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Summary 1

About the summary

The artistic project entitled Kleopas Society. Spectral Analysis. Dissemination of the Post-Production
Phenomenon in Creative Practice was written in the framework of the arts doctorate programme. It
consists of three main parts: the description of the practical activity, the research part, and the one
integrating the practice and theory. Since the summary of the research part is written in a language
different from that of the whole printed manuscript, its purpose is quite clear. It is intended to ensure
the possibility of those reading in other languages to get acquainted with the written text without
further expanding the conceptual scope of the work itself. The content of this summary is based on
an already existing text. Individual chapters are abridged at the author’s discretion without adding
anything to the previously written text. The order of the abridged fragments corresponds to the course
of the ideas laid out in the work, while the brevity of this text can be considered an expression of its
post-productional phenomenon. Although this summary resonates with the overall topic of the artistic
project, its visual analysis is not provided. In principle, the abridged whole is to be read as a kind of
collage whose resulting image is only partially related to the contents of the main text. The issue of
its utility in forming a general understanding without deeper inquiry or extensive elaborations, as well
as of the hindrances it presents to answering certain questions, is essentially left unaddressed. If the
summary was written in the same language as the entire work, it would most likely acquire a
completely different form and expression. It could be presented in the writing style of prescription
medicine instructions, with separate parts such as side effects, additional invisible symptoms, method
use intensity, and so on. However, in this case it is limited to an abridgement of the artistic project’s

constituent parts that conveys the cohesion of the whole.
A. Practical part
About the author

Juozas Laivys / Paul Gauguin, caretaker of the Artworks Cemetery, member of the Kleopas Society.
He is an artist who refrains from producing individual works until 2029 and does not speak English,
and a farmer with a command of French. He started his life in 1976 in Rietavas, and currently lives

in the village of Narvaisiai, Plungé District.

During his creative career, he has produced 256 works that have been shown in various exhibitions.
Before 2021, the artist has held 18 solo exhibitions and taken part in 99 group shows, 45 of them

outside of Lithuania. The author tends to collaborate with other artists. He does not avoid drafting



and implementing art projects, organising exhibitions, and compiling catalogues. He is interested in
the prospects of post-productional forms of expression.

The artist’s individual visual art practice spans sculpture, objects, installation, actions, performance,
text, video art, and photography. Having graduated from Vilnius Academy of Arts with a degree in
sculpture in 2001, he stands out with his authentic approach to such prominent themes in
contemporary art as authorship, institutional power, economic value of art, and the boundaries
between life and art (or their absence). While addressing these issues, Laivys often employs the
strategy of appropriation and a consciously straightforward rhetoric characteristic of mass and
bureaucratic culture. The author combines conceptual gestures with real physical ones. He defines

his relationship with his works as an interconnection between the individual pieces.

2021 Information of the Kleopas Society
A. Practical part
About the creative work produced in 2017-2021

During the course of the studies, seven solo exhibitions presenting works from different creative
periods were held according to the practical part plan. Most of the works dated 1979-2021 were
shown for the first time. All of the exhibitions were on display farther away from the major cultural

centres in order to show that the demand for art and its shortage is evident everywhere.

Over the period of four years the artist continued his earlier creative ideas, the implementation
coordinates and final touches of which in many cases did not coincide with the concrete period of

studies in the arts doctorate programme at Vilnius Academy of Arts.

A considerable part of the creative activity consisted of collaborations with artists from different
fields not limited to visual expression. The creative work can be briefly described as that of an

executant of artworks.
Implemented activities

Five lecture courses completed. Two papers presented at scientific conferences. One article published
in a scientific journal. Works shown in fourteen group and seven solo exhibitions. Four meetings with
the audience held. Thirteen exhibitions featuring works by Lithuanian and foreign artists
organised/curated. Eighty-seven collaboration activities with artists from different disciplines
implemented. Two workshops (collective volunteer art work) involving thirty-three young artists

held. Four hundred seventy hours dedicated to pedagogical work. Six reviews of thesis works by
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VAA students written. Sat on five different culture policy committees. Creative work publicised in
the media fourteen times. Documentation of works published in seven arts and culture publications.

B. Research part

Research part keywords: artistic research, spectral analysis of creative work, aestheticised

conclusions, Kleopas Society, nonpracticing artist, production of works.
Short description of the research

Interconnections between different spheres of science and art are a prominent topic today.
Hybridisation pervades macro- and microworlds, and is employed to extract knowledge and
knowings. This work is inspired by Isaac Newton’s theory of light dispersion, which he formulated
in 1666, a year after his graduation as a bachelor of arts from the Trinity College of the University of
Cambridge, while living in Woolsthorpe, England, as the university was closed due to the Great
Plague. The theory was formulated prior to the onset of the epoch marked by the ideals of
Enlightenment, which rejected the religious authority and numerous mystifications. At the time,
physics was considered a strand of philosophy, and was taught as part of the humanities. Based on
the historical facts of the theory’s emergence, it is thought that it can be expediently and productively
projected onto and interpreted in the spectral analysis of creative work, even after the Enlightenment
ideals have completely lost currency as a result of postmodernism. The underlying assumption is that
light as a phenomenon is also encountered in pre- or post-scientific forms of creative expression.

Solar energy is considered to be its primary source, and electric energy secondary.

The research work, based on empirical material, is conducted according to a pre-imagined
sketch/model/principle, which sets the main limitations and tendencies of the research. The collection,
processing and scientification of the material is oriented toward visually concentrated conclusions
that do not leave the process in the process, and can be perceived as a practical consequence of the
theory or method that summarises the deasibility of the method itself. Science is treated not as raw
material for the work, but rather as a tool that does not produce new artworks yet reveals the potential
of creative expression. This tool is employed to determine certain relationships inherent in the
artefacts of personal creative practice, and to formulate aestheticised conclusions based on this
knowledge with the help of algorithms. Functioning as conclusions, the expressions emerging in the
possibilities of the dissemination of the post-production phenomenon express the structures of
authorial activity as opposed to the author himself. This is related to the refinement of certain
knowledge and its integration in the work, which is freed from the obligation to be perfect and

exceptionally authorial in the sense espoused by the humanities. Post-production functions as a
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reflection of reality with certain elements of deejaying, freely choosing the colours and hues. The
main source and starting point of the research material is the Kleopas Society, which incorporates all
of the works by a single artist into a cohesive whole. Although the method is composed based on
personal creative practice, diversified possibilities for its application and testing are later sought in
laboratory tests. The spectral unfolding of the knowledge and knowings contained by the Kleopas
Society is conducted by scientifically processing the material and making it visually meaningful. In
the long-term perspective, this allows for going beyond the promotion of individual work, and spills

over into much broader contexts.

Speaking of the principle of spectral analysis of creative practice, it is necessary to point out that it is
based on the assumption that a creative spectrum exists, which makes it possible to analyse the work
separately from the author — as a set characterised by certain rhythms, proportions, and aesthetic
regularities. The creative spectrum is the property of the creative work as a whole, calculated and
expressed as an artistically abstract ornament that combines the elements. The ornament is shaped by
the diversity of the data. Although every author’s creative spectrum is different, spectrality can be
considered a common property of creative practice. It is arrived at by visualising the latter based on
the totality of the works, which is methodically observed, calculated, described, and expressed in

diagrams.

Main question of the artistic project: How to make art without producing new works by taking

advantage of the possibilities offered by post-productional dissemination of creative practice?
Formulation of the problem

After more than fifteen years of purposeful engagement in the same activity, which is related to the
emergence of a certain output and its presentation to the public, there is a need for an objectively
based understanding. The satisfaction of this need is associated with the search for structures that
allow to determine the general trends and the possibilities of moving in more varied directions. The
explication of the creative practice is associated with the interrelations of the works and the spectrally
expressed qualities inherent in them. In detecting the glosses and proportions, spots and half-shadows
concealed the creative work, the intention is to first of all employ the scentific method of knowledge,

followed by artistic research and, finally, formulation of aestheticised conclusions.

Basic principle



If we direct the white light dispersed by one prism into an inverted second prism, we will get white light
again. If we apply the same principle to unfolding the spectrum of the artistic practice, we should get

creative practice that manifests itself as post-production [see fig. 1, p. 164].
Main aim

Although personal creative practice consists of individual works and their representations, the aim of
this work is to explicate and analyse not the works themselves but the creative practice, understood
as a phenomenon with certain spectral qualities, which is reduced to a new work created by the works.

Objectives

1.  To collect and classify all artefacts of the personal creative practice that are expedient for use
as research material. Within the context of this work, personal artworks are understood as works
signed by the author and containing data: information, knowledge, and knowings.

2. Todefine the method of spectral analysis of creative practice as a tool combining the techniques
of use that allow visualisation of the proportions, relationships, and textures existing in the selected
material.

3. Inorder to ensure a synthesis of the text and image, to compose the written work according to
the prevalent templates of scholarly work, based on the Anglo-Saxon tradition of writing theoretical
works, and complete it with integrated models of speaking through image.

4.  Based on different criteria, to identify a refined approach to artistic practice that would be
relevant beyond the art field.

5. On the level of knowledge application, to formulate abstract aesthetic excerpts as conclusions
based on the analysis, which could be used in activities that respect the norms of creative ethics

according to needs.
Hypothesis

Autonomous forms of artistic research functioning as non-conflicting laboratory artistic practices may
take shape within the artistic research structure intensely supported by the Bologna process, the art
market, and the art education field. The tendencies of refinement of an artwork or a collection of
artworks that emerge in such practices could develop as authentic post-production activities with a
scientific undertone. They would give rise to new forms of artistic expression not based on the
author’s authority (authorship), but the need for self-expression as such would not diminish, as the
possibility of expression by choice would remain. Due to direct use of generalisation of empirical

experience (induction), this strand of artistic research could become a distinctive phenomenon in the



post-artistic environment, and could be applied in the studies relevant to the artistic science. This type
of post-production practice would also be of interest to artists involved in post-educational activities.

