Be
to, yra nepataisomas niekselis.

DO: O taip, juk esu senamadiskas ir senti-
mentalus. Bet mano komanda suveiké taip
Svariai dél to, kad juos rinkdamas vadovavausi
intuicija. Ir, pripazink, apiplésimo planas buvo
genialus.

MM: Tuo tarpu a$ pradédama savo projektq
neturéjau jokio plano. Jis subrendo besiren-
kant komandgq ir moderuojant jy idéjas. Ir pa-
tikék, tai néra lengvabiodiskas poziris.
Priesingai. Tu planavai jsilauzti | seifq, kurio
apsaugai naudotos technologijos yra sudétin-
giausios, tadiau apskaicivojamos ir perpran-
tamos; juk kazino saugykla yra materiali erdvé
konkreéioje vietoje su tiksliomis elgesio in-
strukcijomis. Mano ,jsilauzimas” j fotografijos
istorijos saugyklg yra komplikuotas dél pa-
grindiniy parametry - laiko, erdvés, idéjy
vertés — subjektyvumo.

DO: O kaip gi komanda? Kas tie vienuolika?
Savo vienuoliktukq susirinkau per parq, ta¢iau
galvg guldau uz kiekvieng - jie ne tik savo sri-
ties ,profai”, bet ir patikimi.

MM: Mano projekte dominuoja kitos dimen-
s ir charakteristikos, nes, kaip supranti,
lemia kitos aktualijos. Vienuolikos dokumen-
talisty, modernizmo klasiky, avangardo pra-
dininky ir Siandien kurianéiy menininky
darbai jtaigiai reaguoja j erdvélaikj, atsk
dami jy fotografiskai ,apgyvendintas” sociali-
nes erdves ir ne visada pataikydami ar
itikdami vyraujanéiai sociokultiros bei meno
ideologijai, sukeliantys disonansq siandien ir
vakar, slaptai ir viedai, sqmoningai ir nesgmo-
ningai, nepastebétai ir jtakingai. Parodai
atrinkti koriniai yra hipotetiskos nuorodos |
apéivoptus trokius ir isderinimus ,aiskiame”
vieno ar kito laikotarpio meniniame diskurse
arba paties menininko korybinéje raidoje.
Taigi, jeigu vadovaudiaus tavo atrankos krite-
rijais, su tokia komanda | zvalgybqg neiciau.
Tiesa, yra vienas motyvas, kuris ir tau turéty
bati patrauklus - visi jie yra jautrds ir imlos
realijoms, socialiai pazeidziami, bet tuo patiu
apverdiantys jprastq socialumo modelj ir su-
guldytq istorijos sampratq aukstyn kojom.

DO: Kq turi omeny?

MM: Kalbu apie pirmq kartq viesai rodomus
Iljos Fiserio demonstracijy negatyvus, kurie yra
grynas ir tikras ,tikéjimo” liudijimas. ISmanan-
tis manipuliacijos fotografija technologijas
(toks buvo laikas - fotografas slapyvardziu J.
Zvejas tieké Svyturio zurnalui socrealybe) daz-
nai ne pagal uisakymq iseidavo | gatves ir
meistriskai dokumentavo tikrovés veiksma.
Dar turiu omeny Povilg Karpaviéiy, kurio dar-
bai jau senokai neeksponuojami parodose,

nors ne vienas i$ tebegyvenanéiy koréjy va-
dina jj savo mokytoju. O juk botent jis surengé
pirmg pokary (1953) personaling ir pirmg
spalvotosios meninés fotografijos parodq.
Botent jis, atsiribojes nuo fotozurnalizmo (ne-
skaitant retsykiais publikuoty etiudy), pasinéré
i eksperimentavimgq ir sukoré izopolichromijos
technikq. Darbai Uoste ir Berzynélis po Tarp-
tautinés parodos Vroclave (1957), kur jis vie-
nintelis atstovavo Soviety Sagjungai, daugiau
niekada iki 3iol nebuvo iskelti. Sakysi, naivis,
o ar tai yra blogai? Dar galvoju apie Antanqg
Sutky, kurio serija Aklyjy mokykla atskleidzia
jo ankstyvajq estetikq ir isryskina autorinés sti-
listikos kryptis: nuo konstruktyviy rakursy ir
kompotzicijy iki Zmogaus esaties stebéjimo ir |
dienos $viesq istraukto egzistencinio virpesio.
Dar mastau apie $viesuolio Algirdo Seskaus
netikétos serijos Drazdauskaité, Budvytis ir a$
premijerq, apie Vytauto Balé&ycio autorinj issi-
laisvinima, apie Gintauto Trimako neisse-
miamq potencialg ,matyti” kitaip, apie
Gintaro Zinkevi¢iaus naujausiq autobiografinj
Portfolio Depressanto.

DO: Taigi, geras $uolis nuo euforiniy demon-
stracijy sovietmeéiu iki Siandieninés depre-
sinés nostalgijos.

MM: Zinai, $tai tokios priedprieSos net nepa-
stebéciau. Beje, kaip tik siandien susipazinau
su X, kuris yra perpus japonas, perpus anglas,
kg tik grizes i§ Afganistano, ir akivaizdziai
kontzytas. Per dieng jis iSgeria po litrg pieno,
naktimis nemiega, nuolat kalbasi su tariamu
pasnekovu telefonu ir dar stebisi, kad a§ moku
radyti lietuviskai. Tad jis, manau, po to, kq is-
gyveno ,Sventajame” kare, nepritarty tavo
projektui, bet gerai (tai reiskia - iki skausmo)
suprasty Gintaro Zinkevi¢iaus ,keverzong” ant
skaitmeniniy atspaudy, kurivos jis padaré
Ziemq sniege rastu telefonu Samsungx700:
1...] ilgivosi savo mirusiy draugy, ilgivosi ir ty,
kurie urvuose pasislépé. A3, 44 mety senumo
darzové, klausiu: kiek dar tesis Sita
nesgmoné?...". Beje, parodoje dalyvauja ir jo
geras biciulis Remigijus Paéésa, bet apie jj tau
nieko nepasakosiu, nes tu tiesiog nesuprasi.

DO: Kodél nesuprasiu?

MM: Dél to, kad tu Zinai, kas yra amerikietiski
tualetai, ir nezinai, kas yra tualetai Lietuvos
provincijoje. Galé&iau savo paaiskinimg
pagristi psichoanalitiko Jacques’o Lacano tei-

1. Povilas Karpavicius. Uoste. 1957.
Siauliy Ausros muzicjaus nuosavybé

2. Antanas Sutkus. AKlyjy mokykla. 1962

3. Algirdas Seskus. IS serijos Drazdauskaité, Budvytis ir as.
1982

4. Ugnius Gelguda. Tamsoratiai. 2008. Fotoinstaliacijos
fragmentas




Svelni ir Silta prisiminimy popieté. I. 1987. I3 Gintauto Trimako kolekcijos

+ Saulius PAUKS

Sintauto Trimako kolekeijos

rijos Portfolio Depressanto. 2007



giniais, tadiau paaiskinsiv elementariai, rem-
damasi  Slavojumi Zizeku: ,Ir tuomet a3
pradéjau galvoti apie tualetus Amerikoje,
Prancozijoje ir Vokietijoje. Kartu jie sudaro se-
miotinj trikampj, kuris tiksliai atitinka Levi-
Strausso trikampj, taigi kaip ir turime
ekskrementy trikampj. Vokiski tualetai paga-
minti taip, kad ekskrementai nukrenta ant
gale esandio ploks¢io pavirsiaus ir nuleidziami
i priekyje esangiq skyle. Tokiu budu jus atsidu-
riate tiesiai pries savo ekskrementus - ir galite
pamatyti, ar turite kirméliy, ir pan. Tai vokiskas
ritualas. Prancozisky tualety dizainas sukurtas
priesingai: skylé yra didesné ir yra gale, taigi
ekskrementai gali kristi tiesiai  jq ir nedelsiant
pranykti. Amerikietiskas variantas, galima sa-
kyti, kaip ir Levi-Strausso virtas maistas, apima
visus elementus: ekskrementai pasilieka, bet
plaukioja vandenyje. Esu $ia tema skaites ke-
letq knygy ir padariau iSvadaq, kad kiekviena
tauta tiki, jog jos sistema protingiausia. O juk
akivaizdu, kad &ia veikia kompleksiné sistema.
[...]. Taip, bet vos tik nuleidziate vandenj, atsi-
duriate pac¢iame ideologijos viduryje.”**

DO: It makes sense.

MM: O kad suprastum Pa&ésos ideologiiq, turi
pazinti lietuvisko kaimo tualetq, kuris siek tiek
yra artimas vokiskam analogui (pagal Zizekq).
Tiesa, serijq VieSas augaly gyvenimas ir kitus
gana kontraversiskus darbus Pagésa sukaré
dar bodamas Vilniuje, o Sivuo metu jis gyvena
ir kuria Marijampoléje, kur dar issaugota ne
viena i3 lenty sukalta ,kabina” su ekskremen-
tams skirta ,skyle”. Metaforiskai kalbant,
Paéésos objektyvas nukreiptas | tos ,skylés”
padarinius - tq tvaikq, kurj vieng kartq patyres
niekada nepamirsi. Zizekas gerai paaiskino ir
Raimundo Urbono Nuotaikas, ir Sauliaus
Paukséio montazy derme uigriebé. Tad ne-
turiu kq pridurti. Tuo tarpu dabarties sociumo
tirs€ius | pavirsiy iskélé jauniausias projekto
dalyvis Ugnius Gelguda - jo Tamsoras¢iai,
manau, sudominty patj Sigmundq Freudq.

DO: Mano formuléje ,11 vs 1” néra nezi-
nomyjy: 11 = Turkas, Livingstonas, Frankas,
Basheris, Yenas, Saulas, Linus, Rusty, Virgilas,
Reubenas ir ag, Danielis Oceanas, o 1 = Terry
Benedictas. O tavo?

MM: Mano atveju tokia schema nesuveikty.
Nesu tikra, kad pasirinkau tinkamq keliq,
tadiau apsidraudziu tuo, kad mano paroda yra

tik TESTAS. Istoriskai suburti tokiq komandq
vienam projektui yra klaidinga: idéjiskai, stili-
stiskai, net fiziskai jie niekada nebuvo sujungti
vienu laiku ir vienoje erdvéije, taciau, tikivosi,
rizikos faktorius nedidelis. Juk fotografija dis-
ponuoja savo realybe ir nuolat konfliktuoja su
laiku. Priesingai nuo taves, man negresia pa-
kligti | kaléjimqg. O Lietuvoje net kiausiniais
neapmeéto. Taigi, mano 11 = llja Fiseris, Povi-
las Karpavi¢ius, Antanas Sutkus, Algirdas Ses-
kus, Remigijus Paéésa, Gintautas Trimakas,
Gintaras Zinkevi¢ius, Vytautas Baléytis, Rai-
mundas Urbonas, Saulius Paukstys, Ugnius
Gelguda. O formulé , 11 vs 1” tokia:

11 vs 1 = ISTORUA

11 vs 1 = TIKROVE

11 vs 1 = LAIKAS

11 vs 1 = SOCIUMAS

11 vs 1 = KONCEPCUJA

Paaiskinsiu kiekvienq pozicijq detaliai...

DO: Deja, atleisk, ilgiau negaliv uzsiboti. Man
laikas.

MM: Taip, zinau. Nepergyvenk, tave greit pa-
leis. Ir taves lauks Tess.

DO (ironiskai): O apie tai tau pranesé pats
Stevenas Soderberghas?

MM: Ne. Perskai¢iau scenarijy. Privalomas
elementas — Happy End. Tiesa, jame praleistas
svarbus dalykas — mosy pokalbis.

DO (jau jsodintas j Las Vegaso policijos auto-
mobilj): Gal patartum kokj zaidimq , laisvalai-
kiui“2

MM: Pastebéjau, kad issaugojai vestuvinj
ziedq, bet geriau pasidomék Borromeo zie-
dais.

[rasyta Oksforde 2008 mety rugpjicio 1
dieng.***

Post scriptum: Kontroversijos yra neisven-
giama misy vystymosi sqlyga. Sig parodq ski-
riu Béatrice Lejeune, gimusiai Afrikoje,
keturiolikos pradéjusiai savarankiskq gyve-
nimgq Belgijoje, isvykusiai | Meksika, sugrizu-
siai | Europq ir apsigyvenusiai Anglijoje. Ji
buvo klasikinés operos balerina, tadiau nuolat
turéjo galvoti apie isgyvenimq: isbandé jvai-
riausius darbus, pakeité daugybe busty. Ji ne-
turi jokio turto, tik dukra, graziq ir mjslingq,
anksti subrendusiq ir praktiskai pazinusiq Bau-
drillard’o simuliakry pasaulj. Penktadienio va-
karais Béatrice mégsta isgerti taure vyno ir
siek tiek pafilosofuoti. Ji tikrai nezino, kas jy
laukia rytoj.

O

* Ocean’s 11. Screenplay by Ted Griffin, based on a
screenplay by Harry Brown and Charles Lederer and a
story by George Clayton Johnson & Jack Golden Russell,
2001. Prieiga per infernetq: http://www.dailyscript.com

/scripts/oceans_11.pdf. Pagal §j scenarijy pastatytas rezi-

sieriaus Steveno Sodert ho filmas Oceano vi lik

kas (Ocean's Eleven, 2001), 1960 m. rezisieriaus Lewiso
Milestone’o sukurto filmo rimeikas. Pagrindinis herojus —
Danny Oceanas, kuris tik iséjes i§ kalgjimo sumané
sudétingiausiq istoriloje frijy Las Vegaso kazino 150 mili-

jony doleriy vertés apiplésima. Per vienq naktj jis suburia

i lygio vi

** Slavoj Zizek on toilets and ideology. Prieiga per inter-
netq: http://www.youtube.com/watch?v=AwTJXHNPObg

*** Mokslo naujienos pranesé, kad tq dieng vyko visiskas
saulés uztemimas. Prieiga per internetq: http://mokslas-
plius.It/mokslo-naujienos/2008/07/30/rugpjucio-1-aja-
visi-kas-saules-uztemimas

Margarita Matulyté yra fotografijos istoriké ir
parody kuratoré, dirba Lietuvos dailés
muziejuje.
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NESUREZISUOTA
FOTOGRATTION
TIKROVE

llonos Jurkonytés pokalbis su
Jonu Staseliv

Hona Jurkonyté: Kas bodinga spaudos fotogra-
fijai2 Kur yra riba, skirianti menine ir spaudos
fotografijq?

Jonas Staselis: Meniné ir spaudos fotografija
skiriasi, ta¢iau skirtumas yra labai santykinis.
Man tiek spaudos, tiek meniné fotografija yra
fotografija. Vienas i§ apé&ivopiamesniy skir-
tumy - tai, kad klasikinis spaudos fotografas
neturi galimybés pasiri aiko, vietos ir Svie-
sos. Jis turi buti konkreéioje vietoje ir fotogra-
fuoti. O meninés fotografijos atstovas neturi
tokiy laiko apribojimy — jam nereikia fotogra-
fijos atiduoti uz valandos. Jis gali palaukti tin-
kamos 3$viesos ar vakaro, ar ateiti poryt...
Spaudos fotografas yra jspraustas j laiko ir
vietos rémus, jspraustas j akimirkq, ypaé jei tai
susije su reportazu (su jvykiais), tuomet bona,
kad negali né dviejy metry | 3onq paéjéti, nei
palaukti. Fotografavimas vyksta ¢ia ir $iq aki-
mirka. Arba tau ¢ia ir dabar pavyko jamzinti,
arba - ne.

Pagal klasikine spaudos fotografijos sampratq
kadro negalima rezisuoti — kadras turi boti
toks, koks yra. Vienas kolega, dirbes Ce&éni-
joje tarptautinei agentirai, kartq gavo velniy
nuo savo redaktoriaus uz tai, kad fotografuo-
damas moteriskes, sédin¢ias autobuse, truputj
pavalé autobuso langg, kad jos geriau ma-
tytysi. Pasak mano kolegos, fotografuojamos
moteriskés j lango pavalymgq né kiek nesurea-
gavo. Kaip beboty, esminis klasikinés spaudos
fotografijos bruozas - fotografas turi vengti at-
kreipti | save démes;j.

IJ: Kadangi keliami specialis reikalavimai
darbo sqglygoms, darbo vietai, pabréziama
momento svarba, nesikisimo principas, susi-
daro jspudis, kad tuo paciu absoli i tikima,
jog fotografija atspindi tikrove, ar ne?

JS: Pagal visus kanonus spaudos fotografija
yra nesurezisuota tikrové. Pavyzdzivi, pries ke-
letq mety mosy Spaudos fotografy klubo or-
ganizuotame  konkurse  komisija  buvo
pasirengusi skirti pirmos vietos apdovanojimq
vz vienq fotografijq, kurioje buvo panasu, kad
jamzintas degalinés apiplésimas. Tagiau kilo
abejoniy ir patyrinéjus paaiskéjo, kad buvo
nufotografuotos pratybos. Kai isaiskéjo, kad

Su parodos Lietuvos dailé “08. Fotografija dalies Aistra miestui kuratoriumi,
Lietuvos spaudos fotografy klubo vadovu Jonu Staseliv kalbéjomés apie
spaudos fotografijos savybes, jos santykj su menine fotografija, jdomius

kadrus ir spaudos fotografo patirtis.

tai ne ti
i rinkinj.

Parodoje eksponuojamos dokumentinés nuo-
traukos, bet, manau, jos turi isliekamajq verte
kaip muosy istorijos dalis. Tuos kadrus po kiek
laiko bus galima naudoti kad ir istorijos va-
dovélivose, parodant, kaip mes pries kazkiek
laiko i$ tikryjy atrodém. Ir a3 tikiv, kad tai yra
realybé. Jei zmogus nufotografuotas uzsi-
merkes ar issiziojes, tai reiskia, kad jis tikrai
buvo uzsimerkes ar issiziojes. Gal kai kurie lai-
kragéiai tuo piktnaudziauja, tagiau fotografas
fotografuojamy Zmoniy nei praziojo, nei jiems
liezuvj istraukia.

ras jvykis, nuotrauka i$ viso nepateko

IJ: Spaudos fotografija visy pirma yra vaizdas,
tadiau i turi ypatingg santykj su tekstu, ar ne2
Kaip fotografijq veikia tekstas?

JS: Labai jvairiai. Didzioji dalis fotografijy turi
vzrasus. Tadiau pati nuotrauka kartais pasako
daug daugiau negu uzrasas, kuris daznai at-
siranda tik dél to, kad taip jprasta. O kartais
bona taip, kad spaudos fotografija netenka
prasmés, kai negali suprasti, kas joje vaizduo-
joma. Pavyzdzivi, pries kokius septynerius
metus buvo surengtas ,paparaciniy” fotogra-
fijy konkursas. Vienoje nuotraukoje buvo pa-
vaizduotas ,diedukas”, prie kiosko perkantis
aly - atrodyty, visiskai eiliné situacija. Skirtu-
mas tas, kad ,diedukas” yra buves didelis Ta-
ryby Lietuvos partinis veikéjas, kazkada
uiémes vienq i§ pagrindiniy LTSR valdZios
posty. O toje fotografijoje jis atrodé ir buvo
apsirenges labai jau vidutinigkai... Tokiu atveju
uzrasas yra labai svarbus. Nes tokiy ,dieduky”
galima boty daug ,sugauti”, bet su tokia isto-
rija — retenybé.

IJ: O kas tuomet yra spaudos fotografija? Ar
tai néra vien faktas, kad i atspausdinta lai-
kras¢io puslapyje? Mums besikalbant susidaré
ispudis, kad norima issiverzti i§ klasikinés
spaudos fotografijos rémy ir truputi keisti zai-
dimo taisykles?

JS: Noriu patikslinti, kad klasikiné spaudos fo-
tografija néra tik tai, kq kasdien matome Lie-
tuvos laikraséiy puslapivose. Spaudoje
dazniausiai matome dokumentine fotografijg.

Tikroji spaudos fotografija turi atskleisti ne tik
faktq ar jvykj, bet ir emocijas, pasékmes, o
kartais net sprendimo bodus. Nereikéty spau-
dos fotografijos vertinti tik kaip sauso fakto at-
spindzio. Tendencija, kad nyksta riba tarp
spaudos ir meninés fotografijos, pastebima fo-
tografijos festivalivose. Spaudos fotografijos
srityje atsirado toks liddnas reiskinys - fotogra-
fams mazéja galimybiy i3gyventi i§ savo
darbo. Dabartinés technologijos ir internetas
labai smarkiai kerta per spaudos fotografijq.
Sivo metu galima bet kq bet kur nufotogra-
fuoti mobilivoju telefonu. Laikras¢ivi tokia
nuotrauka gal ir netiks, bet internetiniam lei-
diniui — puikiausiai. Siysti profesionalaus foto-
grafo tarsi ir nebereikia, nes karo situacijq gali
nufotografuoti kariskis, gatvés jvykj — nors ir
praeivis. Bet tuomet iskyla kita — patikimumo —
problema. Kariskis gali nufotografuoti tai, kq
jam reikia, ir taip, kaip jam reikia. Praeivis taip
pat gali boti suinteresuotas. Atsiranda etiniai
dalykai, uz kurivos profesionalai yra atsakingi.
Jei agentiros ir ziniasklaida suzinoty, kad pa-
teiktas kadras neatspindi tiesos, tokio foto-
grafo niekas nebesamdyty. O mobiliu
telefonu fotografuojantis praeivis neatsakin-
gas uz niekq.

Fotografas turi boti neutralus ir gebéti jvertinti
realiq situacijq. Buvo pavyzdziy, kai agentora
surizikavo paimti i§ Libano atsiystas nuotrau-
kas, o véliau paaiskéjo, kad vienoje nuotrau-
koje buvo padirbéta su Photoshopu, kitoje
nuotraukoje buvo pavaizduotas kareivis, o
fone matési_gaisras. Buvo pranesta, kad dega
nukrites Izraelio léktuvas. Sj pranesimg lzrae-
lio kariskiai paneigé i§ karto. Atidziau ap-
zioréjus (padidinus nuotraukq) paaiskéja, kad
ten dega padangos siukslyne. Abi nuotraukas
atsiunté vietinis fotografas. Taigi ¢ia iskyla pa-
sitikéjimo klausimas - kiek spaudos fotografija
yra patikima, kai ji patenka | neprofesionaly
rankas. Lietuvoje mes dar labai rimty pro-
blemy neturime, taé¢iau pasaulyje tai aktualu.

1J: Spaudos fotografijoje ne viskas priklauso
nuo nuotrauky autoriaus, ¢&ia taip pat svarbus
yra redaktorius. Kq galvojate apie fotografijy
atrankq?

JS: Pirmasis koréjas yra fotografas ir jis dau-
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giausiai sprendzia. Kiekviename zurnalistikos
vadovélyje rasite klausimq: kq fotografas turi
daryti atvykes | gaisro vietq — gelbéti Zmones
ar fotografuoti? Ir yra vadov s atsakymas:
fotografas turi fotografuoti, o zmones gelbéti
turi gaisrininkas.

Dél spaudos publikacijy galutinj Zodj taria re-
daktorius. Ta¢iau kasdiené spauda yra lyg fa-
brikas, kuriame neretai veikia grieztos
taisyklés — tq dienq reikia vertikalios nuotrau-
kos, o pas fotografq geresné horizontali. Dél
to mes ir pradéjome organizuoti spaudos foto-
grafijos konkursus, norédami sukurti alterna-
tyva, skirtq parodyti tai, kg fotografai padaro
geriausiai ir kas jau nebepriklauso nuo redak-
toriaus konjunkturos ar leidinio maketo. Zi
noma, konkursiné atranka yra labai
subjektyvi, nes nuotraukas renka penkiy Zmo-

niy komisija, tagiau ji nevertina, kaip fotogra-
fija atrodys viename ar kitame leidinyje. Pa-
grindinis komisijos tikslas — jvertinti paciq
fotografija, jos emocinj ir informacinj krovj.
Komisijos nariai fotografijas atrenka kartais
net neziorédami paraso.