Substantiation of the use of sources and citations. One problem, one solution, one point of
departure and no unnecessary informativity characteristic of the textbook genre. For aesthetic reasons,
the list of literature and citations as a collection is compiled and finalised after finishing the written
work. The citations are used according to a recommendation featured in Lotte Rienecker and Peter
Stray Jorgensen’s book How to Write Academic Papers (Vilnius: 2003), which defines literature as
an indispensable part of an academic work. Technical, historical, scientific, and occasionally even
fiction literature is used here for the purpose of providing opposing opinions or claims. The aim of
citation is not to demonstrate erudition through excessive references, but rather to emphasise the
evidence that indirectly supports and expands the argumentation of the concreteness of the main line

of thought through a certain division.

The use of literature in a theoretical work can be compared to the mapping-diagrammatic strategy as
a tool of artistic research, used to make the act of reduction possible at a later stage. Diagrams act as
proof that artistic research is intrinsic to various artistic practices. Citation and concentration of the
authors’ thoughts are approached here conceptually rather than from the perspective of rational
science. The compendium of citations not only emphasises the necessity of deliberate limitations of
artistic research, but also expands the horizon of application of spectral analysis of creative practice
with possibilities of refinement. Although this research sustains activity based on meandering and
contingency, it is not an end in itself. It can also be read as the primary stage for the expression of
spectral analysis of creative practice, which is based on concrete facts as naturally existing
relationships with an abstract expression. In this case, the citations, just as all of the objects examined
in the work, have a finite number, which makes sense for two reasons: scientific consistency and the
possibility of using the same methodology to analyse them. Although, as already mentioned, the
emergence of the citations is directly related to meandering on the pages of books and the possibility
to visualise it in a map-diagram, ultimately the entire compendium of citations can be explicated
based on the fragmentation of a particular image (see p. 144) into separate segments as bookmarks
for this written work. It is up to the reader to wander through the text, discovering encoded meanings
that can be successfully transferred from the compendium of citations into any printed context of this
artistic projects. Particular citations are not meant to facilitate or complicate the overall artistic
project. They function neither as remedy nor as poison. Here, the interaction of the practical and the
theoretical acticities is conveyed with the aim to sustain the meaning of the phrase ‘artistic project’

with inevitable interdisciplinary and universal human insights. There is a probability that not
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everything will be revealed upon reading the text, but it will be easy to go back to the page marked
with the bookmark.

The referenced sources are not solely academic, because such a limitation would distort rather than
aid the essence of the artistic project itself by putting it in a rigid academic framework that is largely

relevant only to the academic context itself.
Personal relationship with the research object — personal creative practice

The personal relationship unfolds as the opening of a new page with a completely different
perspective — that of an executant. In the film industry, post-production refers to all the subsequent
work done on the completed film content, i. e. when the material resulting from the screenwriting,
acting and shooting is processed (including editing, soundtrack recording, title design, poster design,
distribution, photo albums dedicated to the movie, etc.). The prefix post- in compound words means
something that comes after (something), in subsequent, posterior meanings. This definition also
applies in attempting to explain the relationship between the research material and this artistic project.
Instead of creating new works, its author simply searches for ways to express his entire body of work

in an aestheticised manner.

The auhor’s earlier deliberate suspension of the practice of producing new works for fourteen years
starting from 2015 presents absolutely no hindrance for the analysis to acquire a more substantial
basis, as it enables more diverse interpretations of his personal life — for instance, as a work of art. It
makes possible a work of art that cannot be simply passed by in an exhibition; it has to be lived in the
literal sense. <...> It must be noted that collaboration with other artists or his own works is not
suspended, which allows the non-practicing artist to engage in cultural activity. As members of the
Kleopas Society, previously created works continue to successfully take part in exhibitions, the
identity of a still practicing author is transferred to other authors under contract, while the artist
himself serves as a cemetery caretaker according to the 2015 Artworks Cemetery Regulations,
because the Artworks Cemetery is defined as a service for artists.

The absence of new works emerging from a certain source makes it possible to analyse the existing
work as a finished phenomenon. The fact that here the author himself becomes a work of art opens
up a perspective of the world from an object’s point of view. Although some would strongly object
to that, this position can be combined, through certain actions, with the post-production attitude that
completes the works. This leads to the idea that in writing this work the author presents himself as

someone else, and thus acquires a certain freedom of action.
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THE KLEOPASSOCIETY

The Kleopas Society is an organisation founded by the artist Juozas Laivys and one of his works. The title of
the work — Kleopas — is directly related to the name of the society. It is an official entity that emerged out of
the need to strengthen the artist’s ties with his works. In this way, pure artistic practice is promoted. Chaos in
the relationships between the artist and the works can lead to total destruction, hence the Kleopas Society
functions as a warrant of a certain stability.

Pursuing harmony in mutual relations, this organisation is also understood as providing an opportunity for
gualitatively different connections to form. Here, omnifarious collaboration is based on the model of mutual
trust. Close ties are perceived as a social process. They are associated with activity that satisfies the material
and spiritual needs, ensuring the freedom of expression of the artist and his work.

Society with a single work acts as a historical fact that unites all of the artist’s works. It does not, by its very
nature, burden itself with religious, magical, educational or propaganda purposes. Deliberately refraining
from setting specific aims or objectives, in the trajectory of achieving its goals the organisation coexists in an
aesthetic of non-parasitic publicity.

Description of the logo

The logo of the Society is considered an official attribute of the organisation and reflects its core
premises. It consists of two lines in space that probably never intersect, although when viewed from
a certain point vertical to the intersection it may appear otherwise. These are intersecting or simply
intertwined parallels that become possible when the works begin to create and the artist suspends
creative work. The drawn element in the composition of the logo symbolises the state of the encounter
between the artwork and the artist, which confirms that the lives of both move along different
trajectories. Their overlap is grounded in the principles of amicability and the need for aesthetics. The
artwork in its physical form can outlive the creator, and its independence ensures that it has every
right to engage in free creative activity even after the author’s death.

The Kleopas Society consists of five departments. The departments comprise separate sections of
works.

The Kleopas Society manages and tends the Museum of Lost or Damaged Artworks, which supervises
the Vilnius—Kaunas Highway art gallery, opened in 2006.

The organisation initiated The Scourge, a club of former artworks, which was reorganised into an
artwork funeral service after its activities lost relevance.

The Kleopas Society compiles and preserves an archive of shown and never shown works. It also
collects materials from the lives of the Society’s members. It can initiate independent projects (e. g.
residencies for artworks with artists, publications), organise leisure activities, and so on.

This organisation has the right to distribute souvenirs with the symbols of the Society, and in some

cases can engage in sales of its members.

Spectral analysis of creative practice (SACP) in general terms
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Self-overestimation of underestimation is common among visual artists. The author’s relationship
with the creative expressions of his time, the need for balance, and the desire to find arguments that
reflect reality at least somewhat more accurately are used as the leading motive in the work, which
concludes with aestheticised conclusions. The latter confirm the artistic nature of art, while spectral
analysis of creative practice is motivated by the representation of the artist’s objective self-worth,
heavily influenced by the conceptually and visually entrenched socio-economic statistical
colonisation. Spectral analysis of creative practice is primarily understood as a tool that enables artists
to evaluate the data of their personal creative output. After that follows the second step — the transfer
of the right to create to creative work itself, with the latter revealing itself through what it actually is.
In this way the artist becomes a product created by the works rather than an independent author
producing works, and this is an obvious consequence of looking from the outside. The situation where
it is ascertained that you are being created instead of creating is quite uncomfotable. Hence the need
to integrate qualitative and quantitative data into this method and obtain the most precise actual values
possible, as well as to follow the defined laws and rules when processing the data. The conclusions
visualised in this way legitimise the potential of a non-practicing artist who activates creation without
producing artworks. The work is monitored as an object from the vantage point of viewerly confusion,
thanks to which natural spectralities emerge in the perspective of comprehension and are expressed

through the practice of artistic research.

Description of the (SACP) method

<...> The expression matrix of spectral analysis is defined by the appropriate sequence of necessary
steps. In each step of the sequence, artistic work is approached differently. It is initially defined as

pre-scientific, later as scientific, and finally as no longer scientific knowledge.

The phase of pre-scientific knowledge corresponds to simple creation and exhibiting of works until
the natural need to understand or suspend the creative practice arises. At this stage the author, albeit
aware of the fact that the viewer completes the work, disregards it and expresses what appears
important to him. Here, the artefacts that emerge during the creative process, different in their titles,
content, form, material and frequency of public appearance, form a whole that is treated as the

delineated field of research material.

In the second step, the author becomes a scientist-observer. Selection and sorting of creative artefacts
and classification of data is carried out. The need for the identification and recording of the works’

parameters arises. At this stage, intuition is transformed into the foundations of scientific knowledge,
12



where the parameters are used to mark the analysed content. A table outlining the properties of the
materials is compiled. In the later scientific knowledge phase of this stage, when the desired sectors
of creative practice are highlighted by radiance, clusters of numbers based on factual dependency
emerge, which are available for analysis with the help of reductive theory. These clusters can be used
to solve desired tasks. The numbers that reflect data are translated from mathematical language to
forms of speaking through images. The expression matrix of spectral analysis of creative practice is

completed by diagrams whose proportions prepare the ground for essential conclusions.

Once a set of spread-out spectra has been accumulated, the last step is taken, in which the claim to a
universal cognitive method is inevitably waived. Everything is captured in broader palettes that evoke
much more profound associations and activate post-scientific artistic expressions instead of scientific

ones.

By distinguishing data types and expression matrices whose final phase coincides with the visual
aestheticised conclusions, an attempt is made to avoid hybrid forms. They coexist as a basic element
of the critique of this method. Seeking aesthetic consistency and purity of meanings where they are
hardly conceivable, the method of spectral analysis of creative practice merges oppositions related to
the situations and relationships between objectivity and subjectivity. It balances on the border of
creation and non-creation. Since it ultimately goes back to speculative subjectivity and unquestioned
beauty as notions of indvidual aesthetic value, it can be argued that this method reveals the
universality of creative practice by distinguishing the pre-scientific and post-scientific regimes of the
existence of a work of art. In essence, it makes it possible to explain when and what knowledge is
discovered in a work. It is a way of embedding knowledge and knowings in an aesthetic object while

leaving a possibility to admire it without appropriate understanding.
The relationship of (SACP) and art theory

This subchapter aims to describe the relationship of spectral analysis of creative practice and science.
The main focus is on art theory as the science that is closest to creative practice. To this end, certain
concepts are articulated. Connection with the existing postulates is determined. The relationship itself

is described as mutually attractive.
The relationship of (SACP) and the art field

Once the relationship of spectral analysis of creative practive and the science of art theory has been

briefly defined, it is necessary to articulate its relationship with the art field. As the latter is a fairly

13



broad concept, this subchapter is limited to the definition of the relationship with artistic research.