IJ: Kas yra aréiau tikrovés — ar tiesiai priesais
fotografo objektyvq atsiveriantis pasaulis ir |
fotografijq patekes atvaizdas, ar sudarytojo i§
fotografijy rinkinio sukurtas pasakojimas? Ar
antruoju atveju visada neidvengiamai tolstama
nuo tikrovés?

J$: Kiekvienas atvejis yra individualus. Neretai
geras fotoredaktorius sudélioja geresnj pasa-
kojimgq nei fotografas. Kai fotografas susiduria
su realybe, jam daznai bona sunku atsitraukti

bent per porq Zingsniy nuo jos. O redaktorius
gali taip sudélioti nuotraukas, kad visuomenei
jos geriau atskleis istorijg, nei fotografo p:
sidlytas variantas. Fotografas zino konkreéi
problemq ir ja gyvena, o redaktorius pro-
blemq zino i§ fotografijy ir tai jam leidzia pa-
justi, kaip jq reikéty pristatyti skaitytojui.

IJ: Neretai fotografinémis priemonémis nau-
dojasi ir menininkai, nevadinantys saves foto-
grafais. Kq Jos manote apie jvairialypj
fotografijos naudojimq?

Js: Siais laikais fotografuoja beveik visi.
Dziugu, kad Zmonés pradéjo pirkti veidro

nius fotoaparatus, ir kuo toliau, tuo daugiau
Zmoniy domisi, kur galima boty pasimokyti fo-
tografijos pagrindy. Daznai zmonés apie fo-

tografijq daug ko nezino, tad neretai geras
kadras yra atsitiktinumo dalykas. Fotografas
zino, kaip veikia tam tikri désniai. Manau, kad
dailininkams, grafikams (Zmonéms, su:
siems su vizualiaisiais menais) fotografija yra
artimas dalykas. Menininkai turi minéiy ir fan-
tazijos, tad sveikintina, kad jie su savo idéjo-
mis ateina j fotografijq.

Fotografija — viena i3 pigesniy (ekonomine
prasme) saviraiskos priemoniy. Galbut dél to
ji siek tiek nuvertinama kaip masinés kultoros
dalis, bet, manau, laikui bégant, dél to kaip
tik pakils reikalavimai profesionalams (spau-
dos, meninés fotografijos atstovams). Dél to
mes rengiame seminarus, mokymus, nes pats
pirmasis visuomenés susidirimas su fotogra-
fija ir yra spaudos fotografija. Juk su spaudos
fotografija laikras¢ivose, zurnaluose susiduri

kasdien, tagiau ne kasdien ateini | parodq pa-
zioréti meninés fotografijos.

IJ: O kas fotografijoje yra jdomus kadras2

JS: Retai kas pagalvoja, kodél kadras yra jdo-
mus - juk sustabdoma viena akimirka. Repor-
taziné fotografija dazniausiai yra jdomi tada,
kai i§ sustabdyto kadro pats gali jsivaizduoti,
kas vyko iki to kadro ir kas — po to. Kai i3 vieno
kadro gali susikuri tokj mini ,filmukq”.
Kartais kadrui reikia mistikos, kad Zmogus su-
stoty ir gal susimgstyty, kas jam Siame kadre
iprasta. Tai gali boti pasiekiama ir kompo-
ziciniais sprendimais. Neturéty boti taip:
atéjau, pamadiau, nugaléjau ir einu toliau.
Turi sustoti ir pradéti ,lipdyti” gyvenimgq aplink
tq nuotraukq. Vertinga fotografija yra ta, kuri

priveréia sustoti. Sustabdyti gali ir mening, ir
surezisuota, ir spaudos fotografija. Fotografi-
jos verté yra jos poveikis Zmogui.

U: Kada | rankas paéméte skaitmeninj foto-
aparatq? Kaip reagavote | naujoviskq tech-
nikq?

JS: Apie 2002 metus. Tuo metu skaitmeniniai
fotoaparatai buvo prastoki, jie dirbo létai,
daugelis kadry ,pabégdave”. Dabar kadrai
.pabéga” tik jei pats nespéji. Pradzia buvo
sunki. Spaudoje, Zzinoma, dabar skaitmeninis
fotoaparatas yra isganymas. Nors juosta
vaizdq perteikia kitaip. Kaip kartq yra pasakes
[kino operatorius] Algimantas Mikuténas apie
skirtumg tarp video ir kino kameros - su video
dingsta paslaptis.




IJ: Kq Jus pats mégstate fotografuoti?

JS: AS labiau meégstu fotografuoti zmones.
Zmoniy fotografavimas néra lengvas uzsiémi-
mas - neretai prireikia ir psichologo su-
gebéjimy. Pavyzdzivi, reikia sugebéti per
trumpq laikq rasti kontaktq su nepazistamu
Zmogumi, pazinti jj ir dar jj atskleisti. Pries de-
§imt mety teko fotografuoti vienq bendrovés
direktoriy, buvome dviese kabinete (ypaé
sunku fotografuoti, kai esi vienas pries vienq).
Ir jis i$ karto apipylé mane neigiamomis emo-
cijomis. Pasaké, kad niekad gyvenime jo nie-
kas nefotografavo, kad jam baisu ir kad turi
Sitam reikalui tik penkias minutes. Pamenu,
tuo metu dar dirbau su juostiniu aparatu. Su-
pratau, kad reikia kazko imtis — uzsidéjau
blykste ir padariau kokius penkiolika kadry
neatleisdamas. Jo akys isipoté, o paskui tas
iSgastis sprogo, dingo, Zmogus atsipalaidavo.
Teko priremti jj prie sienos, kad atsipalaiduoty.
Po to viskas vyko labai sklandziai. Tokie daly-
kai ateina su patirtimi. O ir tu kaip fotografas
turi boti neagresyvus, nes antraip Zmogus
taves neprisileis ir turési statistinj portretq, ne-
atskleidziantj Zmogaus ir jj supanéio pasaulio.

2
g
2
3
a
=
g
B
E
o
£
]
&

Andrius Ufartas (Baltijos fotografijos linija). Naktinio Vilniaus 3 ir blyksniai — visa tai tarsi filmas, kuri yra pats gyvenimas.
Danguje susipynusios beribés svaj y gios la fi fotografo

llona Jurkonyté yra tarptautinio Kauno kino
festivalio direktore, dirba Siuolaikinio meno
centre.
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IDEOLOGLJA

Ernestas Parulskis

- Tai baty ty moniy js
¢ Tokia, kokig jie patys apic save galéty sukurti, Su-
: pranti?

{ - Ne, - saziningai prisipaZinan.

- Na, tarkim tu esi Londone. Ir eini ten metro ir foto-
: grafuoji. Po to nuotraukas isdidinam, kiekvienas gaus
: aplekvatbamametq,u'mdmnwha doksalig Iyg :

+ KiSendje virpteléjo telefonas. PaZifiréjau j monitoriuk
+ —Dblykséjo uZraas ,Ozarinskas“. Bezitrédamas j tele-
+ foning informacijg suvokiau, kad esu ant svarbaus :
+ jvykio slenksCio - pirmg karty istorijoje skambinu ne
¢ a3 Valdui, o jis — man. Na, 3i neskambinimo situacija :
¢ yralogiska - kas kam reikalingesnis — tas, kuriam rei-
¢ kia funkcionalaus groZio, ar tas, kuris gali t groZj pa- *
: daryti? :

} Todél as nedelsiau ir atsiliepiau. V. Ozarinskas pasaké:

- Emnestai, a3 vél tave noriu jvelti j afera.

V. Ozarinsko aferos vtsuomet smagmc Il’aS‘ su enm-
+ ziazmu (bet 15

; At

} _ Nu, - atsargiai pritariau.

dono metro. Tu turi padaryti nuotraukas, kurios at-

‘meégiami tinklapiai juk gali tapti mano autoreklama?
: Irboty gana tiksh,

- Gerai, damyk, — po ik tick skausmingos pauzé:

skleisty tavo asmenybe, bet taip, kaip tu pats norétum
save parodyti, Kitiems. Supranti?

A¥ Blogi (ar geriausia?) tai, kad a.
n.mu ety (ar dzan ?) sugebéjima su bet kokiu, net ir

* Reikéjo greitai k3 nors sugalvoti.

- O galima fotografuoti kompiuterio ekrang?

- Galima, - ryZtingai pritaré mano pasnekovas.

- Padarysiu visy savo | Favontes mzuktq [mklapzq
: : ckrano kas, jas
: - Fotografijos parodoje gavau didelg sieng, — tgsé :

¢ V. Ozarinskas. - Ir ten sugalvojau parodyti visiskus *
: mégéjus. Na, jy savireklamg. :

ol

rengtg formaty ir Sitaip gausis viena dzdelenuolmuka
su daugybe ma2y, bet ne atsitiktiniy elementy. Mano

: gavau k iaus leidimg. — Bet man i¥ tavgs reikia
¢ dar vieno dalyko...

Linkteléjau, V, Ozarinskas kaZkaip 3j mano judesj pa-
: jutoir tgse:

- Ar gali para3yti ideologinj arba programinj tekst ki-
tiems dalyviams? A3 jj iSsiuntinétiau ir tuomet bitty

Beir

paprasciau viska izuoti. Ten reikéty punktai
e RS - Tus...

]uustq Ir ty dalyviy bisty daug.
- Tai man reikia nufotografuoti Londono metro?

- Ne, - V. Ozarinsko balse i8girdau puikiai tvardomo
i susierzinimo gaidel¢. — Tau nereikia fotografuoti Lon-

GriZes | kontorg, net pabandZiau uZsirasyti visus jo
+ nurodymus.

&
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Galmantas Sas

Modas Sipyla
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Rolandas Rastauskas

- S

K3 jsineSame j metro? Rytais — nemigos ir sapny sk

: veldras. Vakarais - jujy nuojautg. Diena —nora strélés
¢ greitiu pasiekti taikinj, Dar skaitala, jeigu norime likti
i ant bangos. (Idealas: vagone palickamos knygos su

specialiai pabraukytomis vietomis, kurias sudéliojus
i3ryskéty intencijos adresantas.) K i3sineSame i¥

: metro? Kvapus: raty tepalo ant bégiy ir skaldos, gry-
: najo vargo — benamiy, pigiy $alia sédintios moters
¢ kvepaly. Vaizdus: dazniausiai haiku dydzio (aprasojes
: kayZelis tarp negrés papy), nes akiy kontaktas uZdrau-
: stas pagal apibrézimg. Kitas nelieciamas, uZsklgstas.
: Metro - skiastis. Kapsulé beskliautybéje. Garsus: raty
: dundéfimg, greZiantj kiaurai. Do-des-ka-den. Do-des-
¢ ka-den. Do-des-ka-den. Kur padéti akis? Kur n

: kreipti zvilgsnj? Zingsniuoti akimis - 2vilgsniuoti, Kur
¢ 2vilgsniuoti? | ka?

: ] reklamas, be abejo. | tablo, skai¢iuojantj sekundes.

Perfrazuojant Meka: nelyginant ieSmininkas jis stovi

: metro dykumoje, skaiCiuodamas paskutines savo ant
¢ vyzdZio sumauto gyvenimo sekundes. Tos vaizdase-
: kundeés ilgainiui ir stoja Kito vieton. Jos - plakatinis
: Iesalas, pabertas sumodeliuotoje Zvilgsnio trajektori-

Jjoje. Mes atsineSame tuos vaizdus kiekvienas i% savo

stoteliy. I¥ misy tytiniy bei vakariniy marsruty.
: Mano Metro Rytai ir tavo Metro Vakarai. Kolizijy
: koma ir komizmas.

¢ Dabar jsivaizduokime, kad turime surengti atminties
: tinklaindje iSsaugoty ,postvilkisko® Vilniaus metroe-
¢ kamy parody. Vaizdai iSsaugoti, uZraSai nutrinti
¢ greitio. Juk pro pajudéjusio vagono langus dar ma-
¢ tome vaizdg, bet jau nebejskaitome teksto. Taip kine-
. matografas dar Karta nuplauna fotografijg. Taip
¢ kadrai sugrjZta juoston. Jsivaizduokim, kad kaZkieno
¢ mematoma ranka sustabdé vagona drauge su vaizdais
+ anapus neskaidriy langy. Tai, kas isliko tinklainéje,
. dabariri3didinama. Akies pingpongas ir akies pinho-
i Ieas. ,Gelezinio vilko Ziede*, kur ant keiksmais apra-
: 3inéto vétiy suoletio sédi nebeegzistuojantio Zvéryno
¢ troleibusy Ziedo kontingentas: sudegusiy teatry akto-
* Tiai ir pragerty romany autoriai. Gelzbetoniniy soc-
: modernizmo troby architekiai. Damos pamustais
% paakiais. , Paskolink du obolu, seni®, — praso jie dusliu
+ choru. Ir tam kandiy metronomui net mirtis nenu- :
¢ lauzia Svytuoklés. :

2.

3.
Pameni?

+ Niujorko metro vienas vaikis paikis buvo uZgrobes :
: sgstatq ir penkias valandas davési nesustabdomas. Ir

: niekas to nepastebéjo. Pameni, tu tada saldZiai mi

i gojai, padéjusi galva man ant kairiojo peties?

s Jablonskis

Audrius Bugas, Marina Bugiené
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THINK OF ATITLE

Show title # 82 by Stefan Briggemann
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KAIL VAIZDAS

Julijos Fominos ir Valentino Klimasausko pokalbis

Valentinas Klima3auskas: Tikriausiai vienas ge-
resniy Stefano Briggemanno (http://www.
showtitles.com) sugalvoty parodos pavadi-
nimq yra Sis: The title as the curator’s art

apie Sivolaikinj meng mastyti vienos medi-
jos (Sivo atveju, fotografijos) aspektu. Taip
pat teko atsizvelgti j $ivo metu ukivaizdiiq
valqu |nf||c|c||q ar net Big Bangq - viename

piece, kuris buvo Mathieu C lando ku-
ruotos parodos The title as the curalor’s art
p:ece pavadinimas (Blow de la Barra gale-
r||c| 2006 birzelis). Tokiu budu parodos pa-

kaip ininko kurlnys virto
kuratoriaus kurlniu, kuris visgi yra meni-
ninko korinys. Sis pavadinimas, nors yra
pakank i plati ir talpi a, man pa-
tinka ir $tai dél ko - jis atspindi ir meno pa-
saulivi budingq polinkj | autoreferencijas ir
paradoksaly neigimq. Taé¢iau musy kuruo-
jama parodos Liefuvos dailé ‘08. Fotografija
dalis yra kitokia, ar ne?

Julija Fomina: Arménijoje, kur kq tik daly
vau jaunyjy kuratoriy vasaros mokykloje,
vienos i$ korybiniy dirbtuviy metu turéjome
pasitlyti kirinius Jeano Frangois Lyotard’o
parodai Les imateriaux pagal jo aprasytus
parodos skyriy pavadinimus. Supratome,
kad $i uzduotis yra net sunkesné, nei pacios
parodos sudarymas, nes pavadinimai at-
spindi vidine parodos logikq, kuria remiasi
kuratorius atrinkdamas korinius. Kadangi
mes su tavimi atsispiriame ne nuo sukurty
kiriniy, o nuo minties, kad fotografija yra
medija konceptualiems sprendimams jgy-
vendinti, pakvietéme menininkus siGlyti
idéjas. Todél sakyéiau, kad mosy paroda
yra tokia, kokia galéjo atsirasti tik &ia ir
dabar - Lietuvoje, SMC, 2008-aisiais.

VK: Tiki éia ir dabar koncepcija Sivolaiki-
niume mene? Nors jei gerai pamenu, mes

lizés ir |sc|nkshn|o sqvoky upslbrenmo Vlsq
pirma, turéjome pagalvoti, kiek prasminga

kreig i galimus parodos dalyvius nu-
rodéme faktq, kad www.flickr.com pas-
kelbé, jog vien per paskuting minute | jy
svetaine buvo jkeltos 3158 fotografijos. Vil-
niaus kavinés, restoranai, baldy ir baty par-
duotuvés, supermarketai ir netgi uzkampiy
sienos yra apkarstytos fotografijomis — aki-
vaizdu, kad fotografijos formatas tapo de-
mokratiskiausia ir labiausiai paplitusia
savirai$kos forma. Manau, kad tai musy vz-
duotj suorganizuoti parodq tik apsunkino.

Juk iskilo labai svarbis klausimai - kas daro
fotogrufuq Sivolaikiniu menu urbu, mastant
fiskai, koks Siuvolaikinio meno

procesus gull buti jvardintas kaip fotografis-
kas?

JF: Man uirodo, kad fotografiskas gali boti

bet koks ivol meno pri kuris
remiasi ne saviraiska (viena i§ modernizmo
paradigmy), bet sq ingu, apgalvotu pra-

nesimo konstravimu. Ir ¢ia iskyla paradok-
sas: Zymiai Sivolaikiskesnés $ia prasme
atrodo Kohei Yoshiyuki 7-ojo desimtmecio
nuolruukos, mulylos puskuhne|e Berlyno
bi nei lien sukurty
vaizdy. Grlziunl prie ﬂ:vo minétos vaizdy in-
fliacijos: ar nemanai, kad butent ji ir atstu-
mia  Sivolaikinius  menininkus naudoti
fotografijq kaip medija? Daugelis jaunyjy
menininky Lietuvoje net vengia vadinti save
fotografais ar apskritai menininkais.

VK: Taip, tiksliau bty kalbeéti apie fotogra-
fija kaip procesq, o ne uzbaigtq korinj. Sivo
metu aktuali vaizdy ir bendrai informa-
cijos infliacijos sqvoka galéty eiti ranka ran-

kon susikibusi su prasmés defliacija, todél
kalbant apie fotografijos formato parodq
noréjosi uzbégti Siems sunkiai suvokia-
miems ir jvardijamiems procesams uz akiy
ir apsiriboti tik tais koriniais ir procesais,
kurie i§vengia bendros iau ankséiau
minétos |nerC||os Tadiau Sioje vietoje mes
iurlme sustoti ir i$ nauvjo upsvurs!yh meni-
ytus plak ir atvirlaiskio
/u!viruiés formuius Pasirinkdami botent
tokj koriniy formatq mechaninio kdriniy re-
produkavimo eroje, mes sukuriame sqlygas
atsirasti Imsvul reprodukuommlems kari-
niams, taigi, p. ided prie jau minét
vaizdy infliacijos skatinimo. Kita vertus,
musy sprendimas buvo labiau pagristas tuo,
kad $is formatas yra demokratiskesnis ir at-
viresnis. Todél, jei anksé¢iau buéiau sitles
parodos pavadinimgq nr. 82 Think of a title,
nr. 294 Discussing the problem arba nr. 362
Thinking possibilities, tai $ivo metu, mano
manymu, labiau tikty Sie pavadinimai: nr.
177 Continually revealing multiple routes of
entry and exit, nr. 181 Open-ended arba nr.
287 Can’t wait for tomorrow.

JF: Nemanau, kad sitlydami plakatq ir atvi-
rute kaip koriniy formatq, prisidedame prie
vaizdy infliacijos, nuo kurios bandome atsi-
riboti. Nors tai demokratiskas formatas,
mes stengiamés i$vengti neartikulivoto
vaizdy srauto arba atvirkséi ii artiku-
livoti, o tai, manyéiau, yra labiau vertés
kurimo, o ne jos devalvacijos procesas. Be
to, lengvai reprodukuojami kuriniai paro-
dinéje erdvéje turi visai kitq cirkuliacijos ir
dis nbucuos logikq: jie skirti sqmoningam
vartojimui, ir tikétina, kad parodos lankyto-
jai taps dar ir aktyviais jos dalyviais. Taip
pat sidlau nepamirsti, kad programuodami
bUsimgq parodq, orientuotq j procesq, kartu

g j ir apie joje vyl
Parodos veikimo metu regulial
visus norinéius | susitikimus su jvairiy sri¢iy
specialistais (fizikais, menininkais, ekstra-
sensais), nuotrauky perzioras, diskusijas,
performansus. Pameni, kai ti
galvoti apie 3iq parodaq, pasirinkome dar-
binj pavadinimq Fotogrdfijos svetainé. Ne-
pmsunl 10, kad Zodis ,svetainé”, ko gero,

k i susues su bohemiska aplinka, jis
atkeliavo i§ panasaus laikotarpio, kaip ir
pats Zodis ,fotografija”, ir apjungia
veiksmaq, turinj ir aplinkg. Galbit toks pava-
dinimas patikty Haraldui Szeemannui? Jis
kadaise yra sakes, kad per ilgai gyveno tarp
koriniy Be pavadinimo, todél nusprendé,
kad bent jau parodos turi turéti pavadini-
mus. Tiesq, jo parody pavadinimai buvo ilgi
ir poetiski (pavyzdZivi, Be careful not to
leave your dreams, you could find yourself
in the dreams of others, Zacheta galerija,
2000). Jeigu sivlai priimti Stefang Brige-
manng | mel ky kompanijq, sutikéiau su
tavo pasirinktu nr. 181 Open-ended, bet
taip pat priduréiau ir Sivos: nr. 136 Good
idea, nr. 215 You are looking arba nr. 353
Meetings. Aiskéja, kad misy parodos rak-
tazodziai yra Sie: jvykis, vaizdas, idéja,
Zvilgsnis, istorija. Zinau, kad jie labai platds,
tad kaip juos apjungti vienu pavadinimu?
Nepamirskime, kad jis dar turi gerai
skambéti lietuviskai...

VK: Good idea! Galvodamas apie Stefang
Brigemannq visy pirma maséiau apie gali-
mybe praplésti lietuviskq autoriy sqrasq,
nes vien nacionaliniais kriterijais paremtos
parodos idéja pernelyg primena sportq ir
olimpines Zaidynes. Kultira, kaip
A N

7P 9’
Taip pat boty nevisai tikslu suvokdi lietuviskg

q kaip grynai lietuviskq arba speci-
fiskai i$skirtinj. Galbot netgi atvirkséiai, ¢ia
trumpam atvyke Zmonés daZnai tampa itin
svarbUs ar net svurbluu5| vietos kasdie-
nybe|e ir vadi »menini gyve-
nime”. O kaip tuu $is pavadinimas -
Open-ended meetings?

JF: Man nacionalinés parodos idéja irgi
atrodo ne itin aktuali, o kalbédama apie lie-
tuviskq kontekstq, labiau noréjau pabréiti,
kad dirbame su $ivo metu ¢ia gyvenanéiais
ir kurianéiais Zzmonémis, bet nebdétinai lie-
tuviais. Ir atvirkéiai: ne visi lietuviai meni-
ninkai, su kuriais dirbame, $ivo metu éia
gyvena. Taigi tu teisus - dirbame tinkliskai.
O tavo pasitlytq pavadinimq verstume kaip
Nesibaige susitikimai?

VK: Atviri susitikimai? Nuo ,atvira disku-
sija”. ,Atvirumas” &ia reiksty rezultaty ne-
nuspéjamuma. Jei reikéty ,susitikimus”
vizualizuoti, gal tada buty galima jvardinti
kaip Atviri pasimatymai? Tadiau Atviri jvy-
kiai leisty galvoti ne vien apie ,atvirus” re-
zultatus, bet ir apie ,atvirg” kontribucijy,
formaty, elgesio sistemq.

JF: Taip, Atviri jvykiai lyg ir tinka parodos
pavadinimui, nes niekada negali Zinoti, kas
ar kas nors nutiks iki galo. Kita ver-
tus, kiriniy formatas yra aiskus, o zodis
ivykiai” apibréZia tai, kas vyks parodinéje
erdvéje tarp $iy koriniy. Sitlyéiau apjungti
tai, kas bus korinivose - t.y. vaizdus, ir tai,
kas vyks erdvéje - jvykius ir susitikimus.

VK: Kai vaizdas tampa pokalbiu? Angliskam
pavadinimui Expanding the image into con-
versation pasiskolintumém Zodj ,expand”,
kurj amerikieté meno kritiké Rosalind E.

TAMPA POKALRBIU

Krauss pavartojo praplésdama tuometinés
skulptiros sampratq - jos tekstas October
zurnale vadinosi Sculpture in the expanded
field (1979 m. pavasario numeris). 2006
metais olandy menininké Falke Pisano
skaité paskaitq A sculpture turning into a
conversation, kurios metu, kaip galima su-
prasti i$ pavadinimo, skulptiros sqvoka
buvo praplésta ar, priklausomai nuo po-
ziUrio, susiaurinta iki pokalbio formato.
~Pokalbis” tikriausiai yra tinkamiausias ter-
minas musy projekto erdvéje vykstantiems
procesams apibudinti. ,Kalbéjimas”, t. y.
tam tikro siuzeto pasakojimas ar konteksto
atskleidimas, yra itin svarbus visiems be
iS$imties parodos jvykiams ir koriniams. Net
ir labiausiai nuo fizinés parodos erdvés nu-
toles Gintaro DidzZiapetrio Lukiskiy aikstés
atvirukas, kuris atsiras miesto knygynuose,
gali buti interpretuojamas ir kaip tam tikras
pokalbis (juk autorius $ivo koriniu i$sako
savo nuomone ar komentarq) laike ir kon-
tekste - bégant laikui ir ,sutvarkius” dabar-
tine Lukiskiy aikste, sis atvirukas jgaus visai
kitas reiksmes.

Reaguojant | tavo mintj, kad ,niekada ne-
gali Zinoti, kas nutiks ir ar kas nors nutiks
iki galo”, norisi tikéti, kad pokalbis, nors ir
metaforiskas, yra butent ta komunikacijos
forma, kuriai svarbu boti, vykh o ne |vyk'|
ar jvykti galo. Tiesa, vienu metu jau
buvau beveik patikéjes, kad, sekant Baudril-
lard’o logika, paroda nejvyks — The exhibi-
tion will not take place — dabar matau, kad
mano nuoggstavimai issipildé, tadiau jau
visai kita prasme.

Julija Fomina ir Valentinas Klimasauskas
yra dailés kritikai ir parody kuratoriai
Sivolaikinio meno centre.
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Pateldli i
sifuadaja

aus Dobriakovo pokalbis su Mirjam Wirz

Su Mirjam Wirz, 3veicary kilmés menininke,
nuo 2001 m. gyvenandia Vilnivje, kalbéjomés
apie ,flash” fenomengq, patirtj kaip ,valiutq”
sivolaikiniame mene bei fotoaparato naudo-
jimq siekiant patekti j neeilines realaus gyve-
nimo situacijas.

Jurijus Dobriakovas: Visy pirma norééiau
paklausti, kaip tu pati supranti ,flash” idéjq
(pagia placiausia prasme). Kuo daugiau apie
tai galvoju, tuo labiau atrodo, kad ji gali boti
pritaikyta labai jvairioms Sivolaikinio Zmogaus
patirtims.

1
1
1
1
1
1
1
1
1
1
Mirjam Wirz: Pirmq kartq apie 3 odj su- |
simgs¢iau, kai kilo mintis surengti Flash barg - |
nuolat vietq mieste keiciantj jvykj. Turéjau ir 1
marskinélius su Flasho - vieno i§ amerikietisky 1
komiksy superherojy — atvaizdu. Man patiko
ir pats Zodis, ir vizualinis jo apipavidalinimas, 1
taigi nusprendziau daugiau paskaityti apie 3j 1
veikéjq. Jis mane suintrigavo, nes, skirtingai 1
nuo kity superherojy, dazniausiai apdovanoty 1
tik viena antgamtine jéga, Flashas buvo ne tik
greitesnis uz mintj, bet pasizyméjo ir kitomis 1
Lsuper” savybémis. Be to, jis nebuvo vienintelis 1
veikéjas tame komikse — ten veiké keletas skir- |
tingose epochose gyvenanéiy Flashy. Kartais 1
jie kirsdavo laiko ribas, sutikdavo vienas kitq ir
tapdavo draugais. 1
Tuo metu man §is vardas pasirodé labai tinka- I
mas Flash baro koncepcijai, o véliau as jj pa- |
naudojau ir Flash Institut pavadinime, 1
turédama galvoje platesne ,flash” kaip darbo
su laikinomis bendruomenémis prasme ir 1
kartu pabrézdama kdrybos, kylanéios tiesiog I
i$ situacijos, idéjos ir akimirkos, spontanis- |
kumgq - neplanuojant, nekonceptualizuojant ir 1
neformalizuojant. I
1
1
1
1
1
1
1
1
1
1
1
1
1

JD: Galvodamas apie Flash Institut ir, ypatin-
gai, savo paties patirtj Siame projekte, pasta-
ruoju metu magséiau, kad paradigma, kai
menas kuriamas i3 fikcijos ir véliau ,primeta-
mas” tikrovei, po truputj nyksta. Meno karinys,
gimes grynai kazkieno vaizduotéje, visiska ab-
strakeija, kuri pateikiama tikrovei ir joje daly-
vaujantiems Zmonéms, man atrodo gana
pasenes, lyginant su meno koriniu, kaip tu
sakei, atsirandanéiv ,i§ situacijos”, kai i$ ti-
krovés paimi fragmentq ir jj paverti fikcija, ku-
rios Saknys vis délto lieka tvirtai jauge toje
tikrovéje.

Cia svarbiausia yra laikinumo principas. Jei
ankséiau (o i§ dalies dar ir Siandien) galéjome
stebéti, kaip lietuviy menininkai stengiasi, kad
ju menas jveikty laiko désnius, tai dabar ma- 1

tome, kad atgimsta kryptys, atsigrezianéios |
tokius reiskinius kaip situacionizmas ir psicho-
geografija — judéjimus, kuriems badingas 3is
Jflash” bruozas. Dauguma tokiy meno koriniy
gimsta i§ situacijos ir &ia pat mirsta, nebent jie
kaip nors dokumentuojami (tadiau net ir tuo
atveju lieka tik patirties dokumentas, o ne pati
patirtis). Kodél, tavo nuomone, laikinumas pa-
sidaré toks svarbus, o Zmonés pavargo nuo
meno, kuris kuriamas tam, ,kad i$likty amzi-
nai“e

MW: Galbot tai lemia du faktoriai — vis inten-
syvesnis daugelio socialiniy veiksmy perkéli-
mas | visiskai laikinas virtualias erdves ir tuo
pat metu tikryjy miesto erdviy, kur Zmonés
gali laisvai susitikinéti, susigrgzinimas. Kalbant
apie mano darbus, a$ niekada nebuvau tikra,
ar galééiau juos priskirti ,menui”. Mano
koryba, be abejonés, susijusi su menu, tagiau
ne su meno sistema. Tokiu paéiu bodu ji susi-
jusi su informacija ir Zurnalistika. Kartais a3
savo darbus traktuoju ne kaip mengq, o labiau
kaip sociologija, nes mane domina patys ele-
mentariausi dalykai: kaip Zmonés tvarkosi
savo gyvenima, kaip tai vyksta skirtingose so-
cialinése ir politinése situacijose ir pan.

Taigi viskas, kq as darau, yra glaudziai susije
su gyvenimu tokiu, koks jis yra, ir man visikai
neripi to ,i$versti’ | kazkq transcendentinio.
Dél tos pacios priezasties patirtis, kuri ilgg
laikg nebuvo ,konvertuojama valiuta” meno
pasaulyje, dazniausiai yra pagrindinis mano ir
ty, su kuriais a3 dirbu, korybos elementas.
Botent dél to pirmasis mano projektas Lietu-
voje vadinosi Involved (liet. Dalyvaujantys arba
[sitrauke) — jame démesys buvo sutelktas j da-
lyvavimq ne abstrakéivose, o dabar pat vyk-
stan¢ivose dalykuose. Kaip daznai sakau, a3
noriu, kad ir mano projektai, ir a3 pati tarsi gy-
ventume ,gatvés gyvenimg”. Zinoma, niekas
negali patirti visko, kartais kai kurivos dalykus
reikia kaigiuoti ar tiesiog isgalvoti, tagiau
Flash Institut susitikimai, kaip mes kartq disku-
tavom - tai lyg apsikeitimas asmeninémis pa-
tirtimis, su kuriomis ir kiti Zmonés gali pasijusti
susije. Mano nuomone, menuose visuomet
buvo per daug ,vertimo”, perkelianéio daiktus
i abstraktesnj lygmeni, kuris bent jau man nie-
kad nebuvo artimas.

Tai taip pat priklauso nuo to, kaip kdrinys pa-
teikiamas, ir kokj santykj su juo tam tikromis
aplinkybémis gali uzmegzti Zmonés. Man nie-
kada nepatiko muziejy erdvés, bet nemanau,
kad pastaruoju metu vis daznesni bandymai i§
muziejaus erdvés iskelti projektus, kuriems vis
tiek bodinga ta pati ,muziejaus logika”, yra

Mirjam Wirz. I$ 4-ojo Flash baro, Tauro kalnas.

Fotografija. 2006. Vilnius

Vaclovas Nevéesauskas. I§ 4-ojo Flash baro, Tauro kalnas.
Video kadras. 2006. Vilnius

Vaclovas Nevéesauskas. IS 2-ojo Flash baro, Zalgirio stadionas.

Video kadras. 2006. Vilnius
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produktyvis. Kol kas atrodo, kad geriausia
iSeitis yra slietis prie labai konkreéiy situacijy.
Tadiau vien situacijos, kurios nesuprasty jos
nepatyre, nepakanka — egzistuoja dar ir toks
dalykas kaip su situacija susijusios medziagos
kokybé, kuri yra dar vienas labai svarbus
mano kiorybos aspektas. Situacija turi turéti
kontekstq. Taigi man labai svarbu savo mintis
bei patirtis perkelti j bendresnj lygmenj - ne
tam, kad jos tapty abstraktesnés, bet kad bty
susije su platesniu kontekstu. Tai ne dienora-
stis, taciau ir ne teorija.

JD: Patirties ,kokybé” tikriausiai glodi sponta-
niskume. Jei kas nors bando suplanuoti ar uz-
programuoti patirtj, pavyzdzivi, sakydamas
A% pabandysiu patirti tq arba anqg”, techniskai
tai bus patirtis. Ir visgi atrodo, kad pacios sti-
priausios ir vertingiausios patirtys yra tos, ku-
rios néra i$ anksto numatomos. Manau, ir vél
sugriztame prie to ,flash” aspekto. Kazkas lyg
blyksteli, ir nezinai, ar tai kada nors vél atsitiks
— botent tame ir yra tokiy patiréiy groZis.

Ir visgi a3 pastebiu, kad bent jau Lietuvoje
Zmonéms sunku buti spontaniskiems. Dauge-
lis apskritai vengia besqlygisko spontanis-
kumo. lJie planuoja savo gyvenimus, savo
patirtis, atostogas ir pan. Tai kaipgi nugaléti tq
baime buati spontanisku ir visiskai atsiduoti
naturalioms patirtims, tuo pat metu jauéiantis
pakankamai ,saugiai”?

MW: A3 niekada nesidoméjau jau egzistuo-
janéiomis struktGromis ir nesistengiau prie jy
pritapti. Tai tas pats, kas piesti ne tuséiame
lape, o vaikiskoje spalvinimo knygeléje. Zi-
noma, duotus kontdrus visuomet galima per-
Zengti ar ignoruoti, taéiau jie vis tiek sukuria
tam tikras ribas.

Nesu tikra, ar tai nebuvo svarbu ir ankséiau,
bet tikiu, kad $iandien reikia kai kurias erdves
islaikyti nepriklausomas, nes viskas labai grei-
tai pajungiama jvairioms taisykléms ir jau eg-
zistuojanéioms struktoroms. Mano projektai
geriausiai tinka erdvéms tarp struktory — nea-
pibréitoms ir kintanéioms erdvéms, kuriose
slypi eksperimento potencialas. A% nesu re-
voliucionieré, bandanti priesintis tam tikroms
struktoroms norédama jas sugriauti. Viena
mano draugé, rasydama apie Flash bargq, pa-
vadino jj ,pazeidimu nesivaidijant”, o jo tak-
tikg - ,apeinanéia problemas”. Mes tiesiog
bandome daryti tai, kg norime, nesiekdami at-
viro pasipriedinimo ir naudodamiesi tarpiniy
erdviy privalumais.

Kadangi a3 tikiu tokios praktikos galimybémis,
man ji neatrodo maziau ,stabili”, tagiau i3 kity

| ii kartais reikalavja nemazai kantrybés. Daly-
vaujant parodose svarbiausia mano darbo
dalis yra priversti kuratoriy pasitikéti manimi.
Su manimi dirbantys Zmonés turi tikéti, kad i3
viso to kazkas iseis. Dazniausiai a gana tiks-
liai Zinau, kg noriu padaryti, tadiau i$ karto to
pasakyti negaliu, ir ne todél, kad negalé&iau
isreiksti ZodzZiais, o dél to, kad nenoriu per
anksti jvardinti. Stengivosi nenusistatyti jokiy
normy savo projektams — nesukurti kazkokios
struktoros, kuri nuo pat pradziy apriboty jy
eigq. Zinoma, dazniausiai butent dél to mano
projektus gana sunku klasifikuoti. Taciau jei
dabar toks darbo procesas atrodo beprasmis,
gal jis bus labiau suprantamas Ziorint retro-
spektyviai, kai taps panasus | pasakojimq ar
istorijq.

JD: Kartq kalbéjomés apie kameros blykste
kaip apie metaforine mokymosi priemone.
Atrodo, kad 3iais laikais toks mokymosi bodas
— asmeniniy patiréiy ,blykste” apsviesty ti-
krovés kaleidoskopiniy fragmenty ir ,momen-
tiniy kadry” fiksavimas (ne tik vizualine
prasme) — tapo dominuojanéiu. Tuo tarpu kla-
sikinéje mokymosi paradigmoje pirmiausia
sugalvojama sistema ir tik po to stengiamasi
ia pagristi. Kalbant apie Flash Institut, man pa-
tinka, kad jame Zmogaus protas naudojamas
kaip blyksté, padedanti uzfiksuoti tikrove, ir tik
po to sukuriamas Ziniy organizmas, kuris gali
boti tiek labai nuoseklus, tiek visiskai nerislus.

MW: Botent. Déstydama Europos humanitari-
niame universitete Vilniuje, mokymgsi bandau
paversti atviru procesu — procesu, susijusiu su
flash” fenomenu ir fotografija, kurig kurti gali
ne tik profesionalai. Kiekvienas fotografuoti
gali savaip, o Zinojimas atsiranda tuomet, kai
atskiri uzfiksuoti fragmentai sujungiami ir
apmgstomi. Vienas nuotraukas galima atmes-
1i, kitas — panaudoti tik po trejy mety, nes ivo
metu jos gal neturi jokios prasmés. I3 esmés,
dirbama su nuotrauky archyvu, nuolatos is jo
kuriant naujas Zinias — kintanéias Zinias, Zi-
noma, kurios niekuomet netaps pastoviu da-
lyku.

JD: Kalbant apie fotografija, man labai patiko
Susan Sontag knyga Apie fotografijq (On Pho-
tography, 1977), kai jq perskai¢iau pirmq
kartg. Sontag buvo gana skeptiska fotografijos
atzvilgiu, vadindama jgq priemone, kuriq
Zmonés naudoja siekdami kontrolivoti tikrove,
isprausti jq | rémus ir taip susikurti pergalés
pries laikq ir mirtingumq ilivzijq (kas, mano
galva, buvo taikli jzZvalga to meto kontekste).

Mirjam Wirz. IS 1-ojo Flash baro, Taksi parkas. Fotografija. 2006. Vilnius
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Taciau 3iandien atrodo, kad fotografija jgijo vi-
siskai kitokiq kokybe ir prasme. Visai gali boti,
kad Siandien Zmonés fotografuoja norédami
ne kontroliuoti ir pasisavinti tikrove, o padaryti
ja aidkesne, turéti jos fragmentus, kad kartas
nuo karto | juos pasizioréje ismokty kq nors
navja.

MW: Turéjau perskaityti 3iq knyga, kai mo-
kiausi Dailés akademijos Fotografijos kate-
droje, ir man ji nelabai patiko. Kai kas joje tie-
siog mane nervino - tai moralizuojantis
poziuris | nuotraukas, Zinoma, visai supranta-
mas to meto, kai buvo parasyta knyga, kon-
tekste, kuris, kaip sakei, buvo uZtvindyto
nuotraukomis, vis vizualesnio ir labiau orien-
tuoto | iSore pasaulio pradzia. Ta¢iau pasku-
tinéje savo knygoje Apie kity skausmq
(Regarding the Pain of Others, 2003) Sontag
pakeité kai kurias knygoje Apie fotogrdfijq i3-
sakytas mintis, atsizvelgdama | faktq, kad pa-
saulj vis labiau tvindant nuotraukomis,
Zmonés pradeda prie to priprasti ir su nuo-
traukomis elgiasi kultoringiau. Pavyzdziui, tai,
kaip iandien traktuojamos nuotraukos, turbat
buvo nejsivaizduojama astuntajame desimt-
metyje. Kitos savo knygos Prie$ interpretacijq
(Against Interpretation, 1966) pratarméje ji pa-
naudojo fraze i§ interviu su Willemu de Koo-
ningu, kuri man labai patinka: ,Turinys - tai
kazko blyksteléjimas, toks netikétumas kaip
blyksté. Jis visai mazytis, tas turinys, visai ma-
Zytis.”

Tai, kg pasakei apie fotografijos situacijq Sian-
dien, yra tiesa. A$ pati niekada nebuvau tokia
fotografeé, kurios tikslas — tik gaminti nuotrau-
kas. Man fotografija reiskia daug daugiau nei
nuotrauky darymgq. Fotografija - tai nuotrau-
kos, struktoros, situacijos, tyrinéjimas, ieskoji-
mas, rinkimas, siekis kazkq pagristi, slaptos
busenos, fiksavimas, pojo¢iai. Tai tyrinéjimy
jrankis, leidziantis man patekti j situacijas, |
kurias be fotoaparato nepatekéiau. Tai dar ir
mgstymo priemoné.

Dar man fotografijoje patinka tai, kad ji tapo
kazkuo, kas nebéra tiesiogiai susije su tikrove,
nes 3ivolaikiné fotografija nebéra analoginé.
Jei, pavyzdziui, nuotraukoje matome kéde,
dar nereiskia, kad ta kédé kada nors i3 tiesy
egzistavo. Ta plonyté linija, jungianti ivolai-
kine fotografijg su pasauliv ir jame vyk-
stanéiais  reidkiniais, egzistuoja, tadiau
atviresne ir zaismingesne forma. Tai tikrai
mane jaudina, ir a3 i$ dalies tai nagrinéju savo
darbuose.

JD: Be nuotrauky archyvo taip pat turi ir teksty

archyvq — kity Zmoniy parasyty straipsniy ko-
lekeijq. Kaip tai susije?

MW: Taip, as renku laikraséiy straipsnius, ypaé
i§ $veicarisky laikraséiy, kurivos skaitau inter-
nete. Tiesq pasakius, jy temy spekiras labai
platus — vieni apie kultorg, kiti — apie sportq,
nusikaltimus ir t.t. A$ net negalééiau pasakyti,
kodél nusprendziu i$saugoti vieno ar kito
straipsnio kopijq — papraséiausiai skaitant kaz-
kas patraukia mano démesj ir a$ jtraukiu
straipsnj | savo archyva, kad kai kurias idéjas
ar fragmentus galé¢iau panaudoti véliau. Ly-
giai taip pat renku medziagq, kurig panaudoju
kitais tikslais.

JD: Na, gal vienq dienq bus sukurta progra-
miné jranga, kuri pavers $iuos straipsnius rea-
listiskomis aprasomy jvykiy nuotraukomis.

MW: Taip, boty tikrai jdomu pasizioreéti, kaip
galéjo atrodyti aprasytos situacijos.

JD: Kalbant apie nusikaltimus, kriminaliniy
nusikaltimy vietas ir tyrimus... Koks tavo san-
tykis su film noir, B kategorijos filmais ir istorijy
apie miesto detektyvus estetika? Ar tai kaip
nors susije su Flash Institut projektais, fotogra-
fija ar kitomis tavo gyvenimo sferomis?

MW: Film noir pradéjau zioréti Cioricho dailés
akademijos video bibliotekoje studijy metais.
Taip pat pradéjau skaityti knygas, pagal kurias
tie filmai buvo kuriami, daugiausiai Raymondo
Chandlerio, Dashiello Hammetto ir Rosso
McDonaldo. Man patinka pasakojimai apie
privaty detektyvg — Siandieninio nepriklau-
somo, laisvai samdomo darbuotojo prototipq
— kuris atskleidzia istorijq, Zingsnis po Zingsnio
keliaudamas per miestq, sutikdamas Zmones
ir patekdamas | jvairias situacijas. ,Paslaptin-
gas” jvykis ir jo tyrimas, kuriam pasamdomas
detektyvas, kaip ir mano fotoaparatas, yra
pretekstas vaikséioti po jvairias vietas ir
kalbétis su zmonémis. Sivose pasakojimuose
pagrindiniai veikéjai dazniausiai veikia ne-
turédami jokio bendro plano, intuityviai, gerai
pazinodami ,gatvés gyvenimq”, atsitiktinai,
klysdami, kovodami, jsimylédami ir pan. Vis-
kas sudétinga kaip ir pats miesto bei ¢ia gyve-
nandiy Zmoniy gyvenimas; néra vieno
vienintelio nusikaltimo, vieno vienintelio
sprendimo, tiesiog gyvenimas — toks, koks yra.
Man patinka toks darbo metodas. Ir as pati
panasiai dirbu.

Filmai man taip pat patinka - apsvietimas,
dialogai, juntamas kartélis, sapng primenanti

vizualiné kalba ir humoras. Vizualinés kalbos
ypatumai susije su pinigy trokumu: elekiros
taupymas, filmavimas vietoje, naktj... Tikslas
— papasakoti istorijq neturint didelio biudzeto.
Taip ji neidvengiamai atrodo , kitokia”, o tame
kitoniskume slypi kokybé. Man patinka impro-
vizacijos, ir smagu galvoti, kad scenos filmuo-
jamos tokioje tamsoje i§ dalies dél to, kad
siekiama iSvengti dideliy sqskaity vz elektrq.

Jurijus Dobriakovas yra Sivolaikinio meno ir
muzikos kritikas, rasantis | jvairius Lietuvos ir
uzsienio leidinius.