This relationship is determined to be essentially non-coflicting.
The relationship of (SACP) and the viewer

It is not the aim of this work to describe and explain the particular works that originated in the pre-
scientific experience. Spectral analysis of creative practice focuses on the circumstances under which
knowledge is implanted in and extracted from an aesthetic object. Hence it is necessary to briefly
explain the possible relationship of the aestheticised conclusions and the art viewer. It is defined

through participation.
Practical application of the method — spectral analysis of the Kleopas Society

Having described the method’s relationship with science, art and the viewer, and devised an
appropriate, albeit incomplete (as it happens in artistic practice) action scheme, it is necessary to test
its validity in a particular post-production perspective. In this chapter, attempts are made to perform
the actions that would consistently lead to an aestheticised conclusion. In order to achieve the mobility
of spectral analysis of creative practice, laboratory tests employing this method will be conducted in
chapter IV. The aim of the present chapter is to test the functioning of the method in relation to
personal creative work and to present the consequences of the practical implementation of the
hypothesis, aim and objectices formulated in the introduction of the research part.

Table compilation

Prior to beginning a spectral analysis of creative practice, it is necessary to make a list of all the works
that are members of the Kleopas Society. Understandably, it must be decided beforehand that the list
will be finite rather than constantly updated. In the absence of suspension of creative activity, it is
possible to examine only a chronologically delimited creative period as a phenomenon, as opposed
to the entire body of work. Spectral analysis of creative practice would be incomplete without creative

artefacts and finality.

Therefore, the first step is the compilation of a table. The table consists of a vertically filled out list
of works and horizontally listed tentative parameters that are recorded according to the data of each
work. When filling the table, specific values are assigned to individual data based on the variety of
data for a particular parameter. For the sake of simplicity, numerical values are attributed to the data,
although the use of other symbols is possible. In most cases, the number ‘1’ in the table does not refer

to quantity, and is simply a specific equivalent of a value.
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This work must be done with particular precision, as changing the assigned and recorded values after
the list has been compiled may require a lot of reworking due to the subsequent calculations and
generation of diagrams. Admittedly, adding or dismissing parameters as separate columns is easier

than re-calculating or re-writing the already encoded data.

The selected parameters are further described in the order of columns. Nine of them were singled out:
index number, work title, gender, year of creation, type, number of appearances in exhibitions, the
number of letters ‘a’ in the title, the rule of ‘five p’s’, and the personal code of the work. Although
the number nine is just a number in science, in the artistic interpretation it can allude to the nine

months of pregnancy, which nature provides to prepare for the coming of a new human being.
A detailed description of the Kleopas Society according to types

Since the title of this work includes the phrase Kleopas Society, it is appropriate to introduce an even
more detailed classification within the ‘type’ parameter of the compiled Table 1 in order to have a
more comprehensive description of the Kleopas Society members. This description can also be read
as a more general explanation of the visualisations. While based on factual circumstances, the

description remains subjective and can always be improved.

The Kleopas society consists of seven departments based on type affiliation. The departments
comprise separate sections, of which there are twelve. With regard to aesthetic parameters, the
individual sections are divided into twenty-four forms of expression that can be used to describe each
of the 256 works.

The object department is the most numerous. It unites 102 members of the Kleopas Society. This
department comprises two parallel sections — the sculpture (41 member) and the readymade
(populated by 61 object). According to material affiliation, three forms of expression are
distinguished in the sculpture section. They are easily identified according to the material properties
and are distributed as follows: a) styrofoam sculpture 21, b) wooden sculpture 8, ¢) other (stone,
metal, plaster etc.) 20. The readymade objects are not classified based on materiality; within this
group the distinctive properties are identified as artificial or natural origin. There are 22 works of

exclusively organic natural origin and 41 industrially produced item.

The second most numerous is the Artistic Actions department. It comprises 42 members. Within this
department, the sections of performances and actions are distinguished. Seven performances are

divided between two forms of expression: three performed live by the author and four performed
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according to a script by other performers. The thirthy-five actions in the department are divided
according to expression into twenty individual and fifty realized with other performers.

Texts make up a separate department. There are thirty-five of them. The department comprises two
sections, fiction texts and poetry 9, and remaining texts 26. The latter are further classified into three
forms of expression: a) descriptive, b) texts in documents, ¢) conceptual texts. There are 7 descriptive

texts, 5 texts and documents, and 14 conceptual ones.

There are twenty-six installations, all of which are placed in one section, yet are divided according to
specific expression into installations in outdoor spaces, indoor spaces, and in objects. Respectively,

there are 4 of them in outdoor spaces, 12 in indoor, and 14 in objects.

The drawing section comprises twenty-five members of the society, out of which five are
characterised by a collage expression. The remaining twenty are characterised by a drawing
expression, they are classified chronologically as drawings done before the graduation from the
academy — 5 (PPP) and after the graduation — 15 (PPS).

The sixth, photo/video department consists of twenty-four works. As the name suggests, the
department comprises two sections: 16 members in the photo and 8 in the video one. The latter include
1 animation and a collection of soundtracks. The photo elements are further divided into documentary
photographs, where images dominate (8), and photographs where the accompanying narration is

important (also 8).

The seventh segment, least numerous yet separate from other departments, consists of architecture.
There are two members in the architecture section.

Detailed analysis of the Kleopas Society based on type distribution has revealed that the structure of
the Society has changed. The departments have been arranged differently, individual sections have
been moved, and certain expressions of the members have been expanded or narrowed. Post-
production and collaboration with other artists has been simply removed from the structure of the
society, because these activities remain activated after the suspension of the production of individual
works. The structural changes of the Kleopas Society in the pre-scientific artistic and the scientific
research phase clearly demonstrate that scientifically processed material, just as the structures of
artistic imagination that are broken down into increasingly smaller parts, can potentially simply lose
the whole. Taking this factor into account, it can be stated that there is similarity between art and
science, and there are certain risks in both camps that can be countered only by no-longer-scientific
return to artistic expression that lacks the property of freedom characteristic of pre-scientific artistic
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practive. These insights essentially lead to making aestheticised conclusions without further
expanding into the field of research that has methodological scientific features, because there is a risk

of simply returning to the pre-scientific creative knowledge phase.

The hypothesis of the research work was only partially confirmed, because other hypotheses related
to the problem of existence of aesthetics arised, and it would have taken even more time and
intellectual resources to examine everything. Artists who have experienced the field of live creativity
usually do not stay in educational institutions for a long time. Guarding the principles of creative
freedom, they tend to leave the territories operating based on regulated modelling as quick as possible,
thus confirming most of the nuances of this hypothesis would take finding interlocutors in non-
academic milieus. Since artistic research is mostly an invention of institutions, and its support and
programming is also taken care of solely by institutions, at the moment it is impossible to prove that
forms of expression of this kind are attractive in the extra-institutional practice. The existence of an
unimaginable element beyond the limits of imagination makes it possible to state that the partial
confirmation of the hypothesis in this work should in no way be understood as a flaw of the hypothesis
itself. In any case, it remains likely that spectral analysis of creative practice will find ways to develop
in the art/science context. Meanwhile, without distancing oneself from the educational field it is
difficult to tell how this will affect artistic practice.

Laboratory work 1

Once the method of spectral analysis of creative practice is applied to the analysis of personal work,
aneed arises to test this instrument on less familiar material. Leonas Linas Katinas’ retrospective Red
Becomes White Whilst Falling at the National Gallery of Art was chosen as the object of this
laboratory work.

Aim of the laboratory work

To test the method of spectral analysis of creative practice on a collection of work by a renowned and
acclaimed artist as the research object, expanding the possibilities of viewing exhibitions without

leaving home.

After the work was completed, the hypothesis was confirmed that spectral analysis of creative practice
could be used for the aestheticisation of other artists, collections of works, and exhibitions. The aim
of the laboratory work was achieved and the objectives were met. No particular difficulties or

irregularities were encountered.
Laboratory work 2

17



In this laboratory work it was hypothesised that the method of spectral analysis could be applied to

cultural processes.

The aim was to process the selected data from the 2017-2020 burials in the Artworks Cemetery
according to the methodology of spectral analysis and to give the resulting diagrams similarity to the
previously conducted tests.

After compiling the table with data classified according to the corresponding parameters and assigned
values, abstracted aesthetic visualisations were conveniently obtained. The implementation of the aim
formulated in the framework of the laboratory work resulted in a generated spectrum of the burials
of artworks in 2017-2020, which suggests that this method of analysis can be applied to the research
and aestheticisation of phenomena. The chronological limitation here is a prerequisite that is relevant

to a more scientific approach.

The probability of the existence of an exhibition of exhibitions confirms the fact that if an exhibition
made up of exhibitions can exist, it implies that individual exhibitions made up of works are works
of works. Defining an exhibition as a work of works eliminates the possibility to consider it an

exclusive work of curators, as in this case it would be a work of an author rather than a work of works.
Laboratory work 3

A study of one of the works using the method of spectral analysis of creative practice

The aim is to find out whether it is possible to apply the spectral analysis method in spectralising one
particular work instead of the entire body of creative work, an exhibition, or a phenomenon.

The inclusion of this laboratory test in the general description of the spectral analysis method
appeared important for objective reasons. First of all, it is sketchy and illustrative; second, it also
reveals certain things that simply were not further developed, despite of having a clear aesthetic. This
first attempt, which is presented in the written work as the last laboratory test, potentially combines
science and art, and provides an opportunity to reflect on what is shown, how it can be proven, and

that perhaps not everything needs to be shown in the first place.

About the conclusions of the written part

Before presenting the final aestheticised conclusions, it remains to be stated that for this research
work to integrate organically into the general framework of the project and acquire a meaning
characteristic of artistic projects, it is necessary to reduce the conclusions based on a method grounded

in the principles of scientific thinking to the form of appropriate images. In this way, the fusion of
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theory and practice gains the potential to express itself as a factor forming the whole. Following this
action, the project can be defended, criticised or further evaporated from both artistic and scientific
standpoints, without directly concentrating on either of them, because it manifests itself as post-

scientific artistic practice that has elements of pre-scientific creative work.