Rastas vaizdas i§ §veicarisko laikrascio. 2007



Fotoaparata
naudoju paprastai,
lyg revolveri..
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Renatos Dubinskaités pokalbis su Dainium Liskevicium
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QE i Parodoje Lietuvos dailé '08. Fotografija Dainius LiSkevi¢ius pristato solo projektq Rentgenas. Tai keletq mety
r“'l”; - menininko bute-dirbtuvéje plétotas projektas — fotografijos, darytos visiskoje tamsoje naudojant blykstés 3viesa.
) - Nuolat kartojant tq patj fotografavimo procesq atsirado didelis kiekis buto interjero vaizdy, kurie tarsi nesgqmoningas

Al

dienorastis fiksuoja nejvardintq laiko, jvykiy, iSgyvenimy atkarpg.
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Renata Dubinskaité: Ar vis dar braidzioji po —
savo butq visiskoje tclmsqe blyksédamas fo- —
toaparato blykste? Ar tai jau baigtas etapas? —

numatyti, kas i$ to gausis? ~— pats veiksmas. Performanso elementai
—— budingi ir kitiems tavo fotografiniams projek-
DL: Toks absoliutus nesqmoningumas praktis- — tams. Ir Rentgene, kuriame aklai fotografuoji
—— kai nejmanomas. Vis tiek isijungia atmintis - —— tamsoje, ir Pasaulio centruose (nuo 1999), kur
Dainius Liskevi¢ius: Mano projektai daina juk ir nematydamas a$ Zinau, kur kas Sioje ~— stovi ant galvos, iseities taskas yra pasirinkta
bUna testiniai, nauji vaizdai gali pildyti kolek- " erdvéje yra. Bet blyksté reikalinga tam, kad ~ fiziné situacija. Ar pats atliekamas veiksmas
cijq beveik be galo, jei tik yra toks poreikis, objektus sugraZinéiau i$ atminties | $viesq.  — atveria tau paéiam kazkq netikéto, naujy pa-
norisi testi patj veiksmg. Vis dar jauciu poreikj, —— —_tiréiy, izvalgy? Pavyzdzivi, kai matai sku-
matyt, dar ne viskas atsakyta. ~— RD: Automatizmas daznai aiskinamas kaip ~— banéius pro 3alj Zmones, tik apverstus?
— bandymas issilaisvinti i§ i$ankstiniy mgstymo —— .
RD: Gal bepraktikuod judéjimq je — schemy ir kaip antimeninis gestas, méginimas — DL: Zinai, tuo metu, kai stovi ant galvos, kaz-
tuos keletq mety, labiau i$lavinai kitas savo — atsikratyti jvairiausiy meniniy konvencijy. — kaip nieko negalvoji. Svarbesnis tas momen-
jusles, kompensuojanéias dalinj aklumqg? — — tas, kai pamatai, kaip tave uZfiksavo, koks
— DL: Siais laikais deklaruoti un'lmenq man — tavo santykis su aplinka, galy gale, kaskart fo-
DL: 1§ 'lesq botent 'uda, kai i$$auni blyksie — néra aktualu. Alsku, tam tikry es'e'l q reiki tografuodavo vis kiti Zmonés.
tamsoje, ir |Clmpl neregiu. Ne tamsa, o $viesa — lavimy atrodo i . Ypaé —
apakina, po |os viskas dar labiau liejasi. O — tiems, kurie j fotografijq ziori kaip | kokyblskﬂ — RD: Ar Rentgene, kur pasirinkai tokj speclfm;
tokie jusliniai muunsul, kurivos al ssnugdo — tobuly vaizdy gamyba. — fotografavimo d savo arti
per ilgq laikg, éia negaléjo atsirasti. Nors $is — — upllnkos dulkius |svydu| kitaip, kitokius?
fn'ogrufuvimas niskreiptu bodu” prusidéio: RD: Taéiau tai jau ne pirmas tavo projek j— itintus kaip tik tada, kai jie to
gana senlal jis vykdavo speclﬁne|e emo:lne|e —— kur pasirenki automatinio fotografavimo stra- —— visai nesitikéjo? Jau pats projekto pavadini-
busenoje, beveik ingai — at- — tegijq? ~~ mas nurodo, kad kalbame apie kazkq, ko ne-
sibudimo i$ sapno, baimés ir jvairiausiose —— pamatysi plika akim ar regéjimui jprastomis
tose situacijose. Cia néra nei ko nors labai —— DL: Ne, ¢ia tesiu tokio eksperimentinio foto- —— sqlygomis.
romantisko, nei nieko maniakisko. Atsibund grafavimo linija. Pavyzdzivi, projekte Timer /8
ir tiesiog uzsidegi $viesq, $ivo atveju - foto- — sec (2002) naudojausi laikmaéiu, nustatytu — DL: Taip, i$vysti daugybe dalyky, kuriy Siaip
aparato blykste. — astuonioms sekundéms, ir kiekvienai tiesiog nepastebétum. Viskas Iyg vakuume.
— rinkausi vis kitokj fotoaparato nuudoumo — Kartais atrodo, kad tai visai anoniminés, tie-
RD: |domus paradoksas. Juk fotografija yra : bUdaq. Kapinése sukau fotoaparatq aplink save — siog interjero fotografijos...
aplinkos registravimas $viesos pagalba. — galvg, gaudamas ratu issi ieiusius, Iyg trans- —
Blyksté suteikia gullmybe atsirasti vaizdui, bet — cendentinius vaizdus. Ant tilty pririsd ) j
tuo paéiu gali ji sunaikinti pernelyg shpnu— prie gumos ir mesdavau Zemyn, tai
Sviesos pliOpsniu. — mas. Bare uztaisytq fotoaparat

RD: Nepasakygéiau... Kaip interjero nuotraukos
|zve|oda- —jos yra radikaliai |sfrugmen|uo|os Erdve
siog duo- — atrodo sudruskytu i gabalus, i$ kuriy nejma-
— duvuu pCIlCIIky'I kitam Zmo O g je — noma e vaizdo, todél tikrai by-
atq p es prie kojos. loja 3j tq apie siaubo busenas. Taéiau projekto
~—Tiesa, dar buvo bezdgio y tiltai, kuriais —— pristatyme mini terapijos sqvokq. Fotografijos
—— bégdavau nuo fotoaparato tolyn. —— terapinés savybés dazniausiai siejamos su ga-
j— —— limybe savo aplinkg ir patirtis paversti
RD: Tnl tarsi serija performansq, kurivose —— dclls, kurivos gali nuo saves atskirti ir
svarbiausias yra ne tiek fotorezul kiek —r liai analizuoti. Man regis, $ios fotogra-

DL: Taip, palieku visa tai Jmui, nau-
doju fotoaparatq paprastai, lyg revolveri.

RD: Ar fotografuojant tau tikrai pavykdavo
jungti ,meninj”, ,fotografinj magstymq
blykséti visiskai automatiskai, i i

fijos, tie bal

analizei, nepadeda slclubo busenu ,,sudellu
dézutes”. Kaip tu paaiskintum terapinius savo —
projekto aspektus?

— gali fotografuoti, nebeliko fotografijos magi- — turiu viskq, kurioje nieko netroksta. Tai idéja,
os. Ankséiau pati fotografija buvo vertingas — kad gali gyventi ir be kelioniy, rezidencijy. Uz-
menantis Ppraeities laikq, faktq. — sidarymas namuose - tarsi undergroundo si-
— Dabar v:e|o|e selmymmo ulbumo vlskcs nat- — muliacija. Juk & cnu, savo prlvu e erdvéje, esi
i iausi inoma, $itq hipo-

yra tarsi $viesos skiepai. Kiek ¢ia terapijos, o
kiek pasalinio poveikio, niekad nezinai. Tas ——

~— RD: Tai ir puiku, lauksim jrodymy. Ar jau esi
~~ numates ir kity projekty, sukurty savo buto
erdvéje?

gali biti tikras, kiek paskirtas gydy nors dabar k fo'ogrclfaw f—
deda, o kiek kenkia. — mas yra visi$kai prieinamas ir visi fotografu:
Be to, tyrinéjant susikaupusias nuotraukas, — daugiau negu bet kada anks¢iau, realiai
pamatai laiko tékme. Per daiktus labiausiai at- — saugoma maziau vaizdy arba jy saugojimas —
siskleidé skirtingi mano paties gyvenimo lai nebeturi tokios reikimés?
kotarpiai. Kai kurie vaizdai yra susvetiméje dél —
to, kad kasdieniskos detalés labai pasimirsta.

DL: Taip, jau esu pradéjes vienq testinj darba,
kuriam isvystyti dar reikia mety ar keliy.

DL: Bent jau dabar atrodo taip. Lyg svarbiau
—— buty pats fiksavimo procesas, o ne uzfiksuoty —
RD: Taigi projektas jgavo dienorastiniy savy- — vaizdy vartojimas. O j daug kq bus galima at- —
biy? sclky'l po daug mety. Va $tai Sita dézé yra
na pnkruu!u visokiy vulqu, a$ juos perra-
DL: Tq dienorastiskumq pamaciau tik po laiko, ~— $inéju i§ vieno formato | kitq. Ar tai isliks, ar ——
unullzuodumos padarytas fotografuas, nes — dings?
st yme to visai . Siaip — j—
nlekuda nerasiau dienorasio.

D: Su kokiu fotoaparatu pats dirbi?

RD: Ar nebuvai i$ ty, kurie nuo mazens foto.
grafuoja?

— DL: Su juostiniu. Paskui skenuoju. Taip darau —
dél to, kad |s||eku benl kuzkoks konkretus,
— apéivopi d i lé. Tai doku- —
DL: Ne, ik éje tik zaisd su — mentas, jrodymas, tarsi gurcln'uo|unhs vaizdo —
fotoupurutu Smena, kol galq gale jj iardZiau. — sauguma. Aisku, tai old-schoolas. Kaip ir
O pirmasis mano jsigytas fotoaparatas buvo — mano projekto idéja, nelabai atitinkanti $ivo- —
pigiausias, koki tik galéjau rasti - jj nusipirkau — laikinj pozitrj ir ritmqg. Na, man taip atrodo..
butent Pasaulio centry projektui. ZodZiu, tai
prasidéjo mano fotografavimas. Ir netgi n
visai, juk Siame projekie pats nesinaudojau
aparatu, o prasydavau sutikty Zzmoniy nufoto- —
grafuoti mane. DL: Na, kazkaip man
O dél fotografiniy dienoras realybés sus- —— koncepcija, kad visq mengq kursiu neiseidamas ——
kaitmeninimas daug kq keiéia... Kiekvienas —— i$ savo buto - $tai &ia yra ta erdvé, kurioje

D: Kuria prasme savo projektq laikai nesivo
aikidku?

Renata Dubinskaité yra dailés kritike ir
parody kuratoré Siuvolaikinio meno centre.







Artiiras Raila. Saltinis. 2006

Anderso Kreugerio pokalbis su
Artiiru Raila

Pokalbis su menininku Artoru Raila vyko
rugpjuéio ménesj Vilniuje, prie kavinés stalo,
o véliau - internetu. Kalbéjomés apie jau
baigiamq Railos projektq Zemés galia, kurio
paskutinis etapas rudenj bus rodomas Siu
laikinio meno centro didZiojoje saléje.

Andersas Kreugeris: Kas yra Zemés ,galia”? Kuo ji ski-
riasi nuo zemés ,traukos” ar ,jégos”?

Gali boti, kad lietuviskas mano testinio
projekto Zemés galia pavadinimas gana sunkiai veréiasi.
,Galios” reiskia ,galimybes”, ,galéjimq”, turint pasi
kimo laisve. Jéga — pavyzdziui, daryti kg nors ,per jégq”
- nurodo | tikslingesnj veiksmaq. Ver¢iant §j pavadinimg
prarandami prasmés nivansai. Gali boti, kad Power arba
Kraft labiau nurodo j jégq, nei galias/galimybes.
Panasiai nutiko su ankstesniu mano projektu Pirmapradis
dangus (2002). Angliskas 3io darbo pavadinimas Primitive
Sky asocijuojasi su civilizacijos sqmone ir jai bodingu nie-
kinamu pozidriu | nezinomybe. Taip édamas | dangy
Lietuvoje jj pavadino brity menininkas, ir mane tai labai
pralinksmino. Nuosirdusis kolonializmas! Bent jau dangus
galéty likti toks pat ir virs Tel3iy, ir virs Londono. Man iki
siol atrodo labai juokinga, kai Zmogus jauéiasi pranases-
nis uz gamtgq, t.y. civilizuotesnis.
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Zemés galios atveju nesirdpinau vertimo tiks-
lumu. Tai vienas tokiy projekty, kuriy pavadi-
nimai atsiranda savaime. Apie zemés galias
uisiminé Vaclovas Mikailionis, rasydamas in-
strukcijq geoenergetiniam SMC planui 2005
metais BMW parodoje. Véliau nieko nekeiciau

i+ AR: Manau, kad bet koks kdrybinis impulsas
atsiranda tik i§ asmeninés patirties, ir tada
nesvarbu, su kuo bendraujama - su savo ar
ne savo, zeme ar dangumi.

AK: Bet ar §j kartq zemé yra ,didelé”2 Kitaip
tariant, ar projekto Zemés galia veiksmai gal
I+ vykti bet kur pasaulyje, ar vis dél to vieta turi
boti kazkaip susijusi su projekte dalyvaujanéiy
eksperty i3eities tasku, t.y. su Lietuva?

AK: Kaip tik apie tai kalbéjome, kai ruoséme
parodq Art of the Possible Lundo kunsthaléje,
ar ne? Kq i$ tiesy reiskia ,galimybé”?

i AR: Sio projekto dalyviai pabuvojo Lince,
Frankfurte, Berlyne, Allenheadse (Anglijoje) ir
ik dabar atidziau tyrinéja Vilniy. Todél, kaip ir
ankstesni mano darbai, $is néra hermetiskas
ar uvzdaras.

Siokia tokia kliotis gali boti kalba. Todél Vo-
AK: Ar svarbu, kieno ta zemé? Ar tik ,mosy” ietijoje r kédamas kalbos r léjau p
zemé turi galig/traukq/jégq? Kitaip tariant, i+ nai jsijungti | gyvenima. Tuo tarpu Anglijoje
kaip 3is projektas (3is darby ciklas) siejasi su skas buvo papraséiau, nes moku kalbg. Jie
ankstesniais tavo darbais, kur Zemé, mano su- +i* man siolé dirbti su vietiniais ,ekspertais”, bet
pratimu, visada buvo ,mosy” ir dar, ko gero, -+ nusprendziau atsivezti savuosius dél subtiliyjy
,maza” (beveik kaip pas Breinevq)? i kalbos niuvansy, kurie lemia darbo eigq ir
spartumaq.

AR: Ne vien tai svarbu. [domu, kuriuos darbus <+ Zodziu, toks projektas gali vykti bet kur pasau-
turi omenyje? Manau, kad netgi liaudies ‘i- lyje, bet kiekvienq kartq jis bus vis kitaip arti-

AR: Nors projektas Zemés galia jau buvo
ivykes Frankfurte ir Berlyne, tagiau paroda
Lunde pakoregavo tolesnius mano veiksmus.
Anglijos versija buvo visiskai performatyvi, o
Vilnius bus radikaliai mitologinis.

poeto Geniaus Strazdo, nufilmuoto darbe i+ kulivotas. Projekte Zemés galia kalbama apie -}
i+ ,geoenergetikq”, ,eletromagnetinius” laukus -

Kazko vis troksta, kazko vis negana (2001-
2003), pasakojimas apie ,mosy zeme” liudija
XX. a. pirmos pusés mentalinj peizaiq ir yra
pakankamai universalus.

»Maza kaip pas Breznevq” - ar tai nuoroda | jo
knygq Malaja zemlia? |tariu, kad ta knyga
buvo visai apie kitokius dalykus, nei mes kal- -+ AKs O kaip vis délto reikéty suprasti tq ,geo-
bame. Reikéty susitarti dél sqvoky. Mano su- i+ energetikq”?

pratimu, ,menas” (arba ,kiryba") yra retas -

reiskinys, net ty autoriy biografijose, kuriems -+ AR: Gali bdti, kad vartoju §j zodj netiksliai
kartais pavyksta kurti menq. Daznai abu $ie - Nemanau, kad sugebééiau tinkamai jj paa
Zodziai yra valkiojami tose srityse, kurios nieko «i+ kinti. Tq daro kiti zmonés, kurie dalyvauja pro-
bendro su menu neturi. i jekte.

Zodis ,mosy” soviety laikais reiské ,liaudies” ++ Man jdomiausia jy nuoroda | medzius. Ene
arba ,visy”, o dabar - privaéiq nuosavybe. geting tinklaing ir jos intensyvumq gali
Arba ,maza zemé” — po 35 mety grjzau j Rai- inti pasitelkiant qzuolus ir lie| Jei gzuolo
naicius, kad pamatyciau, kas ten buvo. Ir ten -+ taske energetinis srautas leidZiasi zemyn, tai
néra nieko, idskyrus qzuolq javy lauke, taciau - liepos taske kyla. Tarp iy srauty susidaro

iy poveikj Zzmonéms, bet mane domina ne
tiek modernios teorijos ar i§ liaudies tradicijos
ateinanéios zinios, o Zmogaus santykis su ne-
Zinomybe.

atmintis atgamina maziausias detales. Sj kartq +i+ sqveikos linijos. Planuojant darbo ar gyvenimo -«

prie to medzio girdéjau ulbantj sakalg, magiau
javy lauku livoksinéias stirnas. Supratau, kad
abu sie motyvai skirti ne fot atui, ne
menui, o man paéiam.

etq, geriau yra vengti $ios tinklainés.
i+ Mano idéja pritaikyti 3iq logikg miesty tyrimui
iteisino. Senieji miestai prasideda nuo

gatvése, o pagal tai ir namy issidéstyme. Kar-
tais miesty parkai saugomi kaip ypatingos vie-
kamas. Bet klausimas lieka — ar Zemés galia i+ tos, uzmirstant pirmine jy paskirtj, o miesty
néra susijusi su Zinojimu apie tam tikrq speci- -+ aikstés islieka kaip 3altiniy/suliniy vietos.

fine Zeme; ar 3is projektas, nors jau nemazai i+ Didelio energetinio intensyvumo vietose sta-
,migraves” po pasaulj, nekyla is kazkokio - tomos sventyklos. Prisimink Lundo (Svedija)
mentalinio rysio su ,savo” zeme? «i+ katedros risius, kurivose tiesiog iliustratyviai

AK: Gal pasengs mano zodynas nelabai tin-

Sventoviy ir pirmyjy taky, kuriy kryptys islieka -

i+ parodytas 3Sios logikos kodas. Plastine/
skulptorine forma kolonose parodytas energi-
jos kilimas ir spaudimas, o taip pat jréminta
Saltinio vieta, todél priesingoje puséije, iesko-
i+ dami ugnies vietos, antrame pastato aukste
suradome milzinisko dydzio stacionariq Zva-
kide.

AK: Kaip specializuojamasi Sioje srityje, ir kq
i+ apskritai reiskia gilintis | spekuliatyvaus (netgi
i+ ezoterinio) Zinojimo sritj? Kaip kei¢iasi Zzmo-
i+ gaus vidus nuo pradinio susidoméjimo kokia

i+ nors ezoterine medziaga iki tampant jos ,Zi-
i+ novu”?

i+ AR: Negaléciau drgsiai atsakyti j 3j klausimg.
i+ Manau, kad tik jie patys gali apie tai spresti.
i+ Bet per trumpq latviy ,Zinovo” paskaitq savo
kolegoms, kurios metu jis delne suspausta vir-
gule rodé kryptis, ketviréius ir sekundes tiksliai
it laikrodis, supratau, kad galia yra Zmoguije, o
visokie prietaisai nebutini. Zodziu, zinovu tam-
ama, kai jgyjamas gebéjimas kontrolivoti
as galias.

Kartq laukdamas tinkamos 3viesos fotografa-
vimui Margavonés pilkapyne istiesiau rankas |
priekj ir pajutau delnuose ,smulkias adatéles”.
Po mety Anglijos siauréje, kalbédamas su
.neopagoniy” atstovu, paklausiau jo, kaip jis
pajauéia savasias ley lines ir jis pasakeé: tai lyg
Lsmulkios adatélés” delnuose. Matyt, egzis-
tuoja tam tikras objektyvus pagrindas tokio
pobudzio zZinojimui, ir jj galima lavinti.

«i+ AK: Ar tai yra mentalinis procesas (gilinimasis
- | mgstymo sistema), ar veikiau socialinis feno-
i+ menas (konteksto pazinimas ir uzkariavimas)?

AR: Mano projekto atveju tai neturi nieko
bendro su socialiniais reikalais. Todél darbo
eigoje atmetiau daug medziagos. Sivo atveju
man jdomi ne tiesa, o galimybé.

AK: Kokj poziurj | Zinojimq ir visuomene tu,
i+ kaip menininkas, pastebéjai geoenergetiky
tarpe?

AR: Socialinés ar politinés jy pazioros manes
+i* nedomino.

AK: Bet mano klausimas yra kaip tik apie jy
poziurj | Zinojimaq. Kaip jie patys vertina savo
.geoenergetinius” sugebéjimus? Ar jie tai
i traktuoja kaip zinojimo laukg?

AR: lJie issiskiria smalsumu, intuicija, jvairiy
+i+ sri¢iy iSmanymu ir botinai ypatingu likimu.

Pavyzdzivi, Viliaus Gibavigiaus seima po Il pa
saulinio karo buvo istremta | Sibirg, kur jis
maté, kaip islike gyvieji lavonais kaiydavo ba
raky skyles, kad maziau pustyty  vidy, nes dél
iSalusios zemés tekdavo laukti pavasario, kad
galéty palaidoti mirusius. | Lietuvq jis grizo
vienas. Tokie tie paskutiniai ,stalkeriai”, uzsi
dare mazuose kambarélivose, prikimstuose
knygy, rankraséiy ir bréziniy.

Matai, sis klausimas skirtas ne man. Rugséjo
19, 20 ir 21 dienomis SMC didziojoje saléje
bus galima gauti visus atsakymus | panasius
klausimus gyvai. Tai bus sudedamoiji projekto
dalis.

AK: Kaip pats i3 estetinés perspektyvos
apibodintum savo polinkj susidéti (galbot net
identifikuotis) su ,paprastais Zzmonémis” ir jy
,mazais pasauléliais”?

AR: Ar galétum jvardinti tuos ,nepaprastus” ir
,didelius”2 Kiek esu patyres, meno pasaulis
taip pat yra mazas su visais paprastais karje
ristais ir Seimos verslo jmonémis, valkiojanéio-
mis zodj ,menas”.

Supratau, kad visas pasaulis susideda i§ dau-
gybés mazy pasauléliy. [sizioréjau tik | keletq
i§ jy ir pamadiau, kaip jie dauginasi. Todél
visai nesvarbu, kur politikuojama - Siaulivose
ar Lince (video Po véliava, 2000). Lietuviy sa-
vamokslis poetas buvo nuosirdziai priimtas ir
Maskvoije, ir Utrechte (video Kazko vis traksta,
kazko vis negana). Vilnietés gimnazistés pro-
blemos suprantamos ir ispany kalba (video
Mergaité nekalta, 1998-1999), o Telsiy dan-
gus suvokiamas ir Londone, ir Frankfurte
(video ir foto Pirmapradis dangus).
Kalbant apie estetikq, neapkenciu fasadinés
baties, man reikia giluminiy poky¢iy. Atrodyti
néra taip svarbu kaip boti. Estetinis sprendi-

mas kyla i§ jvykiy eigos. Estetinis fenomenas <

yra pasekmé, o ne priezastis. Visa, kas at-
virkséiai, neturi nieko bendro su menu.

AK: Cia, manau, isdéstei visq esteting sis
temq. Kas yra menas, kas yra nemenas. Netgi
dris¢iau teigti, kad tavo poZiiris | priezastis ir
pasekmes yra artikulivojamas tavo korinivose
ir juntamas arba apé&ivopiamas zidrovo. Gal
visa tai galima boty netgi pavadinti Railos
.poetika”?

AR: Tai néra mano ,poetika”, ji nieckam nepri
klauso. Pasiziorék | bet kurj sqziningesnj
Zmogy 3ioje srityje, ir pamatysi tq patj. Ne-
svarbu, kada ir kur jis ar ji gyveno.

Genius Strazdas (savamokslis poetas darbe

Kazko vis traksta, kazko vis negana) man nea
trodo labai paprastas: atmesdamas okupacini
soviety rezimaq, jis atsisaké akademiniy studijy *
ir visq gyvenimq prastovéjo prie tekinimo stak
«i+ liy gamykloje, tagiau prikoré eiléraséiy ir ma-
«i+ tematiniy uzdaviniy bei Zaidimy vaikams. Kitu -
atveju bity buves akademikas-matematikas.
«i+ I3 tiesy viskas reliatyvu. Mane domina jvairios
«i+ baties formos ir galimybés. ,Vienos gyvybés”
- man negana. Bendrauju su daugybe labai
«i+ skirtingy Zmoniy ir neuzsidarau viename ,pa
- saulélyje”.