From the reverse perspective, the essence of the method of spectral analysis of creative practice is
encoded in the very introductory theses — in the research aims and objectives. The rejection of written
conclusions at the end of the work is logically necessary and inevitable. Emphasising the pre-
scientific and post-scientific regimes of creative practice in this manner makes it possible to search
for and find elements of their conjunction. The emergence of visual conclusions is associated
precisely with the no-longer-scientific plane of artistic self-expression. Subjected to certain tests of
rationality and the impact of scientific levelling of values, artistic experience, which essentially
develops in the pre-scientific creative practice, is simply returned to the domain of artistic sensibility,
where it can lead a neutrally abstract existence that encompasses much wider horizons. Thanks to this
acquired immunity, post-artistic, post-scientific expression functions as a tangible state beyond the

limits of the classical notion of art and natural science or social artistic research.

Who knows better than artists that not everything is art. Not everyone can be an artist, and not
everyone knows it, and maybe there is no need to know it. What is inexplicable scientifically is not
necessarily inexplicable per se. And the fact that there are no written conclusions does not mean that

there are none.

While unembodied epochs are on the lookout, artists are determined to bow their gray heads before

the youthful alliance of science and non-science in the name of good, truth, and beauty.

C. Integrative part

Description
An authentic bookmark placed in the printed manuscript of the arts doctorate thesis
Short explanation

THIS BOOK CAN BE PERCEIVED AS A DWELLING PLACE FOR THE BOOKMARK

Explanation 1

The origin of the bookmark’s expression and aesthetic can be understood only by reading the text of
the practical and the research parts. There would be no such bookmark without the book, and the
book could not be considered complete without the bookmark. The book is the reason behind the
emergence of the bookmark and the condition for completing it in this way. Quotes from texts by
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other authors were used in the process of describing the method of spectral analysis of creative
practice in the book. They were finally reduced to a diagram as the final conclusion. For the
conclusion to be real, substantiated and provable in an artistic sense, it is necessary to perform the
action of extraction of the diagram from the conclusions. That is, extraction from the written text
takes place first, followed by physical extraction from the book itself. In this way, the real factual
possibility of expressing text through an object, in this case a bookmark, is proven. The text becomes
the author of the bookmark, because the latter is its expression, while the writer of the letters is merely
an executant who adapts to the already existing conditions, executing actions in the post-productional
perspective of creative practice. In the context of the VAA doctoral programme, it is an artistic project
that combines the practical and the research parts into a cohesive whole. It thereby maintains a
moderate difference, even a physical distance between the parts, leaving room for the reader and

viewer, who understands these parts as indivisibility and expression.

The text of the book dedicates a lot of attention to works of works; hence, the book with the bookmark
functions as a work of a work of works. The aim of this action — to take advantage of the book format
as an exhibition space whose form and particular textual content give shape to a specific aesthetic —
is achieved by describing, reading, generating diagrams, and ultimately expressing the spectral
analysis of creative work through a no-longer-scientific practice. The book from which the bookmark
emerges can be understood as its conclusion or continuation, a three-dimensional summary or a

necessary cue that explains and comments on the content.

This object that expresses the elucidation and its explication has one more property, which can be
called dispersion. The dualistic whole is characterised by reproduction. Obviously, later it will be no
longer possible to re-collect it, thus an attempt is made to show the authenticity inherent in works of
art through the differences of the bookmarks. They were produced by cutting one of the final diagrams
into fifty parts, with each single segment put in a copy of the printed manuscript. In this way, every
book is shown to be different albeit being identical; every reader will have a different reading of it.
The particular strips will let the reader decide, consciously or unconsciously, where in the book the
bookmark should be placed. The bookmarks will disperse between the pages like future memories,
and thereby will allow every owner of a copy to become immersed in this object through presents

becoming a part of it.

Two similar questions — 1. Is the bookmark designed this book? 2. Is the book designed for this
bookmark? — suggest, despite having identical answers [they are designed for each other —J. L.], that

the answer may not be the same for each of them.
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In the final artistic project, it merges, intertwines, and is expressed through an indivisible whole, i. e.
the integrity of the research and the practical creative parts. Materially, they are united by paper. How
and where one sheet wanders between the rest of the sheets depends on who takes it in their hands.
Obviously, the bookmark can also be placed in any other book, while this particular printed
manuscript with a bookmark could physically exist without the latter as well. However, these are not
issues of a merely textual or aesthetic design element. It is simply that the overall artistic project
opens up in this form, and it will likely be possible to close and put it on the shelf without violating

the regulations and creative principles.

The extension of text by transition to the practical activity in the research part is not new; it can also
be found in the works of the students of the VAA arts doctorate programme. For example, Zygimantas
Augustinas (2015) inserted some blank sheets with a note ‘For new portraits’, with no indication who
should fill them. Saulius Leonavicius (2020) left three blank pages at the end of the publication
without any explanation. Algirdas Gataveckas (2016) linked the number of letters in the title with that
of the final works. He produced eight drawings based on the eight letters in the title of his individual
artistic project The Impact (Poveikis in Lithuanian). In the present case, the set of quotes that gave
form to the aesthetic of the bookmark corresponds in number to the total number of letters in the title
of this artistic project: Kleopas Society. Spectral Analysis. Dissemination of the Post-Production

Phenomenon in Creative Practice.

If there was no text, there would be no book; if there was no book, there would be no need for the
bookmark; if there was no bookmark, reading the book would be inconvenient; if reading the book
was inconvenient, it would be difficult to comprehend the text; if we did not comprehend the text, we
could not comprehend the bookmark and the book; if we did not comprehend the book and the
bookmark, we would not comprehend anything because we could not read it to the end, and there
would be no reason for publishing this book.

In order to read and comprehend the book with a bookmark, it is also necessary to read the bookmark
as an artwork generated by the text of the book. When reading the text as a factor that generates
something else, one would have to use the bookmark and thus take part in the text of the book. Only
by such engagement in reading with the bookmark is it possible to adequately read the text-bookmark-

book and our own understanding.

If the bookmark was without the book, it would be an incomprehensible bookmark; if the book was
without the bookmark, it would be incomprehensible as this particular book. If we did not read and

did not know what was written, did not insert the bookmark in the book, and did not want to
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comprehend anything, we could as well spend time without this book with a bookmark. It is up to
each reader to decide what they want: to insert the bookmark or not. To read just the bookmark and
not touch the book. To not read anything or read and become not only the reader of the book but also

its viewer, a participating and creative element in a work that is a work of other works.
Santrauka Nr. 2

Summary 2

Regarding the choice of form

As the artistic project consists of three parts, and only the research part must have a more
comprehensive summary, the latter is presented here according to the Vilnius Academy of Arts’
regulations, and is written in a style different from the one in which the artistic project text is written
in. With regard to the fact that the summary reflects only one of the project’s components, one may
have to come to terms with an impression of limited intelligibility upon reading this text alone. The
text presented in the summary is essentially material for the final visual conclusions, which are
engraved into the overall entirety of the artistic project and extend beyond this book through artistic
practice. In the context of the artistic project, the research part is composed as theory that is
organically intertwined with practice and associatively conveys the principal perspectives on the
integrity of the research and the creative parts. Since the aestheticised conclusions of the work are
made by applying the method of spectral analysis to the citations used in the description of the same
method, it is only logical that these citations are also presented in the same order in the summary of
the research work. Due to the word count limit of the summary, bibliographical references of the
citations are omitted. The number of the citations used in the work is directly related to the sum of
letters comprising the titles of the research and the creative parts. The fifty citations that correspond
to the number of letters in the title of the practical part have particular places in the research text.
They comment on and complement the particular insights of the theoretical work. The remaining
thirty eight citations are cited from the dissertations defended by the students of the VAA’s artistic
doctorate programme. These citations comment on the whole of this artistic project, and their number

corresponds to the number of letters in the research part.

The unfolding of the title of the artistic project through a corresponding number of letters is essentially
asummary that, having become a set of citations, was eventually reduced to diagrams. As the citations
are written in the letters of another language, it is evident that they generate a different image than
the one that emerges in this artistic project, which demonstrates the universality and simultaneously
the fragility of visuality in relation to language itself and the image.
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1. [Newton] built his own laboratory, the first at Cambridge, but then engaged in the most bizarre
experiments. Once he inserted a bodkin — a long needle of the sort used for sewing leather — into his
eye socket and rubbed it around “betwixt my eye and the bone as near to [the] backside of my eye as
I could” just to see what would happen. What happened, miraculously, was nothing — at least nothing
lasting.

2. The origins and the source of ideas of the Bologna Process are invariably traced to the Sorbonne
Declaration, signed on May 25, 1998 in Paris by the ministers of education of France, Italy, the United
Kingdom, and Germany. It was precisely then that the core principles of the two-cycle study system,
degree comparability, and academic mobility emerged, which were later elaborated in the Bologna
Process documents.

3. The source of confusion here is that the terms we use to describe differences in the perceptual
object are all physical terms derived from the processes by which these differences were produced.
What really concerns the critic about a print is not its method of production— whether it is a woodcut
or a wood engraving— but its appearance. The terms “carving” and “modeling” can refer to two
techniques of making sculpture, or to two kinds of sculpture, for one can see the difference in the
statue even if he knows nothing of sculptural techniques. When Arthur Pope 3 distinguishes between
“drawing” and “painting,” he makes no reference to physics or chemistry at all; except for a minor
qualification, it depends on “whether the element of color (hue and intensity) is included.”

4. Sui generis right

Sui generis right: a property right, similar to but distinct from copyright. It exists to recognise the
substantial investment that is made in obtaining, verification or presentation of the contents of a
database, even when this does not involve the creative aspect that is reflected by copyright.

e In addition to the copyright arrangements, the directive lays down a set of sui generis
arrangements so that the creator of a database can prohibit the unauthorised extraction and/or
reuse of its contents.

e Sui generis rights are economic rights and as such can be transferred, assigned or granted
under contractual licence.

e Lawful users may extract and reuse, without authorisation, non-substantial parts of the
contents of a database. However, they may not carry out acts that unreasonably harm the
legitimate interests of the creator of the database or of a person providing the works or
services it contains.

e Other exceptions are also foreseen (e.g. illustration for teaching or scientific research).

23



e The right to prevent the unauthorised extraction and/or reuse of the contents of a database
extends for a period of 15 years with effect from the date on which the creation of the
database was completed.

e Protection against unauthorised extraction or reuse is granted to databases whose creator is
an EU national, a company or a business resident in or having its registered office, central
administration or principal place of business in the EU.

It has applied since 16 April 1996 and it had to become law in the EU countries by 31 December
1997.

5. Mr. Nicolas Ledoux argues in this regard that the practice of poaching [in contemporary art —J. L.]
is superior to that of revolution, which manifests itself as a process of weakness; it is a turn towards
the territory of the institution itself that generates alternatives.

6. The analysis presented exposes a certain critical, problematic situation that, in my view, has
recently arisen in philosophy, epistemology, aesthetics, and religion, transcending their mutual
boundaries. There is indeed a conflict today between heteronomy (which legitimises an abundance of
vocabularies and languages as well as a diversity of methodological approaches — from the philosophy
of science to hermeneutics) and homonomy (which accepts only one possible method, a single way
of solving a problem and demarcating the descriptive styles). Homonomy recognises the only
legitimate method and description because it is based on the view that there is only one reality.
Homonomy holds that the diversity of styles and descriptions recognised by heteronomy is of a purely
aesthetic nature; in its turn, heteronomy believes that homonomy follows purely aesthetic motives in
its pursuit of unambiguity, i. e. the choice of the best solution. Accusations of aestheticism in the
present-day philosophical debate are sometimes confusing.

7. One should view literature critically. This does not mean that it has to be criticised, but it is
necessary to consider how and why it suits your aims. On the one hand, literature is applied to the
research material; on the other, the material is applied to it in order to verify the reliability of the texts:
Is a text really suitable for the analysis of the material, is it helpful in finding answers to the formulated
problem question?

8. The attempt to achieve integrity by defining the terms of all sciences according to one particular
science is doomed to failure.

9. Justinas Mikutis coined the phrase: ‘Art is a well-aimed miss.’

10. We have now lived in the Age of Reason for the past 200 years — long enough to discover that
reason has its limitations. We are ready to enter the Age of Fallibility.

11. Artists believe that being an artist means making art.
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It’s pathetic. Unfortunately, we all know people who believe that being an artist means making art. It
would be better for us to meet artists who acknowledge that being an artist may mean making art, but
on the other hand | am convinced that all artists have experienced this feeling that being an artist also
means abstaining from making art. Any poet would admit that sometimes silence is more expressive
than any poetry.

12. Between September 1901 and April 1903, i. e. over a period of three years, he [Paul Gauguin —J.
L.] bought from the trading company a hundred litres of rum, as well as fifty-four litres of absinthe
and three bottles of whiskey.

13. In June 1957, one of his [Gauguin’s — J. L.] letters was sold at the Hotel Drouot. Its selling price
was 600,000 francs. What was written in that letter? Here’s what: ‘I am now lying prostrate on the
ground, overcome by poverty.’

14. The Marquesans, who call him [Gauguin — J. L.] Koke, prove in every way their attachment to
him. An elderly native, once convicted of murder, whom he supplies with tobacco, has made him
[Gauguin —J. L.] tabu. Tioka has exchanged names with him according to an ancient custom; he does
carpentry jobs for Gauguin, asking no reward for his work.

15. Since the conditio sine qua non of theoretical contemplation is the counter-position of man and
the thing, any merging, giddiness, or melting in emotions, in the waves of vital or existential
vibrations is out of the question.

16. [E]very intellectual knows the redeeming value of being temporarily subjected to military drill,
to the requirements of a ‘primitive’ physical job, or to some similar externally regulated labour — the
very awareness that the Other regulates the process in which | participate, sets my mind free to roam,
since | know I am not involved. The Foucauldian motif of the interconnection between discipline and
subjective freedom thus appears in a different light: by submitting myself to some disciplinary
machine, 1, as it were, transfer to the Other the responsibility of maintaining the smooth running of
things, and thus gain precious space in which to exercise my freedom.

17. Positive thinking and behavior is natural for a person living in a technological civilization whose
main moving force was and remains science. Most of our environment, especially in urban areas <...>
is a reification and manifestation of the positive mind, the positive mind materialized. <...>
[P]ermanent contact with [the things making up this environment — J. L.] strengthens our positive
thinking and our orientation towards the technical (in the broadest sense) solution of various
questions.

18. It may seem slightly paradoxical that the major tenet shared by positivists is rather a negative one.

However, after further consideration, it does not look so strange, since aversion to something — in
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politics as much as in other domains — usually unites people more than positive programs. The
negative attitude | am speaking of is the hostility towards metaphysics.

19. Art is the path of the creator to his work. The paths, or methods, are ideal and eternal, though few
men ever see them, not the artist himself for years, or for a lifetime, unless he come into the conditions.
20. Maybe speech and communication have been corrupted. They're thoroughly permeated by money
— and not by accident but by their very nature. We've got to hijack speech. Creating has always been
something different from communicating. The key thing may be to create vacuoles of
noncommunication, circuit breakers, so we can elude control.

21. If artists would explain more, people would like art more.

22. Our culture particularly lacks artists’ own reflections on art. I believe such reflections would help
the people seeking contact with art overcome the obstacles created in their mind by the deficient
education system or the prejudices that exist in society; they would undoubtedly serve art critics as a
solid support to art analysis; besides, would it not be interesting to artists themselves to get to know
each other in the verbal sphere?..

23. No matter how sophisticated the style of the object, it is sometimes said that the viewer
‘surrenders’ to the work of art. To live the life of the object, the viewer may not be indifferent and
derisive. He accepts the object on its own terms, without imposing anything on it. In the moments of
most intense aesthetic interest, the perceiver ‘loses’ himself in the art object.

24. [Artists have come to] work horizontally, in a synchronic movement from social issue to issue,
from political debate to debate, more than vertically, in a diachronic engagement with the disciplinary
forms of a given genre or medium.

25. If subtracting something does not decrease another value at all and adding it again does not
increase the latter, then it is clear that what is added and subtracted is nothing.

26. Spectroscopy has long been used to determine the composition of materials and the changes in
chemical substances — it is the method of spectral analysis. The methods of this analysis are similar
in that the test substance is not damaged and the test techniques can be easily modified and automated.
Furthermore, spectral analysis can detect small amounts of substances even in quite complex systems.
27. Most of the theories employed by art researchers are borrowed from other disciplines. In the
process of borrowing, the approach of a particular theory is transferred to the field of art research,
while the associated research instruments used in the other discipline are integrated only to some
extent. For example, art researchers who adhere to the approach of psychoanalysis acknowledge the
ternary structure of the psyche, yet do not apply the method of talk therapy.

28. This monograph eschews the modernist strategy of purication (Latour, 2004 (1991)), instead

analysing the object in a complex way and avoiding its rigid fragmentation into separate contexts (it
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is used only occasionally, with the purpose of emphasising the different forms of expression). For
this reason, the book intertwines the contexts of practicing artistic research: the art world converges
with the academia and the university field, where research (in different disciplines) is closely tied to
education.

29. The dictionary definition demonstrates that the Lithuanian words tirti or #yrinéti have more
meanings than the English word research.

30. Latvian firs — ‘pure, unmixed, genuine, authentic’, Lithuanian tyras — ‘clean, bare, hollow, desert,
vacant, not overgrown with forest’ and derivatives: Lithuanian #yras — vacant, uninhabited land,
steppe, marshland, bare patch of land’, tyruliai (pl.) ‘large and deep bogs’.

31. The posthuman condition questions the very distinction the human and the nonhuman domains:
anthropocentrism is replaced by biocentrism, in other words, the aim is to consider life itself, which
is not necessarily only human. Posthumanist research focuses on the question of the animal, the
relationship with the living and nonliving environment, as well as the state of bodies that do not have
the status of citizenship or personhood — the bodies of refugees, infected, disabled or incapacitated
bodies that do not fit in the category of a liberal, free and autonomous subject. In this respect,
posthumanism implies a relational subject inevitably entangled with other human and nonhuman
bodies and the living environment, immanently rooted in its modes of existence. The basic premise
of posthumanism is the materiality and interconnectedness of every entity and subject, which
stipulates that the thought pondering these connections is also immanent to the material world.

With this in mind, posthumanism should be clearly distinguished from transhumanism, which means
not a rejection of the notion of the human but, on the contrary, an extension of the human capacity

through new technology.

32. As already mentioned, there are no comprehensive methodological artistic research guidebooks.
There are two major stances which partly account for this lack. Some hold that the methodology of
artistic research is art practice as such, hence it is impossible to formulate a single methodology, and
creative methods pertinent to a particular art practice form have to be invoked in every individual
case. Others attempt to define a methodology of artistic research based on scientific research
methodology or, conversely, opposed to the latter.

33. Soon we will only see artists in the streets, and it will take no end of effort to find a single man.
34. What is the creative class? According to Florida (2002), it comprises people who produce
economic value through their creative activity. In other words, it consists of people who contribute to
the economic prosperity and growth of society and the state by creating. Hence, their creation is

twofold: firstly, their activity is creative, secondly, through this activity they create a certain common
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product and therefore participate in the economic life. Thus, according to this definition the members
of the creative class create twofold value — creative (artistic in the narrow sense) and economic
(monetary in the narrow sense).

35. True art resists interpretation. Therefore, one can go back to a work anytime and ‘extract’ new
thoughts, find new possibilities.

36. In this instant, an arrow in flight does not move, but is suspended in the air. The same is true for
every instant. As time is composed of instants, the arrow will never be able to move from its place.
37. Perseus quickly turned away from the [sleeping —J. L.] Gorgons. He was afraid to see their terrible
faces: one look was enough to turn into a stone. Perseus looked at the shield of Athena Pallas, which
reflected the Gorgons like a mirror. Which one of them is the Medusa?