- AK: Kaip galétum apibuodinti savo santykj su -+
«i+ pasirinktomis temomis ir su jomis susijusiais
- Zmonémis, | kurivos tu zvelgi tiek ,i§ vidaus”, i
«i+ tiek ,i% iSorés”2 Ar teisinga $ivo atveju boty -+
- kalbéti apie tam tikrq procesq ir netgi jo ,re
liatyvumq” - kad tavo pozioris kinta darbo
i+ eigoje ir kad tai tau, kaip menininkui, metodo
«i+ logiskai svarbu?

AR: Tai esmiskai svarbu, ¢ia slypi gyvastis. Ty.,
leisti keistis jvykiy eigai ir netrukdyti keistis sau
ir zmonéms aplinkui. Sia prasme buvau laba
«i+ drgsus. L

- AK: Daznai dirbi su ilgokai trunkanéiais pro
«i+ jektais. Kartais dél vieno projekto net keletq
- mety bendradarbiauji su tais paéciais ,ne
+i* meno” zmonémis. Kaip tie ilgi laikotarpiai vei
- kia tave ,kaip menininkg”? Menas gi turi
«i+ savitq laiko, kuris nevisada sutampa su tavo -
- tyrinéjamy sri¢iy laiko ciklais, samprataq. L

- AR: Tie projektai dar augimo stadijoje yra pri- -
- statomi dalimis, todél visada yra pakankamai
savalaikiai, kad galééiau nesukti sau dél to
galvos. Nemeno Zmonés ir nemeninés aplin
kybés mane veikia labai teigiamai, nes savo
kurybinéje biografijoje turiu 10 mety darbo
studijoje periodq, kuris pareikalavo ilgalaikio
«i+ susitelkimo ir vienumos.

AK: Ar pats, kaip menininkas, visada ,tiki”
-+ savo idéjomis, savo projektais, Zmonémis, su
«i+ kuriais susidedi, kad galétum realizuoti tuos
- projektus? Ar toks ,tikéjimas” svarbus meni
«i+ ninkui?

AR: Netikiu, tagiau jtikina. Zemeés galia kalba
ie galimybe patikéti, apie pirmapradj
tikéjima, apie tikéjimgq iki religijos, iki politikos.
Menas yra galimybé buti tarp tikéjimo ir abe- -
jonés, mastymo. Tikéjimas — subtilus dalykas, «i+
- kurio dél neapibréztumo negali rimtai imtis -
+i+ mokslas. Ta¢iau menas tik tuo ir gyvas. Daznai i

mano ankstesni projektai prasidédavo kaip
lengvas pokstas, taciau ilgainivi virsdavo labai
rimtais klausimais ir atradimais.

AK: Apsisukus ratui griztu prie pirmojo klau-
simo, bet §j kartq globaliau: kas tau, kaip me-
nininkui, yra svarbiau - laisvé ar jéga?

AR: Turbot tie dalykai susije. Akivaizdu, kad
turéjau pakankamai jégy realizuoti savo kory-
bing laisve paciomis nepalankiausiomis sqly-
gomis. Kam dabar, kai visi trukdziai ir klidtys
dingo lyg niekada neegzistave, [domu, kad po
daugybés mety drgsiausios jzvalgos pasitvir-
tino ir tapo norma. Esu vienas ilgiausiai dir-
banéiy meno praktiky.

i+ AK: Klausimas platus. Bet, mano supratimu,

jis kone esminis. 1§ menininko Zzmonés daznai
laukia, kad jis jiems parodyty, kas yra laisvé.
Menininkas kaip laisvo Zmogaus pavyzdys,
menas kaip langas | kitg, laisvesnj pasaulj ir
t.t. Tuo pacdiu $is poziuris rodo, kad Zmonés |
menq neZiori visiskai rimtai. Tegul menininkas
zaidzia su laisve, bet tik laikydamasis toliau
nuo tikrosios jégos, nuo temy ir veiksmy, kurie
galéty kazkq reiksti uz meno laisvés riby...

AR: Rodos, ir paklausei, ir atsakei pats. Pa-
nasu, kad tai jau kito pokalbio tema. §j kartq
man pavyko i$vengti apibendrinimy ir isvady,
nes vis dar jaucivosi jvykiy eigoje ir vis atrodo,
kad dar ne laikas reziumuoti. O kaip stimulg
tolimesniam pamastymui galiu pasakyti, kad
galbut gerai, jog kai kurie Zmonés galvoja,
kad menas téra zaidimélis, nieko nereiskiantis
uz meno laivés riby. Tegul ir toliau taip gal-
voja.

Andersas Kreugeris yra Malmés dailés
akademijos rektorius ir parody kuratorius
Lundo kunsthaléje (Svedija).
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THE GOLDEN DECADE OF NEMUNAS
MAGAZINE

Linara Dovydaityté talks to Romualdas

Rakauskas

Four decades ago a young, freshly famous

shifted to Kaunas tempted by an offer to
work for a new cultural monthly Nemunas
and a possibility to get a flat with the job (a
system of benefits was applied to profes-
sionals of certain fields by the Soviet gov-
ernment). Back then he was sure he would
return to Vilnius after finishing his three-
year stint in Kaunas. Things turned out oth-
erwise. Nemunas became one of the most
popular periodicals in Soviet Lithuania, and
Rakauskas kept the position of the photo-
editor until the magazine was finally closed
down in 2004 (a weekly magazine on cul-
ture and art is published now under the
same title). During a meeting on a warm
August afternoon on a deserted Freedom
Avenue in Kaunas, Rakauskas and Linara
Dovydaityté talked about the legendary be-
ginning of Nemunas, photography that was
not approved by the Soviet system and the
exhibition at the Contemporary Art Centre.

Linara Dovydaityté: During Soviet times
press was the field most controlled by the
authorities. The Party controlled not only
news dailies published in their multi-thou-
sand circulation but also a wealth of leisure
and cultural publications designed to effec-
tively spread Soviet ideology fo all groups
of society. No wonder plenty of newspapers
and magazines for school-children, the
youth, women, workers, nature lovers, sci-
ence lovers, were published at that time. In
1967 the Komsomol Central Committee
[CC] started publishing Nemunas - a new
magazine for young people. What was the
beginning like and how was it different
from other similar publications2

Romualdas Rakauskas: There were no
similar publications. The monthly Jaunimo
gretos (Youth Ranks), for example, was ded-
icated for young workers, whereas Nemu-
nas was a magazine for creative young
people, an artistic literary magazine spe-
cially dedicated for the young.

The beginning was lots of fun because we
were not under so much control everyone
was waiting for the fifth or sixth issue very
skeptical about what would come out of
Nemunas. The first editor-in-chief, poet An-
tanas Drilinga, successfully played with the
freedom we had. With the very first issue
we started publishing a lot of material from
abroad that other publications did not pro-
vide because they were presenting only of-

hed what was i g for young

LD: Photography, obviously, contributed to

people — information on Western music
bands, literature related topics that the So-
viet government did not tolerate. The mag-
azine featured a completely new structure —
a little bit of obligatory official information
would be presented on the first pages fol-
lowed by presentations of poetry and prose
— mostly works by young authors. It became
popular though for other reasons, of
course. An important role was played by
social writings that were very non-tradi-
tional and sharp for that time. Equally un-
expected was the new representatives of
social journalism. For example, internation-
ally famous dancer Ceslovas Norvaisa, who
often traveled to various competitions
abroad, brought press that was unavailable
here, translated some of it and then pre-
sented some inconvenient discussions.
Such topics were not valued by official pe-
riodicals but were very interesting for the
society.
The whole editorial department was com-
posed of young people. Drilinga was the
youngest editor-in-chief in the Soviet
Union. He was in his early thirties. And
young people are always rough-and-ready,
always ready to break taboos. Drilinga was
a proper trump by supporting all that in a
humane and humour-filled way. He used to
say: “So | am going fo get a reprimand
from the CC — so what2” Three months
would pass, the reprimand would go void
and the game would start again.
Nemunas became popular from its very first
issue. The fourth issue was already pub-
lished in double circulation. The magazine
would be gone from kiosks momentarily.
And apparently printers would steal the
and take to is market

“popularity, nude pho-
tography that could not be seen anywhere
else. A naked, sexual body had been ban-
ished from the official Soviet culture. How
did Nemunas manage fo bring it back?

RR: The nudes were a kind of a symbol of
Nemunas. We always tried fo get some
nudes for those photo pages — from exhibi-
tions or elsewhere. Everyone knew that a
nude photograph would always be pub-
lished in Nemunas. There wasn't much sex-
uality in the images — everything was like
veil-covered, very beautiful. And if we take
a look back at our history of a nude pho-
tography, we will see that in the beginning
images of a body were more aesthetical —
nice lighting, perfect body lines. Namely
this beauty made it easier for Drilinga to
defend the nudes. He always could give an
argument — how will art do without beauty?
All antique works are based on beautiful
body, so what should we be afraid of2
Where the need to take nude photographs
appeared from ~ I don't know. Even Dichas
i¢ius, the main phot

pher of nudes in the 1970s and 1980s]
started with something else at first he pho-
tographed faces, simply go around villages.
However his first exhibition of nudes [1969]
broke the ice. Then a lot of people started
making such photography. In fact, a kind of
fashion was born: you want to be an artist
- make nude photography. Nemunas sup-
ported that fashion very much.

LD: When was the first nude published in
the magazine?

RR: A photo made by Vilius Naujikas was
published in the second issue Dichas was

haven't received a reprimand for a long
time already...”

LD: Until 1972 there was a reasonably ac-
tive movement of alternative culture in
Kaunas - a strong community of painters,
actors, theatre directors and photographers
resistant to the way the Soviet system oper-
ated. Did those people keep in touch with
Nemunas?

RR: Yes, yes. Nemunas was like a cool little
un-official cultural centre. Painters and
poets would come to our editorial office
with their art pieces and a bottle in hand.
We had that space, a kind of ‘salon’ in the
first editorial office on Pergalés Embank-
ment (the present Karaliaus Mindaugo Av-
enue). In fact, there is one like that in the
present office. During those meetings
everyone, including Unté Martinaitis [fa-
mous modernist painter Antanas Marti-
naitis], Ricka Vaitekonas [famous modernist
painter Ri¢ardas Povilas Vaitekonas], would
have a pleasant “drinking” time yet how
much cultural information  would  be
shared. The main topics were about cre-
ation, about art. This had a huge impact on
all of us.

LD: One of the most significant alternative
cultural groups in Kaunas was the leg-
endary Modris Tenison’s pantomime troupe
(1967-1972) with which several Nemunas
photographers cooperated. Could you tell
more about it?

RR: The panfomime troupe was really pop-
ular at that time as they were creating great
experimental performances. Nemunas pre-
sented them several times. Once | pho-
tographed them myself, and in 1970 Vitas
Luckus J the first exhibition of pan-

i later. The nude p

where it was sold for a price five fimes as
high. In short, we became legendary.

LD: From the very beginning photography
played an important role in Nemunas. It
both illustrated texts and had a separate
section to be presented as an art. How did
the photography pages appear in the mag-
azine and what was published in them?

RR: This was to Drilinga’s merit. As a mem-
ber of Komsomol CC bureau he used to
travel abroad a lot. He had visited not only
socialist countries but also the USA and
Canada. He learned there that photogra-
phy was much appreciated. This is how
photo pages appeared in Nemunas - a
photographer would be introduced along-
side a poet or a prose writer. At the begin-
ning there were only two pages as a photo
section but later the number increased to
four.

We would introduce both the photogra-
phers and the exhibitions. It was very easy
for me to work because | participated in the
activity of the Union of Lithuanian Art Pho-
tography, | knew which exhibitions were
more important, and which photographers
were more important than others in those
exhibitions. | would select four or six of
them and my pages were ready to be pub-
lished. My job was to select the photogra-
phers and propose them to the
editor-in-chief. | don’t remember, though,
any case of the editor rejecting any of them.

Y
Nau||kas was really innocent. Soviet ‘art
nudes’ featured this peculiarity that was
laughed at around the world - the face
could not be revealed. It was determined
not only by the Party’s prohibition, the girls
themselves were also afraid that neigh-
bours or relatives might see, and the scan-
dal would be guaranteed. Nauijikas’ nude
was just a torso, until the neck, a very nicely
lighted bust, and that’s it. Dichas liked
playing with the hair - he would cover the
face so it could not be seen. Later the faces
were little by little revealed, and everyone
got used to it. | have never heard of any se-
rious scandal.

LD: But would Nemunas be told off for
those nudes?

RR: It was namely the nudes we would be
kicked for. It even reached Moscow once.
Nemunas was so popular that relatives
would send the magazine to men who
served in other Soviet Union republics.
Those men would cut out the girls in the
photos and stick on the walls of military
camp. But once, apparently some ex-
tremely dutiful officer showed the maga-
zine to the General. He took it to Moscow
where such a fuss broke out — about how
could such pornography appear? Our edi-
tor-in-chief had to explain himself to the
Komsomol CC. But three months would
pass and Drilinga would come to me and
say: “Give me some nudes, Romas. |

tomime photographs. | proposed to publish
those images in the photo pages of the
magazine after the exhibition. Nothing
would have happened if it hadn't been the
11th issue — the November issue obligato-
rily dedicated to the October Revolution.
The celebrations would take place at the
beginning of the month [November 7], and
Nemunas would only be published at the
end of November. | came to Drilinga saying
that everyone would have forgotten the
festival by that time, that | had good photos
and offered to include them in that issue.
That's what we did - we put one photo on
the cover of the magazine [see the cover of
this issue] and three more inside. However
it appeared that the Komsomol CC would
review all magazines at the end of the
month. So we got into trouble when all
“red” magazines were laid on the table to-
gether with our Nemunas showing all that
pantomime... We were accused that the
youngsters on the cover image (mime
Giedrius Mackevicius and journalist Nijole
Storyk) had been photographed right after
a sexual act, that pantomime was art that
presented doubtful political attitudes... The
fuss was enormous it was much more seri-
ous than reprimands for fine art nude pho-
tos. And then, a little bit later when an
essay “Riddles of Talent” by literature crific
Vytautas Kubilius — a critical article about
Socialist Realism - was published in Nemu-
nas, Drilinga’s chair was shaken definitely.

He was sacked! We were introduced to a
new editor and told: “Laimonas Inis will
now assure order in Nemunas”.

LD: The changes in the editorial office took
place in 1972. In the same year, right after
Romas Kalanta's self-immolation act [in re-
sistance to the Soviet system] in Kaunas,
more serious constraints were placed upon
culture everywhere in Lithuania. What im-
pact did this have for Nemunas?

RR: Laimonas Inis, the Party’s ex-first secre-
tary for the Skuodas region, obeyed the
Party’s order in Nemunas to 110 per cent.
The circulation of the magazine was stable
at the beginning but eventually we lost a
lot of readers. Nemunas became a maga-
zine just like all the rest. The golden era of
Nemunas was fading.

LD: The birth of the magazine coincided
with a kind of a turning point i Lithuanian
post-war photography. After all, it was in
1960s when young photographers refused
the professedly objective reportage and
started experimenting with content and
form to finally consolidate art photogra-
phy’s position as equal fo other “high” arts.
Symbolic events of the time may be re-
called at this point - the first photography
exhibition “permitted” info Vilnius Museum
of Fine Arts in 1968 (in which you also par-
ticipated together with Antanas Sutkus, Al-
gimantas Kunéius and Vilius Naujikas), as
well as the establishment of the Association
of Lithuanian Art Photography in 1969. At
the end of 1960s and especially after the
famous exhibition of nine Lithuanian pho-
tographers in Moscow (1969) the world
started speaking about the so-called
“Lithuanian school of photography” and its
specificities. What was the role of Nemu-
nas’ photography section in  those
processes?

RR: The situation was in general extremely
favourable for photography at that time.
Justimagine who wrote about photography
then — painter Augustinas Savickas, poets
Sigitas Geda and Marcelijus Martinaitis.
Other artists supported us a lot by showing
their attention. Everyone was interested in
photography back then.

Besides which, there was still an empty
niche for art photography. The positions in
press were mostly taken by exponents of
reportage photography — Chanonas Lev-
inas, Judelis Kacenbergas, and llya Fis-
cheris. They were professional employees
taking images for set official topics without
exploring anything else. We had a different
approach — we were interested in Lithua-
nia, people, customs, therefore we would
usually take photos in villages. Most of us
also worked in press, so we were creating
our art out of work-time. We worked differ-
ently for exhibition art and for press im-
ages. Nemunas would always get the
exhibition pieces.

The magazine was the starting point for
most of photographers of the time. Practi-
cally everyone published their works in Ne-
munas - including Antanas  Sutkus,
Rimantas Dichavicius, Aleksandras Maci-
jauskas, Vitas Luckus, Jonas Kalvelis, and
Vitalijus Butyrinas. Virgilijus Sonta and Ro-

mualdas Pozerskis were ten years younger
and they joined Nemunas at the end of the
golden era of the magazine. However to
them it was still the debut of Nemunas — as
those two boys were still students at KIP
[Kaunas Institute of Polytechnics]. | have se-
lected the works of exactly those mentioned
above and most creative young photogra-
phers for the exhibition The Golden Decade
of Nemunas magazine 1967-1977 at the
Contemporary Art Centre. Those were the
most bright and productive of the artists.
They are still the strongest pillars of
Lithuanian photography. They were the
best in Nemunas too. This exhibition is like
a mirror reflecting the history of Lithuanian
photography through Nemunas.

There will, in fact, be individual works in
the exhibition as well. For example, we
printed photos made by the famous theatre
and cinema actor Juozas Budraitis at that
time — he would take photos as well, and
really interesting ones, by the way. At the
CAC | will present a portrait of film director
Vytautas Zalakevicius and other photos
taken by him.

LD: Were there any female photographers
back then?

RR: Biruté Orentaité was very active at that
time. She even wanted fo establish @ new

I union of pl y lovers
under the Chamber of Trade Unions. She
was an excellent photographer. There was
also Irena Giedraitiené from Kaunas who
also made good photography. But these
were just ‘single pieces of jewelry’. | don't
know maybe photography is more a mas-
culine profession...

LD: Within the press context of the time
Nemunas was different both in the content
and the form - and printed in an unusual
square-format.

RR: Such was Drilinga’s ambition -~ Nemu-
nas had to be a magazine like no other,
even in terms of a format. A square-format
was very convenient for reproducing pho-
tography because it allowed for both hori-
zontal and verticals photo to be displayed
equally. It also let the designer play with
spaces while creating the lay-out.
Otherwise the square-format was awfully
inconvenient. It could not be put into a post
box because of its size, the postmen
needed to fold it. The magazine was thick
so sticking it into the box folded in half
made the covers tear apart. The postmen
were always complaining. We would get
remarks regarding the format all the fime.
During Inis’ times we started thinking that
maybe the time had come to change the
format. We thought for a long time; a year,
two years. Finally we changed it to a
smaller square and added two colored
pages. When we released that smaller for-
mat, a new wave of disappointment fol-
lowed and we lost even more readers. A
year later we came back to the earlier ver-
sion — but it was too late.

LD: The photographs published in Nemu-
nas, one might say, have formed the imag-
inafion of my parents’ generation. How can
your exhibition arranged “from the maga-
zine's archives” be interesting for a young

viewer who has no sentiments for those
times2

RR: Young people are attracted to ab-
solutely different aspects of the photos of
those times - outfit, skirts, and shoes for in-
stance. Looking at those images one al-
ways feels the sign-of-the-fimes; the far
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Danny Ocean speaks with

Margarita ly

away and bygone era. Those
are different from today’s ones not only in
details but in the mood as well: they are
filled with traces of some peculiar self-con-
straint and restrictions — the signs of all that
censorship and self-censorship we talked
about. | used to think that only documen-
tary media could reveal the bygone fime
but now | know it’s not like that. Art pos-
sesses those sign-of-the-times, oo.

Linara Dovydaityté s co-editor of
CAC Inferviu magazine.
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EMPTY ROOM WITH SINGLE CHAIR.

We hear a DOOR OPEN and CLOSE, fol-

lowed by APPROACHING FOOTSTEPS.

DANNY OCEAN, dressed in prison fa-

tigues, ENTERS FRAME and sits.

VOICE (0.5
Good morning.
DANNY
Good morning.
VOICE (0.5.)
Please state your name for the record.
DANNY
Daniel Ocean.
VOICE (0.5.)

Thank you. Mr. Ocean, the purpose of this
meeting is fo determine whether, if re-
leased, you are likely fo break the law

again. While this was your first conviction,

you have been implicated, though never
charged, in over a dozen other confidence
schemes and frauds. What can you fell us
about this?
DANNY
As you say, ma’am, | was never charged.*

Danny Ocean: And you are saying that
you are familiar with this situation? When
you reply something that others expect to
hear or when you promise something that
you will necessarily do?

Margarita Matulyté: This condition of
mine is chronically recurrent — I always
promise myself to disassociate from inci-
dental works but every time a possibility of
new experience appears, | carelessly “sign
for it”. This is exactly what happened with
the invitation from the Contemporary Art
Centre to take part in this project that was
completely off my way but at the same fime
offered the so long awaited liberation from
standards and clichés. Under the CAC's
roof | can play “history” following my own
rules or no rules at all. So | understand you
—when hands have been finally “untied” (in
the real sense of the word in your and my
cases), you can't simply refuse to embody
an idea that was nurtured in imprisonment.

DO: The maiority think that the best way fo
solve problems is via compromise.

MM: | always try to avoid compromises
and, if possible, | do not design them. But
sometimes | apply the so-called false com-
promise or a logical error and consciously
initiate a collision or confluence of radically
alternative approaches. By doing so | can
grope not the “average” but some new de-
rivative — that rises above the level of mis-
takes and errors because it solves a new
and unanticipated task. This interview with
you, forgive me my cynicism, a Hollywood
actor, is exactly this kind of a compromise.

DO: Someone else might shoot you for
such argument but | am an infellectual
criminal: | don't harm anyone for no rea-
son. | don't steal from anyone who has not
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deserved to be robbed and | PLAY AS IF |
HAVEN'T GOT ANYTHING TO LOSE.

MM: Yes, when the farget and the main
victim of the game are not financial but
moral, ethical, psychological. Then you
choose those three casinos not because
you care about 150 million - Terry Benedict
runs not only some of the most profitable
casinos in Las Vegas but also your wife Tess.
Besides, he is an iredeemable scum.

DO: Oh yes, after all, | am old-fashioned
and sentimental. But my team acted that
clean because | followed my intuition when
| chose them. And, admit it, the robbery
plan was genial.

MM: Meanwhile | had no plan when |
started my project. It became mature while
choosing the team and moderating their
ideas. And trust me it is not a frivolous ap-
proach, on the contrary, you planned to
break into a safe for security of which the
most complicated yet assessable and possi-
ble-to-figure-out technologies are used;
affer all, a casino safe is a material space at
a specific location with precise behavior in-
structions. My “breaking in” fo the safe of

phy  history is be-
cause of the subjectivity of the main param-
efers — time, space and the value of ideas.

DO: And what about the team? Who are
the eleven? | chose my eleven within 24
hours but | am completely sure about all of
them - besides being “profs” in their activity
fields, they are also very reliable.