38. Nietzsche was the first thinker to speak of philosophers’ theories as symptoms. For instance, if
acording to your philosophical theory the material world is only an illusion, it means that for one
reason or another you want to negate this world (Schopenhauer, who says ‘no’ to life). A
philosophical theory is not an objective and impartial attempt to describe reality. A philosophical
theory is a subconscious call for help, just like a psychosomatic symptom whose meaning can be read
by your psychotherapist. When in The Antichrist Nietzsche calls Kant an idiot, he is not insulting the
great genius of philosophy, not at all! In Nietzsche’s view, only an idiot could live according to Kant’s
philosophical system. Idiocy was Kant’s illness. Poor Kant! What at first looks like Nietzsche’s ad
hominem arguments against other philosophers is in fact the terminology of diagnosis. It is for this
reason that Nietzsche called his philosophy mere symptomatology, and viewed himself as a physician
who offered small doses of philosophical aphorisms to the readers.

Speculative realism, a philosophical movement initiated by the philosophers Quentin Meillassoux,
Ray Brassier, lain Hamilton Grant and Graham Harman, could also be considered a philosophical
symptomatology. According to speculative realists, the main symptom of Western philosophy from
Kant to the present day is correlationism — a philosophical position which holds that everything we
can describe is our own relationship as subjects with objects. To speak about objects in themselves is
simply impossible.

39. When the angle of incidence is increased, the angle of refraction increases as well, thus it can be
noted that an acute angle of incidence would produce a refraction angle of 90°. An angle of incidence
that results in an angle of refraction of 90° is called a critical angle. When a ray is incident at a critical
angle, the refracted ray travels along the boundary between the media. When the angle of incidence
increases beyond the critical angle, total internal reflection occurs.

40. The initial problem is the existence of aesthetics. The question has long been approached

alternately: whether aesthetics is an inherent property of the phenomena of reality, and thus exists
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independently of the human consciousness (i. e. of the experienced effect), or, conversely, whether it
exists only in relation to the human, and aesthetic qualities can be ascribed to the phenomena of reality
only because they produce a certain impression or effect. This is the problem of the existence of
aesthetics. The medieval philosopher St. Augustine expressed this conception of the latter perfectly
in his classical formulation: ‘And first of all I will say: Are things beautiful because they please, or
do they please because they are beautiful?’

41. Let us start with the essentials. Creativity is not the same as intellect. In one work the difference
is summarised in the following way: ‘In many research works creativity is understood as a cognitive
ability independent of other mental functions and absolutely unrelated to the totality of abilities
associated with the word ‘intellect’. Although intellect — the ability to solve problems or process large
quantities of data — is conducive to creative potential, it is not equivalent to creativity.

42. The (self-)aggrandisement of exhibition curators has also been repeatedly criticised, with critics
asking whether the art world still had room for artists, whom the curators increasingly exploited, not
only disseminating their work and creating its value, but also assuming part of the authorship. This
polemic is grounded in the fundamental question of who has more rights to reproduce creativity and
embody the creative energy of change in the art field. According to the art critic Jan Verwoert, this
question cannot be answered because it constitutes the essence of the art field’s formation — the field
is constructed precisely through such symbolic struggles. Hence, a more productive way of
researching contemporary art exhibitions is to delve into the creative principles of their making
instead of continuing the disputes over the held positions.

43.[...] it makes no sense to talk about ‘conceptual’ art as a separate genre because all contemporary
art is conceptual by definition. For instance, a good exhibition concept is essentially a work of art in
itself, while a work that does not seek to create a new concept falls into the bookkeeping of
permanently obsolete modernism.

44, Collimator (French collimateur < Latin collineo —align, aim) —an optical device for changing the diverging
light into a parallel beam. A collimator consists of a a curved mirror or lens with some type of light source or
an illuminated object (diaphragm, aperture, cross hair or scale) at its focus. Radiation from the light source
entering the aperture leaves the collimator as a parallel beam. A collimator is used in spectral and optical
mechanical devices.

45. The pharmakon is both a remedy and a poison; its effect and, consequently, its meaning depend
on the amount and the circumstances in which it is used.

46.

1

A gravedigger lived in the graveyard
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And dug grave pits for the dead

As he sang the words of the song:

A gravedigger lived in the graveyard
And never did he stop to think
Who’d dig a pit for him whence he died.
A gravedigger lived in the graveyard
And dug grave pits for the dead.

2

But once upon an eventide

He fell exhausted into a pit.

The song grew silent on his lips...
But once upon an eventide

He buried himself,

Wrapped in the shroud of night.

But once upon an eventide

He fell exhausted into a pit.

1943.X11.6

47. Modern scientific thinking shapes the understanding of not only politics but also poetry. What is
not suitable for science is expelled into the realm of poetry. The complex fabric of social life is
reduced to numbers and theoretical abstractions.

48. Arguably the best-known [paradox of set theory — J. L.] is this: let us divide sets into two classes:
those that are not members of themselves and those that are. Sets that belong in the first class are
called normal. Most commonly encountered sets are normal. For instance, Mercury, Earth, Venus etc.
are members of the set of planets, but the set of planets itself is not a member of itself. Conversely,
the bibliography of all bibliographies must be a member of itself (as a set), otherwise it would not be
a bibliography of bibliography. In other words, the bibliography of all bibliographies is an abnormal
set.

[...] However, a tricky problem arises when a simple question is formulated: is the set of all normal
sets a normal set?

Quite predictably, there is no definite answer to this question. If this set is normal, then it is a member
of the set of all normal sets, i. e. of itself, which leads to the conclusion that it is abnormal. If this set
is abnormal, it must be a member of itself, and since all members of the set of all normal sets are
normal sets, it means that it is normal. In short, if this set is normal, it is abnormal. An obvious paradox
that is contrary to the common sense.

49. ‘Theory is when you know everything but nothing works. Practice is when everything works but
nobody knows why. In our lab, theory and practice are combined: nothing works and nobody knows

why.” Note on the door of a laboratory at Cambridge University.
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50. The central open questions about the effect of computers on children in the 1980s are these: Which
people will be attracted to the world of computers, what talents will they bring, and what tastes and
ideologies will they impose on the growing computer culture? [...]

As an example, we consider an activity which may not occur to most people when they think of
computers and children: the use of a computer as a writing instrument. For me, writing means making
a rough draft and refining it over a considerable period of time. My image of myself as a writer
includes the expectation of an "unacceptable™ first draft that will develop with successive editing into
presentable form. But | would not be able to afford this image if | were a third grader. The physical
act of writing would be slow and laborious. | would have no secretary. For most children rewriting a
text is so laborious that the first draft is the final copy, and the skill of rereading with a critical eye is

never acquired.

51. The Impact (Poveikis) — eight youths, eight letters in the title.

52. ‘Reading’ the drawing is not an instinct.

53. The exceptional aspect of the methodology is that it creates a space of direct interaction — the
sitter and the artist become equal participants.

54. It is important to analyse the shadow areas on the sheet of paper, because visually we see shapes
thanks to the highlight, halftone, and shadow parts. It is important not to confuse the shadows with
the halftones. The shadow area consists of the object’s core shadow and the cast shadow. The core
shadow is slightly lighter than the cast one, because it is illuminated by the so-called secondary or
reflected light which occurs when the object is hit by light reflected from other objects, e. g. from the
base on which the object rests or some surface nearby.

55. These works emerged in the process of studying how vague mental images are turned into images
that exist in the physical reality and affect it. | analysed the ways of creating portraits of people who
cannot be seen or photographed.

The seven-part dialogue between texts from 2007 and 2014 is a testimony to self-transformation and
renewal, in which each chapter tests the preceding one, not necessarily confrming or refuting it.

57. It is difficult to say why human perception has developed in this way, but most of us are inclined
to value the image more than information received through other senses.

58. Visuality has become a problem for people who think.

59. And at this point | would make an assumption, which I will try and prove in this work, that
uncertainty is the resonance line that can connect the worlds of the artwork and the viewer: when we

‘discover’ in an artwork the same uncertainty in the age of which we now live or in the state of which
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we find ourself, the work resounds in us, it is very potent and resonates with the viewer’s reality
beyond the white or black cube.

60. There is constant fluctuation here between the known and obvious and the imaginary or projected,
between what can and what cannot be known. This ‘oscillation’ is a special trait of uncertainty, which
opens up other, diffent spaces of cognition unlike clarity or the absolute unknown.

61. Uncertainty encourages asking and searching. It sets the tone for action and says that only when
we feel uncertain about something does the search for certainty happen, and with it life itself.

62. Yet it often happens that it is not entirely clear to an artist how to articulate and reflect on certain
experiences and their consequences, while creative work becomes an endless attempt to elucidate it.
63. Is it at all possible to address the issue of authentic experience in the context of contemporary
posthumanist discourses?

64. Art writing is situated between literature, philosophy, art theory, scientific research and other
legitimised text genres, and is fundamentally interdisciplinary. It is a form of literature that is least
concerned with literature.

65. While developing this project, I neither sought nor searched for novelty.

66. The search for certainty led me to seek deeper knowledge of the present through the past tense —
moving into the future by making a temporal detour. It was in this time loop that I got lost.

67. Is mine the same as me?

68. | cannot separate the creative part from the theoretical one because they are closely related.

69. This is where the essence of the paradox lies: when painting broke away from the ‘official” world,
it gave birth to a lot of new games but remained in its own ‘frame’, because its changes would quickly
become the norm and the ‘classics’ (e. g. Picasso, Andy Warhol etc.).

70. | am deliberately absent, because when both photographing and painting I want to remain the
third person (the narrator), a kind of observer who has the power to change everything.

71. The selection of bibliography is another element that gives my research a specific temporality, as
I focus on current authorities who will likely be supplanted by other names and texts.

72. Intellectual craftsmanship, when new ideological constructs are created from elements of past
social discourses, can also be considered a form of bricolage.

73. Thinking through objects, image fragments and random images, their paradoxical connections,
immersing myself in unexpected associations are my creative instruments and raw material for the
creation of other associative images and concepts.

74. Thus, although artists cannot fully distance themselves from subjectivity (at least to the extent

that scientists can), they can combine the first and third person perspectives to a certain degree.
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75. The newest research dates the emergence of visual art in Europe to at least 64.8 thousand years
ago and unequivocally associates it with the culture of Homo Neanderthalensis.

76. Demons pose no threat to a morally perfect individual. Accordingly, they can be studied and
classified, much like exotic animals. Demonology can exist alongside zoology.

77. Besides, straightforward illustration of the narrative undermines the expression of the text and
directly contradicts it. A writer can depict a ‘colour from another world’, but a painter is restricted by
the colours of the visible spectrum. A writter can describe a city whose architecture is based on ‘non-
Euclidean geometry’, but an artist does not have the possibility to directly depict this architecture on
a Euclidean plane.

78. My scientific experiment yields different results every time, even when | conduct the same
experiment in the same environment using the same instruments.

79. How not to construct oneself through text. Not to end one’s vibrant and fluid being. [...] [ have
been reading the old text for a year and a half , trying to make it talk to the new text that came up.
80. Sure, | can describe the storage place of these 30,000 words. It is the third floor of the Mazvydas
library. A small room with a view to the LukiSkés prison. Two tables arranged perpendicular to the
wall on the right, four pushed together lengthwise in the centre of the room. A text shelf in a closed
locker behind the librarian’s back. Publications are reserved in advance. Gray covers, uniform format.
The combination of red and blue letters with a coat of arms.

81. The third — ‘Creative position’, I will not say that my creative position is this and that; my creative
position should become clear in the course of speaking.

82. Maybe it is much better to have a means of eliminating the anomaly and not use it rather than
actually destroy the anomaly?

83. If one is to consider a work of art not as a hermetic object, but as an embodiment of the ideas and
sentiments characteristic of an epoch, it is logical to also examine the artist’s position in society, as
well as the social and cultural milieus that shaped the result.

84 [...] artistic research compels the author to become a viewer of their own work, and in this case to
consciously seek the greatest possible diversity of findings already in the creative process.

85. When individuals begin to create themselves as a work of art, regardless of the unpredictability
of life, they fuse the creator and the work in themselves.

When individuals begin to create themselves as a work of art, in spite of the unpredictability of life,
they fuse within themselves the creator and the work.

86. It is necessary to maintain a critical approach to the constant imperative to produce contemporary
culture, the artistic result, and the creative energy wasted on it. The obligation of relevance has

become the condition of contemporaneity...
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87. Technology does not have the principle of adaptation to the human.

88. The effect of immaterial capitalism on the cultural field, formed on the basis of the information
age, has paved the way for new principles of the composition of an artwork in the fields of digital
technology and artistic production, which have changed and continue to change the conception of
genre and authorship through interdsciplinary practices.

Santrauka Nr. 1

Apie santrauka

Meninis projektas, pavadinimu - Kleopo draugija. Spektriné kiirybos analizé postprodukcinio
fenomeno sklaida kiirybinéje praktikoje - paraSytas meno doktorantiiros programos rémuose. Jj sutaro
trys pagrindinés dalys praktinés veiklos aprasymas, tiriamoji dalis, ir praktika bei teorija apjungianti
sudedamoji. Kadangi tiriamosios dalies santrauka raSoma kita kalba nei parasytas visas spausdintinis
rankrastis. Jos tikslas, pakankamai aiskus. Tai yra kitomis kalbomis skaitanciyjy tarpe, uztikrinti
susipazinimo galimybes su para$ytu tekstu, nebeple¢iant pacio darbo sampratos. Sioje santraukoje
turinys déstomas, remiantis jau egzistuojanciu tekstu. Atskiri skyriai laisvai apkarpomi
pasirenkamose vietose neprirasant nieko papildomai prie to kas jau paraSyta anksciau. Trumpiniy
seka atitinka darbe déstomy minciy seka, o jo glaustumas galéty biiti laikomas Sio teksto
postprodukcinio fenomeno iSraiSka. Nors $i santrauka rezonuoja su bendra meninio projekto tema,
vizuali jos analizé néra pateikiama. I$ principo apkarpyta bendra visuma perskaitoma kaip savotiskas
koliazas, kuriame susidares vaizdas tik i$ dalies yra apie tai kas minima pagrindiniame tekste. Kiek
tai gali padéti susiformuoti bendresniam supratimui be ypatingy pasigilinimy ar plétiniy jvairoves ir
kiek tai trukdo atsakyti j tam tikrus klausimas tiesiog palieckama santraukos potekstéje ir i§ esmés
nebéra gilinamasi. Jei santrauka biity raSoma ta pacia kalba kaip ir visas darbas, ji greiCiausiai jgauty
visai kitg forma, ir iSraiSka. Jg biity galimg pateikti farmacijoje naudojamu vaisty instrukcijos raSymo
stiliumi su atskiry daliy tokiy kaip Salutinis poveikis, papildomi nematomi simptomai, metodo
vartojimo intensyvumas, ir panaSiai. Taciau Sioje vietoje apsiribojama tik meninio projekto

sudedamyjy daliy trumpiniu, per kurj iSrieCiama visumos sanglauda.
A praktiné dalis
Apie autoriy

individualiy kuriniy iki 2029 mety nekuriantis menininkas, kuris nekalba angliskai, ir yra tkininkas
mokantis pranciiziSkai. Gyvenimo kelig pradé¢jo 1976 metais Rietave, §iuo metu su Seima gyvena

NarvaiSiuose Plungés rajone.
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Per savo kiirybinj gyvenimg yra sukiires 256 kiirinius, kurie rodyti jvairiose parodose. Iki 2021 mety
Menininkas yra surenges 18 personaliniy parody, sudalyvaves 99 grupinése parodose, i$ kuriy 45 ne
Lietuvoje. Kiiréjas yra linkes bendradarbiauti su kitais menininkais. Nevengia meniniy projekty
raSymo, jgyvendinimo, parody organizavimo, bei Katalogy sudarinéjimo. Domisi postprodukcinés

raiSkos perspektyvomis.

Personaling vaizduojamojo meno praktika apima skulptiras, objektus, instaliacijas, akcijas,
performanso meng, tekstus, videomeng ir fotografijas. 2001 m. skulptiros studijas Vilniaus dailés
akademijoje baiges menininkas iSsiskiria autentiSku pri¢jimu prie tokiy Siuolaikiniame mene aktyviai
svarstomy temy kaip autorysté, instituciné galia, ekonominé meno verté, meno ir gyvenimo ribos (ar
ju nebuvimas). Iskeldamas S$ias problemas, J. Laivys neretai pasitelkia apropriacijos strategija,
sgmoningai tiesmuka retorikg, biidingg masinei ir biurokratinei kultdrai. Konceptualius gestus
autorius jungia su tikrais fiziniais gestais. Santykius su kiiriniais apibrézia kaip atskiry kiiriniy

tarpusavio s3saja.

© 2021 Kleopo draugijos inf.
A praktiné dalis
Apie vykdyta kiirybinj darba 2017-2021 metais

Studijy laikotarpiu, pagal praktinés dalies plang buvo jgyvendintos septynios personalinés parodos,
pristatan¢ios skirtingais kirybiniais laikotarpiais sukurtus karinius. Dauguma 1979-2021 m.
datuojamy kiiriniy eksponuoti pirmga kartg. Visos parodos surengtos atokiau nuo stambesniy kulttiros

traukos centry, siekiant atkreipti démesj, kad meno poreikis ir trikumas jau¢iamas visur.

Keturiy mety laikotarpyje buvo tgsiami anksc¢iau pradéti kiirybiniai sumanymai, kuriy jgyvendinimo
koordinatés ir baigiamieji akcentai daugeliu atvejy nesutampa su konkreciu studijy periodu Vilniaus

dailés akademijos meno doktorantiiroje.

Nemaza praktinés kiirybinés veiklos dalj uzémé bendradarbiavimo projektai su jvairiy sriciy
menininkais, neapsiribojant vien tik vizualing raiSkg propaguojanciais kiir¢jais. Vykdyta kiirybinj

darbg trumpai galima apibiidinti kaip kiiriniy atlikéjo veikla.
Igyvendintos veiklos

Isklausyti penki paskaity kursai. Perskaityti du pranesimai mokslinése konferencijose. Publikuotas
vienas straipsnis mokslinéje spaudoje. Kiriniai pasirodé keturiolikoje grupiniy ir Septyniose

personalinése parodose. Surengti keturi susitikimai su publika. Organizuota/kuruota trylika parody,
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kuriose savo kiirinius eksponavo Lietuvos ir uzsienio meno kiréjai. Jgyvendintos astuoniasdesimt
septynios bendradarbiavimo veiklos su skirtingy discipling menininkais. Surengti du workshop“ai
(meno talkos), kuriuose dalyvavo trisdeSimt trys jaunieji kuréjai. Pedagoginé veikla uzémé keturis
Simtus septyniasdeSimt darbo valandy. ParaSytos SeSios recenzijos VDA studentams. Buvo
atstovaujama penkiose skirtingose kultiiros politika formuojanciose komisijose. Kiirybiné veikla
paviesinta ziniasklaidoje keturiolika karty. Publikuotos kiriniy dokumentacijos septyniuose

leidiniuose apie meng ir kultiira.
B Tiriamoji dalis
Pagrindinés tiriamosios dalies savokos: meninis tyrinimas, spektrinés kiirybos analizés metodas,

estetizuotos iSvados, Kleopo draugija, nekuriantis menininkas, kiiriniy kiiryba.
Trumpas tyrimo apraSymas

Siandien daznai kalbama apie skirtingy mokslo ir meno sri¢iy jungtis. Hibridizacija smelkiasi j makro
ir mikropasaulius, 0 ja pasitelkus, siekiama i§gauti Zinias ir Zinojimus. Sis darbas ra§omas prisimenant
Isaac Newton teorija apie Sviesos dispersija, kurig 1666 metais suformulavo prie§ metus meny
bakalauro laipsnj Kembridzo universiteto Sv. Trejybés koledZe gaves studentas, dél siautusio maro
uzdarius universitetg gyvengs Vulstorpe [Anglija-J.L.]. Teorija suformuota gerokai anks¢iau, negu
isigaléjo apSvietos idealy pazenklinta epocha, atmetusi religinj autoritetg bei daugelj mistifikuojamy
dalyky. Fizika tuo metu buvo laikoma filosofijos atmaina ir déstoma kaip filosofijos, tai yra
humanitariniy moksly, dalis. Remiantis istoriniais teorijos atsiradimo faktais, manoma, kad ji gali
biti nesunkiai ir produktyviai projektuojama bei interpretuojama kiirybos spektry tyrimuose net ir
galutinai po postmodernybés issisémus $vietéjiskos epochos idealams. Cia laikomasi pozicijos, jog
Sviesa, kaip reiskinys, sutinkamas ir ikimokslinése ar pomokslinése kiirybinése raiskose. Jos pirminiu

Saltiniu laikoma saulés, o antriniu — elektros energija.