MM: My project is dominated by different
dimensions and characteristics because, as
you understand, different fopicalities deter-
mine difference. The works of eleven doc-
umentary  photographers, modernist
masters, avant-garde representatives and
arfists who create today forcibly react to
time revealing their pt
“seftled” social spaces and not always get-
ting right to or pleasing the dominating
socio-cultural and artistic ideology, causing
dissonance today and yesterday, secretly
and in public, consciously and uncon-
sciously, unnoticed and influentially. The
works selected for the exhibition are hypo-
thetical references to discontinuities and
detonations grasped in “clear” artistic era-
specific discourses or in the artistic devel-
opment of an artist himself. Hence, if |
applied your selective criteria, | wouldn't go
to reconnaissance with such team. As a
matter of fact, there is one motive that
should be attractive to you as well — all of
my team members are sensitive and very
reality-susceptive, and socially vulnerable
yet turning the usual model of sociability
and canonical perception of history upside
down.

DO: What do you have in mind?

MM: | am talking about llya Fischer's neg-
atives of demonstrations, the pure and au-
thentic witness of “faith” that are for the
first fime presented in public. Knowing well
the technologies to manipulate photogra-
phy (such was the fime in 19405 and 19505

Zveias provided social reality to magozlne

Svyturys) would often under no request
walk into the street and document the ac-
fion of reality. | also mean Povilas
Karpavicius whose works have not been ex-
posed in exhibitions for a long time now
despite the fact that quite a few creators
still alive consider him as their teacher.
After all, it was him who presented the first
post-war (1953) solo exhibition and the first
exhibition of colour, art, photography. It
was him who after d from

have an excrement triangle. Now the Ger-
man toilets are built in a way that excre-
ment falls on a flat surface at the back and
are flushed through a hole at the front. This
way you are directly confronted with excre-
ment - and you can see whether you have
worms etc. This is a German ritual. The
French toilets have the opposite system: the
hole is bigger and at the back, so excre-
ment can fall directly into the hole and van-
ishes i liately. The American variant is

photo journalism (in spite of occasionally
published sketches) submerged himself in
experimentation and invented the isopoly-
chromy technology. After the Wroclaw In-
ternational Exhibition (1957) where he was
the only representative of the Soviet Union,
works Uoste (At the Harbor) and Berzynélis
(Birchwood) have never been hung again.
You say, they are “nalve”, is that bad? | am
also thinking about Antanas Sutkus whose
series Aklyjy mokykla (The School of the
Blind) reveal his early esthetics and empha-
sises the frends of his personal stylistics:
from constructive angles and compositions
fo observation of human abidance and ex-
istential quiver brought to daylight. I also
have in mind the premier of the enlight-
ened Algirdas Seskus’ surprising series
Drazdauskaité, Budvytis ir af (Draz-
dauskaité, Budvytis and me), the personal
liberation of Vytautas Baléytis, Gintautas
Trimakas' inexhaustible potential “to see”
in a different way, and Gintaras Zinkevicius’
newest autobiographic Portfolio Depressarto.

DO: So, a decent jump from euphoric
demonstrations during Soviet fimes to cur-
rent depressive nostalgia.

MM: You know, | wouldn't notice such con-
traposition. By the way, | met X today who
is half Japanese, half English and has just
returned from Afghanistan, and is obvi-
ously suffering from concussion. He drinks
half a liter of milk each day, does not sleep
at nights, is constantly talking to an as-
sumed companion on the phone and even
wonders that | can write Lithuanian. So |
think that after everything he has suffered
in the “holy” war he would not favor your
project, however, he would very well (it
means — to the bottom of his heart) under-
stand Gintaras Zinkevi¢ius’ “scribble” on
digital prints that he made sing felephone
Samsung x700 once found in winter snow:
“L...] I miss my dead friends. | also miss
those who hid themselves in caves. |, a 44-
year old vegetable, am asking — how much
longer will this nonsense last?” By the way,
a good friend of his — Remigijus Pacésa —
also participates at the exhibition but |
won't fell anything about him because you
simply won't understand.

DO: Why won't 12

MM: Because you know what American toi-
lets look like but you don't know what toi-
lets in Lithuanian provinces are. | could
ground my explanation on statements of a
psychoanalyst Jacques Lacan but | will ex-
plain in simple words by quoting Slavoj
Zizek: “And here, | came to think of the toi-
lets in America, France and Germany. They
make up a semiotic triangle that correlates
exactly to Levi-Strauss triangle, so we also

a kind of correlative of Levi-Strauss’ cooked
food, combining the elements: the excre-
ment remains, but it floats in the water. |
had a look at some books on the topic and
came to the conclusion that every nation
believes their system makes most sense.
But clearly, a complex system is at work
here. [...]. Yes, but as soon as you flush the
foilet, you're right in the middle of ideology”**.

DO: It makes sense.

MM: To understand the ideology of Pagésa
you must see a Lithuanian toilet that is a lit-
le bit similar to the German analogue (ac-
cording to Zizek). As a matter of fact,
Pagésa created his series Viesas augaly
gyvenimas (Public Life of Flora) as well as
other quite controversial works still living in
Vilnius. He now lives and creates in Mari-
jampolé where a few wooden “cabins” with
a “hole” for excrements have been pre-
served. In metaphorical terms, Pacésa’s ob-
jective is pointed at the aftermath of the
“hole” - the reek that once you experience
you will never forget. Zizek has explained
Raimundas Urbonas’ Nuotaikos (Moods)
and hooked up the harmony of Saulius
Paukstys’ montage both very well. So |
don't really have what to add. Meanwhile
the density of contemporary society has
been lifted to the surface by project’s
youngest participant Ugnius Gelguda - his
Tamsoraséiai (The Epistles of Darkness), |
believe, might infrigue Sigmund Freud himself.

DO: There are no unknowns in my formula
“11V$ 1”: 11 = Turk, Livingston, Frank,
Basher, Yen, Saul, Linus, Rusty, Virgil,
Reuben and me — Daniel Ocean, and 1 =
Terry Benedict. And what about yours?

MM: In my case such scheme wouldn't
work. | am not sure if | have chosen the
right way but | have insured myself by mak-
ing my exhibition only A TEST. From histor-
ical point of view it is wrong to gather such
team at the same time and in the same
space but | hope that risk factor is moder-
ate. After all, photography disposes of its
own reality and is constantly in conflict with
time. Contrary to you, there is no threat for
me to get fo prison. And in Lithuania they
don't even throw eggs at you. Hence, my

= lya Fischer, Povilas Karpavicius, An-
tanas Sutkus, Algirdas Seskus, Remigijus
Pagésa, Gintavtas Trimakas, Gintaras
Zinkevicius, Vytautas Baléytis, Raimundas
Urbonas, Saulius Paukstys, Ugnius Gel-
guda. And formula “11 VS 1" is as follows:
11Vs 1

11Vs1
1 will explain each position in detail...

DO: | am sorry, unfortunately, | can't stay
longer. My fime has come.

MM: Yes, | know. Don't worry. They will re-
lease you soon. And Tess will be waiting for
you.

Do: ly) Has Steven
told you this?

MM: No. | have read the script. The neces-
sary element: Happy Ending. Oh, in fact,
an important event is missing there — our
conversation.

DO: (already inside an LVDP Las Vegas Po-
lice Department car)

Would you recommend any game “for
leisure time”2

MM: | have noticed you have kept the wed-
ding ring but you should better check on
the Borromean rings instead.

Entered 1 August 2006 in Oxford***.

POST SCRIPTUM: Dialectical exchanges are an in-
evitable condition of our development. | dedicate
this exhibition o Béatrice Lejeune who was born
in Africa, started an independent lfe in Belgium
at age of fourteen, left to Mexico, then came back
to Europe and finally seftled in England. She was
a classical opera ballet-dancer but was always
forced to think how fo survive: she has fried var-
ious jobs and has changed lofs of homes. She
hasn't got any property of her own, only a daugh-
ter, young and mysterious who has mature:
her early years and has pracically become famil-
iar with Baudrillard’s world of simulacra. On Fri-
day nights Béatrice likes having a glass of wine
and philosophise a little. She honestly doesn't
know what fomorrow brings them.

* Ocean's 11. Screenplay by Ted Griffin based on a
screenplay by Harry Brown and Charles Lederer and a
story by George Clayton Johnson & Jack Golden Russell,
2001. Link to Internet source: hitp://www.dailyscript.
com/scripts/oceans_11.pdf. Based on this script in 2001
director Steven Soderbergh produced his movie “Ocean’s
Eleven” that was a remake of director Lewis Milestone’s
film made in 1960. The main character is Danny Ocean
who right after his release from prison conceives a rob-
bery of three Las Vegas casinos — the most complicated
robbery in history worth 150 million dollars. Within one
night he manages to rally a team of eleven top level “pro-
fessionals”

** Slavoj Zizek on foilets and ideology. Link fo Infernet
source: hitp://www.youtube.com/watch?v=AWTIXHNPObg
*** “Mokslo naujienos" (Science News) reported that total
solar eclipse happened that day. Link o Infernet source:

i ksl 30,

rugpjucio-1-ja-visi-kas-saules-uztemimas
Margarita Matulyté is a photography his-
torian working at the Lithuanian Art Mu-
seum in Vilnius.
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A PICTURE IS WORTH A THOUSAND
WOR

llona Jurkonyté talks to Jonas Staselis

Jonas Staselis, the curator of the press-
photography section of Lithuanian Art ‘08
title Passion for the City, is the President of
the Lithuanian Press Photographers’ Club.
He recently talked with llona Jurkonyté
about the peculiarities of press photogra-
phy, its relation to art photography, inter-
esting shots, and his press photography
experiences.

llona Jurkonyté: What features are char-
acteristic to press photography? Where is
the line between press and art photography?

Jonas Staselis: Art and press photography
differ but the difference is relative. | con-
sider both “photography”. One of press
photography’s more distinctive features is
that a photo-journalist doesn't have the
possibility to choose time, location and
light. [He] must be in an exact place and
simply take pictures, whereas an ‘artist’ is
not limited by time in the same way — [he]
doesn't have to present his photos in an
hour. He can wait for the right light or the
mghi or even come the duy after... A press
i by b of
time and pluce, is squeezed info a moment.
Especially in case of a reportage, some-
fimes it happens that you cannot walk even
two metres away from a place or wait for a
couple of minutes. Photography takes place
right here and right now. Either you have
managed to document it here and now or
you haven't.
According fo tenets of press photography,
you are not allowed to direct the shot — it
must remain as it is. One colleague of mine
who worked for an international agency in
Chechnya was once told-off by his editor
for wiping a bus window a little bit to have
a better vision of women sitting on the bus.
My colleague was sure that the women did
not even react at him cleaning the window.
still, the fundamental feature of photo-
journalism is that a photographer must
avoid attracting attention to ones’ self.

1J: These strictures of time and place, and
the emphasis of the importance of a mo-
ment and the principle of non-interference
create an impression of an absolute belief
that photography reflects reality. Is that
right?

JS: According fo all canons, press photog-
raphy is a non-preset reality. For example,
a couple of years ago our Press Photogra-
phers’ Club organised a competition. The

jury was ready to award the first prize to a
photograph that depicted a robbery of a
gas station. However there were some
doubts and deeper research proved that it
was a photograph of a trial robbery. When
it appeared that it was not a real event, the
photo was removed from the discussion.
In this exhibition documentary photos are
presented, however, | think that they have
a residual value as part of our history. After
several years these images may be as well
included in textbooks on history illustrating
what we actually looked like. And | do be-
lieve that it is reality. If a man has been
captured with his eyes closed or mouth
wide open it means that he really had his
eyes shut or mouth wide open. Maybe
some newspapers abuse these circum-
stances; however a photographer neither
opens the mouth nor pulls out the tongue
of the person he is taking pictures of.

1J: Press photography is, first of all, an
image but it has got a special relation with
the text, hasn't it2 What impact does text
have on a photograph?

1Sz The impact is varied. The majority of
photographs are supplememed by expl

newspaper but suits an Internet edition.
The need to send a professional photogra-
pher to places is disappearing as a situa-
tion in a war can be easily documented by
a soldier, a street event — by any bystander.
A problem of reliability is important at this
point, of course. The soldier can take a
photo of what he needs and in a manner
that he wants. A bystander can also be par-
tial. P bear for

JS: Each case is individual. Very often a
good photo editor can compose a better
story than @ photographer. When a photog-
rapher faces reality, it is very hard for him
to get away from it even by a couple of
steps. Meanwhile an editor can arrange
photographs in a way that assures better
disclosure of a story fo society than a pho-
tographer’s version would reveal. A pho-

ethical issues. If an agency or media organ-
isation found out that a presented image
does not reflect reality, no one would ever
employ such a photographer again. How-
ever a bystander taking photos with his mo-
bile phone doesn't bear any responsibility.

A press photographer must remain neutral
and be able to evaluate the real situation.
There have been cases when an agency
took the risk of buying photos sent from
Lebanon and later realised that one photo
was edited with Photoshop, another de-
picted a soldier with a fire in the back-
ground. The agency was told that it was an
Israeli fallen plane burning. Israel’s soldiers
denied such information immediately. Hav-
ing taken a closer look at the photo it ap-
peared that it were fires burning in a
Both photos were sent by a

nations, however,
itself tells more than the fexi that usually
appears only because such is the norm.
Sometimes, though, it happens that a pho-
tograph loses its meaning if you can't un-
derstand what it depicts. For example,
some seven years or so ago there was a
contest for “paparazzi” photographs. One
photograph showed an old man buying
beer from a kiosk — it might look a very
common situation. The point was, though,
that the old man was an ex member of a
Soviet Lithuanian party who held one of the
most important positions in the LSSR gov-
ernment. In the photograph he looked like
a ‘nobody’ and was dressed quite poorly...
In such case the description is very impor-
tant. One can photograph lots of such old
men but cases with such a life-story are
thin-on-the-ground.

1J: What is photography then? Is it not sim-
ply a fact that it is printed in a newspaper’s
page? Talking to you | am starting to feel
that there is a wish to break the limits of
press photography and change the rules of
the “game” a little bit?

352 | would like to emphasise that press
photography is not just what we see in
Lithuanian newspapers every day. We usu-
ally see documentary photography in press.
The proper press photography must reveal
not only a fact or an event bm also conse-
quent
even methods. Photogrcphy should nof be
considered merely as a senseless reflection
of a fact. The tendency of disappearing lim-
its between press and art photography can
be seen in various fesfivals of photography.
Press photography is facing one sad phe-
nomenon — photographers have less and
less possibilities to make a living from their
work. Modern technologies and the Inter-
net have a huge impact on press photogra-
phy. One can fake any pictures at any
places simply with a mobile telephone.
Such photos would not be enough for a

local photographer. This is the point where
the issue of reliability is faced — how reli-
able is press photogruphy when it gets into
the hands of We don’t

knows a specific problem and
lives within it while an editor knows the
problem from photographs and this allows
him to feel how fo present it to a reader
better.

1J: Oftentimes, artists who do not consider
' | fessional ph h

P photograpl
work with photography. What is your opin-
ion about multiple application of photog-
raphy?

JS: Nowadays almost everyone takes pic-
tures. | am glad people have started buying
SLR-cameras and that more and more peo-
ple want to know where they can learn the
basic principles of photography. Often peo-
ple know too little about photography,
therefore a good shot is usually a very inci-
dental result. A photographer knows how
certain regularities work. | think that
painters and graphic artists are closely re-
lated to photography. Artists have ideas
and |mug|nahon therefore their initiative in

have very serious problems in Lithuania yet
but this issue is very important now worldwide.

1J: Not everything depends on the author
of photos in press photography, the editor
is also very important. What do you think
about selection of photographs?

JS: The initial creator is the photographer,
who decides most of it. You will find the fol-

y is very welcome.
Photography is one of the cheapest in eco-
nomical ferms) means of self-expression.
Perhaps this is the reason it is being a little
bit depreciated as a part of mass culture
but | think this will cause higher require-
ments for professionals in the long term.
This is why we organise seminars and frain-
ing ~ society’s first encounter with photog-
raphy is press photography. After all, one

lowing question in all ks on journal-
ism: what must a photographer do when
arrives into the place where there’s an in-
ferno - to save people or take photos? You
will also find there an answer: a photogra-
pher must take photos, and people must be
saved by firemen.

An editor has the final word regarding pub-
lications. However daily press is like a fac-
tory where often very strict rules are
applied - a vertical photograph may be
needed but a photographer has got a bet-
ter one in a horizontal format. This is why
we started organising press photography
contests — to provide an alternative to show
the best works of photographers that do
not depend on editor’s decisions or layout
of a publication. Obviously, the competitive
selection is extremely subjective as photos
are chosen by a jury composed of five peo-
ple. They don't, however, judge how the
photo would look in a certain publication.
The main goal of the jury is to evaluate the
photograph itself, its emotional and infor-
mational charge. The jury sometimes se-
lects photographs even without looking at
the signature.

1J: What is closer to reality — the world di-
rectly in front of the lens of a camera and
the view that appears in a photograph or a
story created by a photo editor? Is the
photo editor’s selection, necessarily, more
distant from the real story?

press photography in
and newspapers every day but one doesn’t
visit an exhibition of art photography that
often.

1J: What is an interesting shot in photography?

J5: Hardly anyone reflects why a certain
shot is interesting — after all, just one single
moment is captured. Reportage photogra-
phy is usually inferesting when the moment
lets you imagine what happened before
and affer the shot — when you can create a
kind of a mini “film” from it.

Sometimes a shot must have something
mystical to make a person stop for a second
and think what is so unusual about it. This
can be achieved also by editing solutions. It
shouldn't be like this: | came, | saw, | con-
quered, and now | am going farther. One
must stop and start “modeling” a life
around that photo. Only that photograph is
valuable when it makes people stop. Art or
press photography — both can make a per-
son stop. The value of photography is its
impact on a person.

1J: When did you first use a digital camera?
What was your reaction to new technology?

JS: Around 2002. At that time digital cam-
eras were not very good quality, they func-
tioned slowly. The majority of shots would
“slip away”. Now shots “slip away” only if
you yourself don't make it in time. The be-
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ginning was difficult. In press, naturally,
digital camera is a saviour these days. Film
conveys an image differently. As cine-
said
about the difference between a video and
cinema camera - the mystery disappears
with video.

1J: What objects do you like taking pictures
of?

15S: | enjoy taking pictures of people which
is not an easy thing to do — very often the
skills of a psychologist are necessary. For
example, you must get into a contact with a
complete stranger within a very short pe-
riod of time, to intuit them. Ten years ago |
had to take pictures of a director of one
company, we were in a room just two of us
(it is especially difficult to take pictures face-
to-face). He immediately radiated negative
emotions. He said that no one had ever
taken pictures of him, that he was scared
and had only five minutes for that. | re-
member | was still working with a film cam-
era back then. | realized | had to do
something really fast, so | put on the flash
and made some fifteen shots non-stop. At
first his eyes went wide open, but then the
fear disappeared, exploded, and the per-
son relaxed. | had to push him against the
wall to make him relax. Afterwards every-
thing went really smoothly. Such skills are
acquired with experience. A photographer
should not be an aggressive type, other-
wise a person will not let you close to him-
self and you will have a statistical portrait
that neither reveals the person nor the
world that surrounds him.

llona Jurkonyté is a director of Interna-
tional Kaunas Film Festival. She also works
at the Contemporary Art Centre in Vilnius.
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VILNIUS METRO

IDEOLOGY

Ernestas Parulskis

My telephone suddenly vibrated in my
pocket. | looked at the screen. The name
Ozarinskas was flashing on it. Looking at
this information | realized | was standing on
the threshold of an important event... For
the first time in history it was Valdas calling
me; and not the opposite. This situation of
non-calling is, of course, logical. — who is
needed more - is it the one that needs
functional beauty or the one that can create
it2

Without hesitating long | answered the
phone and heard Ozarinskas say: “Ernestas
I want to involve you into a new affair.
"You know, affairs are always fun,” he said
very enthusiastically (yet without losing self-
esteem).

| said: “Yes2”

Ozarinskas continued: “I've received a
large wall at the CAC to work with during
the photography exhibition, and, | have an
idea fo present some real amateurs there.
Well, their self-advertisement.”

“Mmm,” | agreed cautiously.

Then Ozarinskas explained, further. “It
would be self-advertising as these people
imagine it. It's an opportunity for them to
present something visual about themselves.
Do you understand what | am talking
about?”

“No,” | admitted honestly.

“Let's say you are in London. You are walk-
ing in the Metro and are taking pictures.
Afterwards we enlarge them. Each partici-
pant will get a square meter of the wall,
and we will present something like a para-
doxical film of self-advertisement or auto-
psychoanalysis”.

“So | have to take photos of the London
Metro2”

“No,” Ozarinskas replied with a note of ir-
ritation in his voice. “You don't need fo
take photos of the London Metro. You have
fo produce photos that reveal your person-
ality butin @ way in which you would like fo
present yourself - fo others. Do you under-
stand?”

1 did understand. The worst (or the best?) is
that | have this rare (or is it regular?) ability
to murder or turn the most appreciative
shots info very common ones using any,

even the most masterly photo camera. |
can't say | cannot take pictures. | am an
anti-photographer. Ozarinskas was waifing
for me fo respond. | needed to think of
something really fast.

“And can | take pictures of a computer
screen?”

“Yes, you can,” consented my felephone
companion without hesitation.

“I will take screenshots of all web-pages in
my “Favorites” section. I'll compress them,
transfer o a prepared format, and they will
create one large image with lofs of very
small yet not incid My fa-

an exhibition of Vilnius Metro advertise-
ments that have been preserved in the
refina of memory; in the age affer the Iron
Wolf. Images preserved, and fexts erased
by speed. Through the window of a speed-
ing frain carriage we can still see the image
but can no longer read the texts. In this way
a photographer washes a photo one more
time. This is how shots come back fo the
film. Let's imagine that someone’s invisible
hand has stopped the carriage and all the
images behind the non-transparent win-
dows. The things that have remained in the
refina are now enlarged — through the
ping-pong and the pinhole of the eye. On
"Gelezinio vilko “ where the

vorite web-pages can bemy If-advertise-
ment, can't they? It would be quite
accurate, in fact.”

“Okay do it,” the curator consented affer a
slightly painful, and pregnant, pause.

VI nodded. Ozarinskas sensed my gesture
somehow and continued: “Could you write
an ideological or a program text for the
other participants? | would send it out. It
would be easier fo organise everything like
that. The fext should cover the following
five reference points for the concept...

Heading back fo my office afterwards |
even tried fo set down all guidelines he
gave me.

GELEZINIO VILKO ROUNDABOUT

Rolandas Rastauskas

Part One

What do we bring with us into the Metro2
In the morning, fragments of insomnia and
dreams; at night, the flare of their ap-
proach; during the daytime a desire to
reach our destination with the speed of an
arrow. To remain fashionable we read the
literary garbage lying around the carriage
~ especially books with underlined pas-
sages as if they were put their to send us a
message.

What do we take with us out of the Metro2
Sounds: the piercing rumble of wheels; do-
des-ka-den, do-des-ka-den, do-des-ka-d

Smells: the grease on the tracks and
macadam; the odour of distress from the
homeless and the cheap perfume of the
woman seated next o you.

Images: usually haiku-sized because we
aren't allowed to stare or make eye con-
tact: the dewy cross nestled between the
breasts of a black woman - the untouch-
able and suppressed. Where should | look?
Where can my eyes rest? Where can they
marchz Where can | march with my eyes?
| can look at advertisements, obviously and
at LED-screens counting down the seconds.
Rephrasing Mekas: like a shunter he stands
in the desert of metro counting the last sec-
onds of his life skewered on the pupil of an
eye. Those image-seconds eventually take
over the place of the ‘other’. They are a
scopic placard-feed; plugged into the tun-
nel of vision. Each of us carries those im-
ages out of our own stations; from our
morning and night routes. They're “My
Metro Mornings” and “Your Metro Nights”:
a coma and comedy of collisions.

Let's imagine now that we have to organise

of the no longer existing Zvéry-
nas roundabout of trolleybuses are sitting
on a bench of ghosts scrawled in bad lan-
guage: actors from burnt theatres, and au-
thors of dissipated novels, architects of
Ferro-concrete socio-modernist houses,
ladies with beaten under-eyes. “Give me
two pennies, old man” they ask in a stran-
gled choir. Even death cannot break the
ticker of that bitter metronome.

Part Two

In the New York Metro one silly kid hijacked
a train and went for five hours unstopped.
No one noficed that. Do you remember you
were sleeping then very sweetly with your
head laid on my left shoulder?

Part Three
Do you remember?

For images see pp. 29-35

THINK OF ATITLE

WHEN THE IMAGE EXPANDS INTO
CONVERSATION

Julija Fomina talks with Valentinas
Klimasauskas

Julija Fomina and Valentinas Klimasauskas,
who both work at the CAC, are curators of
section of the photographic review exhibi-
tion related to young photographers —
many of whom are better known as artists
working in other media. Fresh from their

tial participants, we have mentioned the
fact that www.flickr.com had announced:
there were 3158 images uploaded to their
network during the last minute alone. The
cafes, restaurants, furniture and shoe
stores, supermarkets and even the street
corners in Vilnius are covered with photo-
graphs; it is obvious that photography has
become the most democratic and widely

ik form of self- I'm
afraid that it made our task of putting fo-
gether an exhibition even more difficult.
Some very important questions were
raised: what makes photography contem-
porary art, or, thinking in post-photo-
graphic terms, what contemporary art
process can be understood as photo-
graphic?

JF: | think that any contemporary art
process that is based not on self.

sides, easily reproducible works acquire a
completely different logic of circulation and
distribution within the exhibition space:
they are intended for conscious consump-
tion, and it's likely that the visitors will be-
come active participants of the exhibition as
well. | also want to remind you of the fact
that, while programming the future exhibi-
tion, we are at the same time thinking
about the events associated with it. While
the exhibition is open, we will regularly in-
vite everyone interested to meetings with
experts in various fields (physicists, artists
and people with extra-sensory abilities),
photography reviews, discussions and per-
formances. If you remember, when we just
started thinking about this exhibition, the
working fitle we came up with was Photog-
raphy Salon. Regardless of the fact that the
word “salon” is probably first of all associ-

(which is one of the Modernist paradlgms],
but rather on

ated with bot circles, it reached us
from roughly the same period o the word

message cons'ruchon And that's where a

summer spent adventuring in cyb

- and other more worldly locations — the
two put their theories about contemporary
art to the test.

Valentinas Klimasauskas: It might be
that one of the better show titles conceived
by Stefan Brisggemann (http://www.showti-
tles.com) is the following one: The Title As
The Curator’s Art Piece, which Mathieu
Copeland used for the exhibition he cu-
rated (in Blow de la Barra Gallery, June
2006). In this way, the exhibition title as an
artist’s work became the curator’s work,
which can still be viewed as an artist’s
work. This title, while being a fairly spa-
cious metaphor, is a favourite of mine for
one more reason: it reflects the tendency to
self-referentiality and paradoxical nega-
tions that are typical of one sector the art
world. The show that we are curating is dif-
ferent, right?

Julija Fomina: In Armenia, where | re-
cently attended a summer school for young
curators, during one of the workshops we
had to propose works for Jean-Franéois Ly-
otard’s exhibition Les imateriaux in accor-
dance with the titles of the exhibition’s
sections described by him. It proved to be
even more difficult than putting together
the exhibition itself, since the fitles reflect
the exhibition’s internal logic (that the cura-
tor refers to when selecting the works).
Since we started off with, instead of fin-
ished works, the idea that photography is
a medium for conceptual solutions, we
have encouraged the artists to submit their
concepts. | think, therefore, that our project
turned out to be an exhibition that could
have been put on only here and now —
Lithuania, at the CAC in 2008.

VK: Do you trust in the here-and-now con-
cept in contemporary art? We have started
off with analysing the present situation and
mapping out the definitions in advance.
First of all, we had to think if it really makes
sense to think about contemporary art in
the context of a single medium (in this case,
photography). We also had to relate to the
obvious inflation or, even, the Big Bang of
images - in one of the messages to poten-

paradox
Kohei Yoshiyuki, rde m ino 19705, which
| saw in the recent Berlin biennial, look
much more confemporary than many of the
images produced today. Going back fo the
inflation of images that you've mentioned:
don't you think that it's precisely this phe-
nomenon that keeps contemporary artists
away from using photography as a
medium? Many young artists in Lithuania
even avoid calling themselves photogra-
phers or artists in general.

VK: Yes, it would make more sense to
speak of photography as a process rather
than finished work. The extremely current
concept of the inflation of images and in-
formation in general could go in line with
the deflation of meaning, thus, speaking
about an exhibition that uses the photo-
graphic format, | wanted to get around
these ambiguous processes and limit the
scope to only those works and processes
that avoid the aforementioned inertia. Yet,
here we must stop for a while and rethink
the formats of the banner and the postcard
that we proposed to the artists. Having cho-
sen this precise format in the era of me-
chanical reproduction, we create the space
for freely reproducible works, and so effec-
tively contribute to the mentioned inflation
of images. On the other hand, our choice
was based on the fact that this format is
more democratic and open. Therefore, if
earlier | would have suggested the follow-
ing exhibition fitles: 82 THINK OF A TITLE,
294 DISCUSSING THE PROBLEM, or 362
THINKING POSSIBILITIES, now the follow-
ing ones look more appropriate: 177
CONTINUALLY  REVEALING ~ MULTIPLE
ROUTES OF ENTRY AND EXIT, 181 OPEN-
ENDED or 287 CAN'T WAIT FOR TOMOR-
ROW.

JF: | don't think that we have contributed
to the inflation of images, from which we
seek to maintain a distance, by proposing
the banner and the postcard formats for the
artists’ works. Even though it is a demo-
cratic format, we try to avoid an inarticulate
stream of images — o, rather, articulate if,
which to me is more of a process of creat-

ing value than that of its deval Be-

phy” itself, and it ties action, con-
'en' and setting together. Maybe 1h|s title
would fascinate Harald Szeemann? He
once said that he had been living among
Untitled works far too long, and thus de-
cided that at least the exhibitions should
have titles. Frankly, his exhibition titles were
usually long and poetic (for example Be
careful not to leave your dreams, you could
find yourself in the dreams of others,
Zacheta National Gallery of Art, Warsaw,
2000). If you think we should include Ste-
fan Briggemann in our artists” bunch, I'd
agree with your choice: 181 OPEN-ENDED,
but then I'd also add these ones: 136
GOOD IDEA; 215 YOU ARE LOOKING or
353 MEETINGS. It becomes clear that the
keywords for our exhibition are these:
event, image, idea, look, history. I know
they are fairly broad, so how does one con-
nect them under one title? Besides, let's not
forgetthat it has to sound good in Lithuanian....

VK: Good idea! Thinking of Stefan Brigge-
mann, | was first of all considering the pos-
sibility to extend the list of Lithuanian
artists, since the idea of an exhibition based
on purely national criteria sounds too much
like sports and the Olympics. Culture, as
we know, is a network phenomenon, espe-
cially today. It would also be a bit inaccu-
rate to understand the Lithuanian context
as purely Lithuanian or specifically excep-
tional. Maybe it's quite the opposite. People
who come here for a short while often be-
come especially important or even the most
important in the local everyday and so
called “art life”. What do you think about
this one: Open-ended Meetings?

JF: The idea of a national exhibition doesn't
look very current to me, while, speaking
about the Lithuanian context. | wanted to
stress another aspect: we are working with
people who live and work here at the mo-
ment, who are not necessarily Lithuanians.
And vice versa: not all of the Lithuanian
artists we work with live here at the mo-
ment. Thus, you're right - we work in a net-
working mode. Should we translate the title
you've suggested into Lithuanian more like
Unended Meetings?

VK: Or Open Meenngsz Like in an “open
in this case

would mean the unpredictability of the out-
comes. If we were to visualise the “meet-
ings”, then we could probably end up with
Open Dates? However, Open Events would
allow us to think about not only “open’ re-
sults, but also an “open” system of contri-
butions, formats and behaviour.

JF: Yes, Open Events seems to be an appro-
priate title, since you never know what is
going to happen and whether something is
going to happen fully. On the other hand,
the format of the works is clear, while the
word “events” defines what will take place
in the exhibition between these works. I'd
suggest linking the content of the works —
the images, and the dynamics of the space
— the events and the meetings.

VK: Expanding the Image into Conversa-
tion2 We borrowed the word expand for the
English version of that title (Lithuanian ver-
sion is When Images Expand into Conversa-
tion?) from Rosalind E. Krauss applied
when extending the definition of sculpture
of that time — her text in October was titled
Sculpture In The Expanded Field (Spring
1979 issue). In 2006, Dutch artist Falke
Pisano read a lecture titled A Sculpture
Turning into a Conversation in which, inter-
alia the title, she expanded, or, depending
on your point of view, narrowed to the for-
mat of the conversation. “Conversation” is
one of the keywords and it describes in the
best way the processes that are taking
place in our project space. “Talking,” telling
the story or describing the context are very
important elements that apply to all the
pieces and events there. Even the most dis-
tant piece (in physical terms) of the exhibi-
tion, the postcard of Lukiskés square by
Gintaras Didziapetris, which will appear in
city’s bookshops may be interpreted as a
certain dialogue (the artist certainly express
his opinion and comment by if) in altering
times and contexts — passing time and the
reconstruction of the square will change the
meanings of this postcard.

Expanding upon your thought that “you
never know what is going to happen and
whether something is going to happen
fully,” I'd like to believe that the conversa-
fion, even a metaphorical one, is precisely
the form of communication for which it is
more important to be and take place than
to occur and happen fully. Frankly, at one
time | was almost sure that, according to
Baudrillard’s logic (of the first Gulf War),
The Exhibition Will Not Take Place — now |
see that my fears have become reality
(however, in a completely different sense).
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GETTING INTO SITUATIONS

Jurij Dobriakov talks to Mirjam Wirz

Mirjam Wirz, Swiss-born artist who has
lived in Vilnius since 2001, speaks about
the phenomenon known as ‘flash’, the ex-
perience as a currency in contemporary art,
and using her photo camera o get into sin-
gular real-life situations.

Jurij Dobriakov: First of all, I'd like to ask
you about your understanding of the very
concept of ‘flash’ (in the broadest sense).
The more | think about it, the more applica-
ble to very different spheres of contempo-
rary experience it seems.

Mirjam Wi | first thought of the word
when | had this idea of organizing a ‘flash
bar’, a re-emerging bar in the city, and |
had a t-shirt with the image of the Flash, a
comic strip character that was one of the
American cartoon superheroes. | liked the
word itself and the typography, so | read
more about this character. He intrigued me,
because, while most other superheroes had
only one superpower, the Flash, in addition
to his main superpower of being faster than
the speed of thought, had other ‘super’ as-
pects to his personality. Besides, the Flash
wasn't a single character in the comic;
there were different Flashes that lived in
different times, and sometimes they would
cross the boundaries of time, meet each
other and become friends.

| had thought at the time that the name
surely fitted the concept of the Flash Bar,
and later | used it for the Flash Institut in
the broader sense of working with tempo-
rary communities, but also in the sense of
being fast and doing things just out of the
situation, out of the idea and out of the
moment, without going through long-term
planning, conceptual work, or legal steps.

JD: Recently | thought that, relating it o the
Flash Institut and my own experience with it
in particular, the paradigm of creating
one’s art in the form of a fiction that is then
“forced’ upon reality is slowly fading away.
When | see a piece of art that is born out of
one’s mind, a total abstraction, which is of-
fered-up to reality and the people that take
part in that reality, it seems fairly outdated
to me, as opposed to the way of creating
art ‘out of the situation’, as you said, when
you take a fragment of reality and create a
piece of fiction out of it, which is nonethe-
less firmly rooted in that reality.

The principle of temporality seems to be
central fo this latter setting. If earlier (and,
to a considerable degree, even today) one
could observe in Lithuania that people
wanted their art to transcend the temporal
dimension, now one can see a huge revival

of trends that point back to things like the
Situationist practices and psycho-geogra-
phy — the movements that had this ‘flash’
aspect. Much of this art is born out of the
situation and dies with the situation, unless
it is documented in some way (and even
then it remains as merely a documentation
of an experience, not the experience itself).
Why do you think that temporality has be-
come such a big thing, and why are people
tired of art that is supposed to ‘be there
forever'2

MW: Maybe this fatigue is caused by a mix-
ture of two factors — the increasing reloca-
tion of many social encounters to very
temporal virtual spaces and, at the same
time, the reclaiming of the urban spaces,
where people meet ‘freely’. Speaking of my
own practice, | was never sure if | could re-
ally classify it as ‘art’. It is definitely con-
nected o art, but not to the art system. In
the same way, it is connected to informa-
tion and journalism. Sometimes | think of it
not as art so much, but more like sociology,
because I'm interested in very basic things:
how people manage their lives, how they
do it in different social and political situa-
tions, and so on.

Thus, everything | do is closely related to
life as it is, and I'm not ‘translating’ it too
much into something that is more transcen-
dent. For the same reason, experience,
which for a long time wasn't really a cur-
rency in the arts, is usually the principal el-
ement in my work and the work of those
with whom | collaborate. That's why my
first initiative in Lithuania was called In-
volved, and its work was focused on being
immersed in presence, rather than being
abstract. As | often say, | want my projects
and myself to be ‘street-wise’. Of course,
one cannot experience everything, some-
times one has to figure something out or
make it up, but the meetings of the Flash
Institut, for example, can be considered ex-
changes of personal experiences that other
people can relate to. For me there was al-
ways too much ‘translation’ in the arts,
moving things onto an abstract plane that |
never really could relate to.

It also has fo do with the way one presents
one’s work, and how people can relate to it
in the chosen context. | never liked mu-
seum space, and | don't really consider
many recent attempts to migrate from mu-
seum space with projects that maintain
“museum logics’ fo be productive practices.
Relating to a very specific situation seems
to be the best solution for now. Yet | also
think that one should work with a situation
that people can understand - as that situa-
tion, and understanding, determines the
quality of the material that will emerge
(that is important to my work). The situation
has to be put into context. So it is always a
matter of taking my own thoughts and ex-
periences o a level that is more general —
not in the sense of being more abstract, but
in sense of being connected to a broader
context. It's not a diary, but it's not theory
either.

ID: The ‘quality’ of experience probably
lies i its spontaneity. If one tries to plan or
program an experience, like saying ‘today
I'm going to try out this or that, and that's

going to be a new experience’, technically
itis an experience indeed, yet it seems that
the ultimate and the most valuable experi-
ences are the ones that are not anticipated.
We're coming back to the same ‘flash’
thing, | guess. Something has happened
like a flash, and one doesn't really know
whether or when it will happen again -
that's the beauty of such experiences.

Yet | notice that, at least in Lithuania, many
people have a big problem with being
spontaneous. For most, absolute spontane-
ity is something to be avoided. One has to
plan one’s life, one has fo plan one’s expe-
riences, one has fo plan one’s holiday, etc.
So, how does one overcome the fear of
being spontaneous and open to those ex-
periences that just happen naturally, and
how does one still stay ‘safe’ on some
level?

MW: | was never interested in and never
felt comfortable while trying to fit into struc-
tures that were already there. It's like draw-
ing on a sheet from a children’s colouring
book that has outlines, as opposed to
drawing on a blank sheet. Of course, one
can always cross the lines or ignore them,
but one always has fo refer to them.

I'm not sure if it's more important today,
than before, but | believe that some spaces
need fo be preserved as free spaces, be-
cause everything rapidly becomes subject
to regulation and is invaded by infra-struc-
ture. My projects work best in the spaces
between structures - spaces that are unde-
fined and fluctuating, where experimental
potential resides. Yet, I'm not really a revo-
lutionary, in the sense that | wouldn't stand
up against certain structures in an attempt
to destroy them. One of my friends, writing
about the Flash Bar, called it “transgression
without the hassle”. She also referred to its
tactics as “going around the problem”.
What we are trying to do is basically do
what we want without open confrontation,
taking advantage of the in-between
spaces.

Because | believe in these possibilities, this
practice doesn’t seem less ‘stable’ to me,
but sometimes it poses a challenge to oth-
ers. When | work with some curator on an
exhibition, the main part on my side is to
make the curator trust me. People who
work with me have to believe that some-
thing is going to come out of the whole
process. Usually | know exactly what | want
to do, but | can't express it from the outset.
Not because | can't put it into words, but
because | don't want to pin-it-down too
early. | try to avoid being prescriptive in my
projects, in the sense of having a certain
set-up that limits things from the beginning.
Of course, often that makes it hard to pi-
geonhole my projects, but if this way of
working doesn’t make sense at the mo-
ment, maybe it will when it is viewed in ret-
rospect, when it becomes more akin to a
story or history.

JID: We were once falking about the flash
of a camera as @ metaphorical learning de-
vice. In our time, it appears that this way of
learning - capturing the kaleidoscopic frag-
ments and ‘snapshots’ of reality that are it
by the ‘flash’ of one's experiences (not only
in the visual sense) — has become the dom-

inant one. In contrast, in the classical par-
adigm of learning one first devises a system
and then attempts to ground it, working
within the system. What | like about the
Flash Institut is that it functions in the first
way, where one’s mind is used as a flash
that helps take pictures of reality, and then
one builds a body of knowledge that might
be coherent, but might as well turn out to
be totally unconnected.

MW: Exactly. When | teach at the EHU (Eu-
ropean Humanitarian University in Vilnius),
I 'try to make it a process that is open, a
process that is related to the ‘flash’ phe-
nomenon and teach photography as some-
thing that isn't reserved for ‘professionals’.
Everyone can take pictures in their own
way, and knowledge accretes when these
different captured fragments are knit fo-
gether and reflected upon. One may throw
some images away and use others in three
years time, because at the moment they
don't make sense. Basically, it becomes an
archive of images that one works with, con-
stantly creating new knowledge out of it -
knowledge is shifting, it is never a fixed
thing.

JD: Speaking of photography, one book
that I really liked when I first read it was On
Photography by Susan Sontag. Sontag was
fairly skeptical about the medium of pho-
tography, criticising it as a tool that people
used to gain control of reality, to lock it in a
frame and thus create an illusion of tri-
umph over time and their own mortality
(very rightly so, it seems to me, in the con-
text of that time). Yet it appears that today,
especially in the context that we are speak-
ing about, photography has acquired a to-
tally different quality and meaning. It might
be that today many people take pictures
not so much to control and appropriate re-
ality, but simply to make their reality
clearer, to have snippets of reality that they
can always look back at and learn some-
thing new.

MW: | had to read that book when I was
studying in the Photography Department at
the Art Academy, and | didn't like it so
much. There was something about it that
got on my nerves — the moral view of im-
ages, which, surely, can be understood in
the context of the time when the book was
written, as you said, which was just at the
beginning of the process of flooding the
world with images, when the world was be-
coming increasingly visual and surface-ori-
ented. Yet in her last book, Regarding the
Pain of Others, she reworks some of her
own ideas from On Photography, taking
info consideration the fact that, as the
world is flooded with images, people start
to adapt to this situation and become more
educated in the way they deal with pictures.
The way they approach pictures today was
probably unthinkable in the 1970s. For in-
stance, in the foreword of another of her
books, Against Interpretation, she used the
following phrase from an interview with
Willem de Kooning, which I like: “Content
is a glimpse of something, an encounter
like a flash. It's very finy — very finy, content.”
What you've said about photography foday
is frue. | have never been a photographer

in the sense of only producing images. For
me, it’s all about photography as a practice
that encompasses many more things than
just taking pictures. It includes images, set-

ups, 9,
collecting, giving ground for something, la-
tency, recording, and sensation. Photogra-
phy is a research tool that allows me to get
into situations that | wouldn’t get into if |
didn’t have a camera with me. It is also a
thinking tool.

What | also like about photography is that
it has become something that’s not directly
connected to reality, because it is no longer
[an] analogue. If there's a photograph of a
chair, it does not necessarily mean that the
chair existed. Yet there is a thin line that
connects contemporary photography to the
world and what is happening in it, but in a
more open and playful sense. That really
excites me and | partially explore this line in
my practice.

JD: In addition to the image archive, you
also have a fext archive - a collection of ar-
ticles written by other people. What's the
connection?

MW: | do collect newspaper articles, mostly
from Swiss newspapers | read online. It's a
whole range of topics really - some are
about culture, while some are about sports
and criminals, etcetera. | can’t even say
why I choose to save a copy of this or that
article - it's just that when | read it, some-
thing draws my attention and | put it in the
archive so that | can use some of the ideas
and fragments later. It's the same way of
collecting material that | use with other
things.

ID: Well, maybe one day we will see the
creation of a software tool that will be able
to convert these articles to realistic figura-
tive images.

MW: Yes, it will definitely be interesting to
see what the situations described in the fext
might have looked like.

JD: Speaking of criminals, crime scenes
and investigations... What is your relation-
ship with film noir, B movies and the aes-
thetics of urban detective stories in
general? s it in any way connected to Flash
Institut projects, photography or other
spheres of your life?

MW: | started to watch film noir movies
when | worked at the video library of the
Art Academy in Zurich while studying. | also
started to read the books that these movies
were based on, mostly by Raymond Chan-
dler, Dashiell Hammett and Ross McDon-
ald. I like “chronicles of shabby districts,” as
Raymond Chandler put it, in which a pri-
vate detective, the prototype of the free-
lancer of our times, unfolds a story piece by
piece while going through the city, meeting
people and getting into situations. The
‘mysterious’ thing that happened, the in-
vestigation of which constitutes the detec-
tive's assignment, is, like my camera, the
pretext for going through places and talk-
ing to people. The protagonists of these
stories normally do it without a master
plan, mtuitively, sireet-wise, by coincid

failing, fighting, falling in love, and so forth.
And it’s all as complex as the life of the city
and its residents; there is no one criminal,
no one solution, just life as it is. | like that
way of working very much. And it's similar
to how | work.

I like the movies too — the lighting, the dia-
logue, the bitterness, the dreamlike visual
language, and the humour. The visual lan-
guage is associated with a lack of money:
saving electricity, shooting on location, at
night.... The aim is to tell a story without a
big budget, but to do it anyway, so it in-
evitably looks ‘different,” and there is a
quality in that difference. I like improvisa-
tions, and it's funny to think that the scenes
are so dark partly because of the electricity
bill.

Jurij Dobriakov writes about contempo-
rary art and new music for Lithuanian and
international press.
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| USE A CAMERA LIKE A GUN —
IT’S NOTHING COMPLICATED

Renata Dubinskaité talks to D
Liske: s

Dainius Liskevicius’ solo project X-Ray has
been evolving over several years in_ his
apartment that doubles as his studio. Seri-
ally shooting in pitch darkness, using a
flash, Liskevicius has developed a number
of interior images that register a period of
time, events and experiences like an un-
conscious diary.

Renata Dubinskaité: Do you still wander
around your flat in complete darkness
pressing the flash button of your photo
camera? Or is it a finished technique for
you?

D s Liskevi&ius: My projects are often
continuous, new images can be entering a
collection nearly all the time if needs be,
and | feel like continuing. | still feel the
need, | think. | haven't found all the an-
swers yet.

RD: Do you think that by practicing moving
in the dark for several years you have also
developed your other senses that compen-
sate for the partial blindness?

DL: In fact, the flash that shoots out in
darkness makes you blind. It is not the
darkness but the light that blinds you, and
after that everything blurs even more. The
senses that the blind develop within a long
period of time could not evolve in my case.
Despite the fact that | started shooting in
this ‘perverted way’ a long time ago, | did
it in a specific emotional, almost uncon-
scious state — such as insomnia, waking up
from a dream, fears and various other sit-
uations. There is nothing romantic or manic
about it. You wake up and simply turn the
light on in the form of the camera flash.

RD: That is an interesting paradox. Photog-
raphy records the ambience by means of
light. After all, it is the flash that provides
the possibility for an image to appear.
However, it can also destroy the image with
an inordinately strong burst of light.

DL: Yes, | leave all that to fate, | use a cam-
era like a gun - nothing complicated.

RD: While you were taking those pictures
did you really manage fo turn off the “artis-
tic”, the “photographic” thinking and shoot
absolutely automatically, without trying fo
foresee what would finally come out? Such
total unconsciousness is practically impossi-
ble. Memory furns on anyway - even
blinded | know where things in my space

are. But the flash is needed to return ob-
jects back from memory to the light.

RD: Automatism is often explained as an
attempt to get away from preconceived
schemes of the mind and as an anti-artistic
gesture, an effort o get rid of various artis-
tic conventions.

DL: It is not important for me to declare
anti-art strategy, today. Of course, rejection
of certain aesthetic impositions may seem
anti-arfistic. Especially for those that under-
stand photography as production of per-
fected images.

RD: This is, however, not your first project
using this strategy of automatic photography?

DL: That's right. | am confinuing in a vein
of experimental photography. For example,
when | was working on the project Timer/8
sec (2002) | used a stopwatch set for eight
seconds and applied a different way of
shooting for every single location. In ceme-
teries | turned the camera around my head
producing subsequently blurred images —
like something transcendental. On bridges
1 would tie the camera to a rubber rope and
throw it over-the-side, like fishing. In a bar
1 would simply give the set photo camera to
another person for some time. In the street
| walked with the camera tied to my leg.
There were also suspension bridges on
which | would run away from the camera.

RD: It looks like a series of performances
when the act itself is more important than
the final photographic result. Performance
elements are characteristic to your other
photography projects as well. Both in X-Ray
for which you take pictures in the dark
blindly and in Centres of the World (1999-)
where you stand on your head, the
through-line is a chosen physical situation.
Does the act you perform reveal something
unexpected, new experiences, or insights to
you? Are passersby different when viewed
from upside-down?

DL: You know, that moment when you are
standing on your head, you don't think
anything. More important is the moment
when you see how you have been
recorded, what is your relation fo the sur-

ndings. After all, | was hed
different people each time.

RD: In X-Ray, for which you have chosen
such a peculiar method of photography, did
you see the objects of your closest environ-
ment differently - lighted by a flash at mo-
ments they did not expect it at allz The
name of the project itself implies that we
are speaking about something that cannot
be seen by the naked eye or under normal
conditions.

DL: Yes, you see many things that you
wouldn'f notice otherwise. Everything is like
in a vacuum. Sometimes it looks like that
these are completely anonymous, ordinary
images of interior design

RD: | don't agree! As interior design photo-
graphs they are radically fragmented. The
space seems torn into pieces that cannot be
assembled as a whole. Therefore they re-
ally testify something about horror states.
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still, in the presentation of your project you
speak about therapy. The therapeutic fea-
tures of photography are usually associated
with the possibility to transfer one’s envi-
ronment and experiences info images that
one can separate from oneself and ration-
ally analyse. It seems to me these photo-
graphs, these pieces of your home are
struggling against a rational analysis and
do not help to “compartmentalize horror
states”. How would you explain therapeutic
aspects of your project?

DL: Light is the therapy. The release of light
itself is a therapy. Those short flashes are
like vaccines of light. You can never be sure
what therapy or side-effects they might
have. It is the same situation as with any
kind of medicine - you can never know how
much the prescribed treatment will help or
harm you. Besides, studying all photos at
once lets you see the flow of time. Different
stages of my own life have opened up
through objects. Some images have be-
come alienated because the everyday de-
tails are so easy to forget.

RD: Does it mean then that your project
has acquired diary-like features?

DL: | only noticed diary aspect later; when
| was analysing the photos. I did not have
this intention initially. | have actually never
kept a diary.

RD: You're not someone who has taken
photos since they were a kid?

DL: Nope. | can remember myself playing
with @ “Smena” camera — which | finally
dismantled. My first camera was the cheap-
est that | could find. I bought it for the proj-
ect Centres of the World. In short, that's
how my experience of photography started.
And | didn't even use the camera myself: |
asked other people to take the photo-
graphs of me performing.

Talking about photographic diaries. .. Digi-
talising reality changes a lot. Everyone can
take photos now. There is no magic fo pho-
tography any more. Earlier, a photograph
was a valuable document reminiscent of
bygone time, a moment from the past.
Now, instead of having a family photo
album everything sleeps in a computer and
remains only in its memory. Then suddenly
the computer might crash and all images
taken over some five o six years are lost...

RD: Are you trying to say that a strange
paradox appears: despite the fact that
everyone can take photos and they do that
in much larger quantities than ever before,
in reality less images are stored o storing
them makes no sense any more?

DL: Well, at least now it looks like that. As
if the process of recording is more impor-
tant than using the images. But many of
these questions can only be answered in
years from now. This box here, for example,
is full of various images. | am transferring
them from one format to another. Will this
remain or will they disappear?

RD: What camera do you use faking photos?

DL: I still use a film-loading camera. After-
wards | scan everything. | do this because in

this way at least one parficular, perceptible
object remains - the film. It is a document,
a proof that kind of guarantees the safety
of an image. It is old-school, definitely. Like
the idea of my project - not really coincid-
ing with a contemporary approach and
rhythm. Well, at least that’s what | think...

RD: In which sense do you consider your
project un-contemporary?

DL: Well, the idea to create all that art
without leaving my apartment crystallised
by itself - this is exactly the space where |
have everything and that doesn't lack any-
thing. It is an idea implying that it is possi-
ble to live without traveling or staying at
various residences. Closing one’s self at
home is like a simulation of being under-
ground. After all, it is right here, in your pri-
vate space where you can feel most
independent. Of course, | have to prove
this hypothesis with my works.

RD: That's great. So we will be waiting for
the evidence. Have you already planned
any other projects developed in your do-
mestic living space?

DL: Yes, | have started one continuous proj-
ect for which | need a couple more years to
develop.

Renata Dubinskaité is an art crific and
curator at the Contemporary Art Centre in
Vilnius.
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POWER OF THE EARTH

Anders Kreuger talks to Artoras Raila

This conversation between the artist Artoras
Raila and the curator Anders Kreuger took
place at a café table in Vilnius, and via the
Internet, in August 2008. The point of de-
parture was Artoras Raila'’s project Power of
the Earth, which is now winding up. lts lat-
est version is being shown at the CAC in
autumn.

Anders Kreuger: What is the ‘power’ of
the earth? How is it different from the
earth’s ‘attraction’ or ‘force’2

Artiras Raila: It may be that the Lithuan-
ian title of my ongoing series, Zemes galia,
is difficult to translate. Galios (in the plural)
means ‘possibilities’, ‘potential’ and ‘po-
tency’, but is also to do with power’.
‘Force’, as in ‘doing something by force’
denotes a more directed action. This nu-
ance seems to be lost in translation. Maybe
Power of the Earth or Kraft der Erde is more
about force than about potencies or
possibilities.

Similar things happened to the Lithuanian
title Pirmap PP

“primordial sky’), which i |s, in fact, just an
alternative version of the English Primitive
Sky that communicates the self-conscious-
ness of intellectual civilisation and its disre-
gard for the unknown.

This is what a visiting British artist said after
looking at the sky in Lithuania. | found it
very funny. What simple-minded colonial-
ism! The sky, at least, should be allowed to
remain the same over Telsiai as over Lon-
don. | still find it hilarious when people
allow themselves to feel more advanced, |
mean, more civilised, than nature.

As a matter of fact, | didn’t worry about the
exact translation of Zemés galia. It's one of
those projects that has been named almost
automatically. The expression comes from
Vaclovas Mikailionis, who used it when he
wrote his instructions for the ‘geo-energy’
mapping of the CAC. And later | kept it un-
changed.

AK: This sounds very much like the things
we were talking about when we were
preparing the exhibition Art of the Possible
at Lunds Konsthall, doesn't it2 What is the
actual meaning of ‘possibility'2

AR: Yes, although before Lund the Power of
the Earth project had already taken place
in Frankfurt and Berlin. But the exhibition
in Lund functioned as a corrective for my
continued activities. The version for Eng-
land was utterly performative, whereas the
Vilnius version will be radically mythological.

AK: Does it matter who that Earth belongs
102 Is it only ‘our’ Earth that has power/at-
traction/force? In other words, how does
this project (this body of work) connect to
your earlier works in which the Earth (or
Land) at least in my understanding, was al-
ways ‘ours’, and also possibly ‘small’ (al-
most as with Brezhnev)2

AR: This is not the only thing that matters.
And | wonder which works you are thinking
about. | would say that even the folk poet in
the Forever lacking, never quite enough
(2002) video installation, with his insistence
on ‘our Land’, speaks for the mindscape of
the early-20th century and therefore is
rather universal.

‘Small as with Brezhnev’, is that a reference
to his book Malaya zemlya (‘Small Earth’)2
| suspect that his book was about some-
thing totally different from what you are try-
ing o say here. We should perhaps align
our ! In my

‘art’ {or ‘creation’] is a rare phenomenon,
even in the biographies of those who
sometimes manage to make art. Usually
these two words are abused, and applied
to areas that have nothing to do with them.
In the Soviet period the word ‘ours’ meant
‘of the people’ or ‘everyone’s’, but now it
means ‘private property’. After 35 years |
returned to Rainaiciai, to see what used to
be there. And there is nothing there, apart
from an oak tree in the corn fields, but
memory creates minute details. This time |
heard a falcon's cry by that tree, and | saw
deer jumping across the corn field. | under-
stood that these two images were not
meant for the camera; they were not for
art, but for me.

AK: You might disapprove of my outdated
terminology. But the question remains: Isn't
Power of the Earth connected with knowl-
edge about a specific land; doesn’t this
project, although it has ‘migrated’ quite far,
spring from some kind of mental connec-
tion with your ‘own’ land?

AR: | think every creative impulse must
originate in personal experience, and then
it's not important if you're dealing with
land or sky, whether it's yours or someone
else's.

AK: But is the Earth ‘big’ this time? In other
words, could the activities connected with
Power of the Earth take place anywhere in
the world, or do they still have to be some-
how associated with the participating ex-
perts’ point of departure, that is, with
Lithuania?

AR: The participants in this project have
spent time in Linz, Frankfurt, Berlin, Allen-
heads (England) and are only now investi-
gating Vilnius. Therefore this work, just like
my previous works, is neither hermetic nor
closed.

Language can sometimes be a hurdle. In
Germany | couldn't get into things, since |
don't know the language. In England, on
the other hand, everything was easier be-
cause | know the language. They offered
me work with local ‘experts’, but | decided
to bring my own people with me. Being
able to handle subtle nuances of language
makes my work so must easier and faster.

1 had to decline an invitation to do this proj-
ect in Poland, because | was too busy. The
realisation of this plan is very demanding
in terms of work.

A project of this kind can happen anywhere
in the world, but it will be differently artic-
ulated each time. In the Power of the Earth
project there is talk of ‘gec-energy’, ‘elec-
tromagnetic fields’ and their impact on hu-
mans, but I'm not so much interested in
modern theories or un-scientific knowledge
coming from popular tradition. What really
interests me is our relation to the unknown.

AK: But how should we really understand
this ‘geo-energy’?

AR: It may be that I'm not using this word
very precisely. | don’t think | would be able
to explain it accurately. This is done by
other people, who take active part in the
project.

What interests me most is their reference to
trees. The energy grid and its intensity may
be explained with the help of oaks and lime
trees. If energy rushes to the ground at an
oak/fire point, it rises to the sky at a
lime/water point. These points correspond
to each other through lines. When we se-
lect a spot to live or work at, we had better
avoid these grids.

My idea to adapt this idea to the study of
cities proved to be fruitful. According to the
very first maps, old cities evolve from a holy
place and a first path, leading us in direc-
tions reflected in the network of streets, and
following that the possessions and houses
are laid out. Sometimes city parks are pre-
served as special places, although their
original significance may have been lost.
Similarly, city squares are kept open tfo
mark the earlier locations of springs or
wells.

In spots with high energy infensity, churches
and other places of worship are built. Re-
member the crypt of the Cathedral in Lund,
in Sweden, which exposed this code with
such illustrative clarity. The sculpted forms
of the pillars showed the forces of lifting up
and weighing down, but they also framed
the spot that contained the spring. There-
fore, as we were looking for fire at the op-
posite end, we found a giant stationary
chandelier upstairs, in the main nave.

AK: How is it possible to specialise in a
field like this one, and what does it mean in
general to improve one’s proficiency in an
area of speculative (or even esoteric)
knowledge? What is the real development
taking place inside someone, from his first
interest in some esoteric matter until he at-
tains ‘expert’ status?

AR: | can’t answer this question with great
confidence. | think only they themselves
can really know. But during a short lecture
given by a Latvian ‘expert’ to his col-
leagues, as the divining rod he was clutch-
ing showed directions, quarters and
seconds with almost watch-like precision, |
understood that potential is inside himself,
and that there is really no need for instru-
ments. In other words, expert status comes
with the ability to control this potential.

At the Margavonés burial mound, as | was
waiting for the right light to take a picture,

I held out my hands in front of me and felt
‘small needles’ in my palms. One year later
in the north of England, when | was talking
to a representative of the ‘neo-pagans’, |
asked him how he sensed his lea-lines. He
said, ‘They feel like small needles in my
palms.’ There appears to be some objective
foundation for this kind of knowledge, and
it appears possible to train for .

AK: Is it a mental process (getting ever
more deeply into a system of thinking) or
rather a social phenomenon (getting to
know a context and conquering it)2

AR: In the case of my project it is nothing o
do with social phenomena. That is why |
have discarded so much material as the
work developed. In this context I'm not in-
terested in fruths, but in possibilities.

AK: What atfitudes towards knowledge
and society did you, as an artist, notice
among the geo-energy specialists?

AR: | had no interest in their social or po-
litical opinions.

AK: But my question concerns precisely
their attitude towards knowledge. How do
they relate to their own abllmes to involve
and immerse tk 2

sky over Telsiai was understood in London
as well as in Frankfurt (Primitive Sky, 2002,
photography and video).

From an aesthetic point of view, an exis-
tence on the surface is never enough. | al-
ways have a need for in-depth change.
Appearing is not as important as being.
Aesthetic decisions follow from the course
of events. An aesthetic phenomenon is an
effect, not a cause. All that is otherwise is
nothing to do with art.

AK: The vocabulary is not accidental here.
I feel you have just formulated a whole
aestheic system: of what is art and what is
not art. | would even argue that your view
of causes and effects is articulated in your
works and that it can be felt or sensed by
the viewer. Perhaps this could even be
called Raila’s own ‘poetics'2

AR: This is not my ‘poetics’, it doesn’t be-
long fo anyone in particular. Just look at
any more or less conscious person in this
field, and you will find the same; regardless
of when and where they lived. Genius
Strazdas (the folk poet in Forever lacking
and never quite enough) never seemed very
ordinary to me. He renounced the Soviet
occupational regime, and therefore refused

Do they regard i as a field of knowledge?

AR: What marks them out is both curiousity
and intuition, the totality of various scraps
of knowledge and always a special biogra-
phy or fate. Take Vilius Gibavicius, for in-
stance. After WWII his family was deported
fo Siberia, where he saw the survivors stuff-
ing holes in their barrack walls with
corpses, to keep the wind from blowing
straight through, since they had to wait for
the spring thaw to bury their dead in the
deep-frozen earth. He returned to Lithua-
nia alone. They are the last ‘Stalkers’ who
lived in their small rooms crammed with
books, manuscripts and blueprints.

As you see, this question is not for me. On
19,20 and 21 September you can get all
answers fo questions like this live, in the
main exhibition hall of the C

Art Centre. That is a constituent part of fhe
project.

AK: How would you, from an aesthetic
point of view, characterise your tendency fo
associate with (and perhaps even identify
with) ‘ordinary people’ and their ‘small
worlds'2

AR: Would you be able to tell me who
those ‘extraordinary’ or ‘big’ people are?
In my experience, the art world is just as
small with all its ordinary careerists and lit-
tle family businesses copitalising their mis-
use of the word ‘a

I have understood that our whole world
consists of many small worlds. | had a
closer look at just a few of them and saw
how they multiply. Therefore it's not impor-
tant where they talk their politics: in Siauliai
or in Linz. The self-taught Lithuanian poet
was given a warm reception in both
Moscow and Utrecht (Forever lacking and
never quite enough, 2001, video installa-
tion). The problems of a Vilnius schoolgirl
were just as understandable in Spanish
(The Girl Is Innocent, 1998, video), and the

studies. He spent his whole life
as a turner in a factory. Yet he created
lose oo o e S e

concentrated and alone for long stretches
of time.

AK: Do you yourself, as an artist, always
‘believe’ in your ideas, in your projects, in
the people you associate with in order to
realise them? Is such ‘belief’ important fo
an artist?

AR: I'm not a believer, but circumstances
keep making me believe. Power of the
Earth is about the possibility of believing,
about primeval belief, about belief before
religion, before politics. Art is the possibility
to be between belief and philosophy,
doubt, thinking. Belief is a subtle matter,
and because it's so indefi science can
not seriously take it on. Yet it's the only
thing that makes art stay alive. Many of my
earlier projects started as a light joke, only
to expand and approach very serious issues
and discoveries.

AK: Going back in a circle to my first ques-
tion, but this time putting it more globally:
What is more important to you as an artist
— freedom or power2

AR: These things are probably connected.
It's clear that | had enough power to realise
my creative freedom in the most unhelpful
circumstances. But who cares about that
now, after so many years, when my boldest

and children’s games. In other circum-
stances he would have become a university
mathematician.

Allis relative, in fact. I'm interested in var-
ious forms and possibilities of being. | never
make do with ‘one existence’. | have been
talking to different kinds of people and
don't shut myself up in one little world".

AK: How would you yourself characterise
your ‘outside’ and “inside’ gaze at your se-
lected themes and the people connected
with them? Would it be correct to speak of
a process or even of ‘relativism’ in those
cases when your affitudes change during
the working process? Is that of any
methodological importance to you as an
artist?

AR: It's essential, that's where the vitality
of my work is to be found. That is, I allow
the course of events to change and | don't
prevent myself and those around me from
changing either. In this sense | have been
very brave.

AK: You often work with rather time-con-
suming projects. Sometimes you will col-
laborate for several years with ‘non-art’
people for one single project. How do these
profracted periods of time affect you ‘as an
artist’? Art, of course, has its own under-
standing of time, which doesn't always co-
incide with the cycles of the areas you are
investigating.

AR: These projects are presented in bits
and pieces while they are still growing, and
therefore as it were always ‘in the right
time’, which is why | usually don't have to
think about this or worry about it. Non-art
people and non-art environments always
affect me very positively, because in my bi-
ography as an artist there were ten years
of work in the studio, which required being

have been proved true and
become part of the norm? All the brakes
and hurdles have disappeared, as if they
were never there. I'm one of those practi-
tioners who have been around for the
longest time.

AK: The question is a big one, but in my
understanding almost essential. People
often expect of artists that they will show
them what freedom is: the artist as a model
of the free man, and art as a window to an-
other, freer world. And so on. At the same
time this attitude shows that people don't
take art altogether seriously. Let the artist
play with freedom, but buttress [him] from
real power, from subjects and methods that
would have meaning beyond the limits of
art's freedom...

AR: You appear to ask a question, but then
you answer it yourself. This, | feel, is sub-
ject-matter for another text. With this con-
versation | have managed fo avoid
generalisations and conclusions, since | feel
that 'm still in the middle of things and it's
not yet fime for summaries. As a prelimi-
nary thought for further consideration |
would say it's perhaps not a bad thing if
people think of art as just a little game that
means nothing beyond the limits of art’s
freedom. Let them continue to believe that.

Anders Kreuger is a rector of the Malmé
Art Academy and exhibition curator at Lund
Konsthall, Sweden.

For images see pp. 54-61
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Lietuvos dailé '08. FOTOGRAFIJA @ Lithuanian Art ‘08: PHOTOGRAPHY

@ Auksinis Nemuno desimimetis 1967-1977 / The golden decade of N magazine 1967-1977 @
Kuratorius / Curator: Romualdas Rakauskas @ Dalyviai / Participants: Marius Baranauskas, Algimantas Bitvinskas, Juozas
Budraitis, Zenonas Bulgakovas, Vitalijus Butyrinas, Evaldas Butkeviéius, Algimantas ir Mindaugas Cerniauskai,
Aleksandras Dabkevi¢ius, Rimantas Dichaviéius, Gintaras Jaronis, Jonas Kalvelis, Rimas Linionis, Kazimieras
Linkevicius, Vitas Luckus, Aleksandras Macijauskas, Vilius Naujikas, Romualdas Pozerskis, Romualdas Rakauskas,
Liudas Ruikas, Vytautas Stanionis, Vytautas Stankevicius, Vaclovas Straukas, Antanas Sutkus, Vytautas Sestauskas,
Aldona Segtauskiené, Virgilijus Sonta, Alvydas Urbonas, Vladas Urbonas, Vladas Uznevicius, Rimaldas Viksraitis,
Audrius Zavadskis

@ Testas: 11 vs 1 / Test: 11 vs 1 @ Kuratoré / Curator: Margarita Matulyté @ Dalyviai / Participants: llja Fiseris, Povilas
Karpaviéius, Antanas Sutkus, Algirdas Seskus, Remigijus Paéésa, Gintautas Trimakas, Gintaras Zinkeviéius, Vytautas
Baléytis, Raimundas Urbonas, Saulius Paukstys, Ugnius Gelguda

@ Aistra miestui / Passion for the city @ Kuratorius / Curator: Jonas Staselis @ Dalyviai / Participants: Algimantas
Aleksandraviéius, Vidmantas Balkinas, Baltijos fotografijos linija (Saronas Mazeika, Andrius Ufartas, Tomas Urbelionis,
Kestutis Vanagas), Ramunas Danisevicius, Vladimiras Ivanovas, Herkus Milasevicius, Michail Raskovskij, Jonas Staselis,
Simonas Svitra, Tomas Urbelionis, Saulius Ziora

@ Vilniaus metro / Vilnius metro @ Kuratorius / Curator: Valdas Ozarinskas @ Dalyviai / Parficipants: Audrius Buéas,
Marina Buéiené, Darius Ciuta, Linas Jablonskis, Donatas Jankauskas, Gintaras Kuginys, Dainius Liskevi¢ius, Valdas
Ozarinskas, Ernestas Parulskis, Saulius Pilinkus, Tomas Rasiulis, Rolandas Rastauskas, Galmantas Sasnauskas, Modas
Sipyla

® Kai vaizdas tampa pokalbiv / Expanding the image into conversation @ Kuratoriai / Curators: Julija Fomina,
Valentinas KIimu§uu§kus @ Doalyviai / Participants: Akvilé Anglickaité, Goda Budvytyté, Liuvdvikas Buklys, Arturas
Bumsteinas, Tomas Ciuéelis, Gintaras Didziapetris, Karolis Klimka, Juozas Laivys, Anton Lukoszevieze, Tomas
Martidauskis, Joseph Miceli, Darius Miksys, Elena Narbutaité, Robertas Narkus, Lina Ozerkina, Matthew Post, PB 8
(www.pb8.1t), Rokas Pralgauskas, Andrej Vasilenko, Milda Zabarauskaité

® Gatvés fotografija / Street photography @ Kuratoré / Curator: Mirjam Wirz @ Dalyviai / Participants: Julius
Baléikonis, Augustinas Beinaravi¢ius, Neringa Cerniauskaité, Jurij Dobriakov, Evaldas Jansas, Valentinas
Klima$auskas, Joe Miceli, Andrew Miksys, Robertas Narkus, Lina Ozerkina, Irena Pranskevi¢ioté, Airyka Rockefeller,
Marius Stavaris, Marielle Vitureau, Mirjam Wirz

@ Dainius Liskevi¢ius. Rentgenas / X-Ray
@ Artiras Raila. Zemés galia. Mitologinis Vilnius / Power of the earth: Mythological Vilnius
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