Empirine medziaga grindZiamas tiriamasis darbas atlieckamas pagal i§ anksto jsivaizduojamg eskizg-
modelj-principa, kuriame numatytos pagrindinés tyrimo ribos ir tendencijos. Medziagos surinkimas,
apdorojimas bei imokslinimas orientuotas j vizualiai koncentruotas iSvadas, kurios nepalieka proceso
procese ir gali biiti suvokiamos kaip teorijos ar metodo praktiné pasekmé, apibendrinanti paties
metodo tinkamumg. Mokslas traktuojamas ne kaip medziaga kiiriniui, bet kaip jrankis, kuriuo
nesukuriama naujy meno kiiriniy, ta¢iau atskleidziamas kirybinés israiskos potencialas. Siuo jrankiu
siekiama iSsiaiskinti atitinkamus santykius, glidinCius personalinés kirybos artefaktuose ir i§ to
zinojimo, pasitelkus algoritmus, formuoti estetizuotas iSvadas. Postprodukcinio fenomeno sklaidos
galimybése atsirandancios iSraiSkos, kaip iSvados, iSreiSkia ne autoriy, bet autorinés veiklos
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sanklodas. Tai sietina su tam tikry ziniy i§gryninimu ir patalpinimu kiirinyje, kuris i§laisvinamas nuo
butinybés buti tobulu ir i§skirtinai autoriniu humanitarine prasme. Postprodukcija funkcionuoja kaip
realybés atspindys su atitinkamais didzéjavimo elementais laisvai renkantis spalvas ir atspalvius.
Tiriamosios medziagos pagrindiniu Saltiniu ir atspirties tasku cia laikoma Kleopo draugija, kuri
inkorporuoja visus vieno menininko kirinius j atitinkamg visuma. Nors metodas komponuojamas
personalinés kiirybos pagrindu, vélesniuose laboratoriniuose bandymuose ieSkoma jvairesniy jo
pritaikymo bei ibandymo galimybiy. Ziniy ir Zinojimy, glidin¢iy Kleopo draugijoje, spektrinis
i§skleidimas atlickamas moksliskai apdorojant medziagg ir jg jprasminant vizualia raiska. Tolesnéje
perspektyvoje tai leidzia neapsiriboti vien individualios kiirybos propagavimu ir issilieja per daug

platesnius kontekstus.

Kalbant apie spektrinés kiirybos analizés principa, blitina pazyméti, kad ji remiasi prielaida, jog
egzistuoja kirybos spektras, o pagal jj kiiryba galima analizuoti atsietai nuo kiir¢jo — kaip rinkinj,
turintj tam tikrus ritmus, proporcijas bei estetinius désningumas. Kiirybos spektras yra kiirybos, kaip
visumos, savybé, apskaiCiuojama ir iSreiSkiama meniSkai abstrak¢iu, elementus apjungianciu
ornamentu. Ornamenta formuoja duomeny jvairové. Nors kiekvieno kiir¢jo kiirybinis spektras yra
skirtingas, spektriSkumg galima laikyti apibendrinancigja karybos savybe. Jis iSgaunamas
atvaizduojant kiiryba, remiantis kiiriniy visuma, kuri metodiskai stebima, skaic¢iuojama, apraSoma bei

iSreiSkiama diagramomis.

Pagrindinis meninio projekto klausimas: kaip, pasinaudojant postprodukcinés sklaidos kiiryboje

galimybémis, kurti meng nekuriant naujy kiiriniy?
Problemos formuluoté

Daugiau nei penkiolika mety kryptingai uzsiimant viena ir ta pacia veikla, kuri susijusi su atitinkamos
produkcijos atsiradimu bei pristatymu visuomenei, iskyla objektyvumu gristo supratimo poreikis. Sio
poreikio patenkinimas siejamas su struktiry paieSkomis, kurios leisty nustatyti bendresnes
tendencijas bei judéjimo jvairesnémis kryptimis galimybes. Kiirybinés veiklos isskleidimas siejamas
su kiriniy tarpusavio santykiais ir juose egzistuojan¢iomis spektriskai iSreiSkiamomis savybémis.
Aptinkant kiiryboje slypincius blizgesius ir proporcijas, démes ir pusSesélius, siekiama i§ pradziy
iSnaudoti mokslinj Zinojimo metoda, véliau meninj tyrima, ir galiausiai po to formuluoti estetizuotas

iSvadas.

Pagrindinis principas
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Jei vienos prizmes iSskaidyta baltg Sviesa nukreiptume j kita prizme, pastatyta atvirkSciai pirmajai, vél
gautume baltg Sviesg. Tokiu principu iSskleid¢ meninés kiirybos spektra, turétume gauti kiryba, kuri

pasireiSkia kaip postprodukcija. [zr. 1 pav. p. 164].
Tikslas

Nors personaliné kiiryba susideda i§ atskiry kiiriniy bei jy reprezentacijy, Sio darbo tikslas yra
atskleisti ir analizuoti ne pacius kirinius, bet kiiryba, kuri suvokiama kaip tam tikras spektrines

savybes turintis reiskinys, redukuojamas iki naujo kiriniy sukuriamo kirinio.
UZdaviniai

1.  Surinkti ir suklasifikuoti visus personalinés kiirybos artefaktus, kuriuos buty patogu naudoti
kaip medziagg tyrimui. Personaliniais meno kiiriniais $iame darbe laikomi autoriaus pasiraSyti
kiriniai, kurivose glidi duomenys: informacija, Zinios ir zinojimai.

2. Apibrézti spektrinj kiirybos analizés metoda kaip jrankj, kuris apjungia naudojimo ir
panaudojimo technikas, leidzianCias vizualizuoti pasirinktoje medziagoje egzistuojancias
proporcijas, santykius ir teksturas.

3. leSkant teksto ir vaizdo sintezés, rasto darba komponuoti remiantis pagrindiniais mokslinio
darbo Sablonais, kaip pagrindg imant anglosaksiska teoriniy darby ra§ymo tradicija, ja uzbaigiant
integruotais kalb¢jimo vaizdu modeliais.

4.  Vertinant jvairiais kriterijais, ieSkoti i§gryninto pozitrio j mening praktika , kuris buty aktualus
ne tik meno laukui.

5. Ziniy taikymo lygmeniu po analizés suformuoti abstrakgias estetines istraukas, kaip i$vadas,

kurios pagal poreikius biity panaudojamos kiirybinés etikos normy neperzengiancioje veikloje.
Hipotezé

Bolonijos proceso, meno rinkos ir meno edukacijos lauko intensyviai palaikomoje meninio tyrimo
strukttiroje gali atsirasti autonomiskumu grindziamy meninio tyrinimo formy, kurios nekonfliktiskai
funkcionuoty kaip laboratorinés meno praktikos. Tokiose praktikose atsirandan¢ios meno kiirinio ar
kiriniy sankaupy iSgryninimo tendencijos galéty vystytis kaip autentiSkos postprodukcinés veiklos
su moksliskumo atspalviu. Cia buaty formuojamos naujos autoriaus autoritetu (autoryste)
negrindZiamos meno raiskos, taCiau saviraiSkos poreikis nedegraduoty, nes iSlikty iSraiSkos per
pasirinkimg galimybé. Si meninio tyrimo atplai$a dél tiesioginio naudojimosi empirinés patirties

apibendrinimu (indukcija) galéty tapti iSraiSkingu reiskiniu pomeningje aplinkoje ir biiti panaudota
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meno mokslui aktualiy tyrimy taikyme. Tokio pobtidzio poprodukcinis uzsiémimas dominty kiiréjus

ir poedukacinéje veikloje.

Saltiniy ir citaty naudojimo pagrjstumas. Viena problema, vienas sprendimas, vienas atspirties
taskas ir jokio betikslio informatyvumo, biuidingo vadovéliniam zanrui. Remiantis estetiniais
motyvais, literattiros ir citaty sarasas, kaip rinkinys, sudaromas ir uzbaigiamas parasius darba.Citatos
naudojamos remiantis Lotte Rienecker ir Peter Stray Jorgensen Knygos Kaip rasyti mokslinj darbg
(Vilnius: 2003) rekomendacija, kuri literatiirg apibrézia kaip be jos nejsivaizduojamg mokslinio rasto
sudedamajg dalj. Techning, istorin¢, moksliné, o kai kada net ir groziné literatiira ¢ia naudojama
remiantis oponuojan¢iy nuomoniy ar teiginiy poreikiu. Cituojant nepersistengiama noru sublizgéti
erudicija, o tik bandoma isskirti tai, kas perkeltine prasme sustiprina ir per savotiska atskirtj praplecia

pagrindinés minties konkretumo argumentacijas.

Literatiiros naudojimas teoriniame darbe gali buti prilyginamas zemélapio-diagramos strategijai kaip
meninio tyrimo priemonei, kuria pasinaudojama tam, kad véliau biity jmanoma atlikti redukcijos
veiksmg. Diagramos veikia kaip jrodymas jog meninis tyrimas yra biidingas jvairioms meninéms
praktikoms. ] citavimg ir autoriniy min¢iy koncentracijas ¢ia ziarima labiau per konceptualy, nei per
i§skirtinai vien racionaliame moksle priimting prisilietimg. Citaty rinkinio sudarymu akcentuojama
ne tik meninio tyrimo sagmoningo ribotumo biitinybé, bet ir praple¢iamas spektrinés kiirybos analizés
pritaikomumo horizontas su issigryninimo galimybémis. Nors ¢ia palaikoma klaidziojimu ir
atsitiktinumu grindziama veikla, ji néra pagrindinis tikslas. Tai perskaitoma ir kaip pirminis veiksmas
spektrinés kiirybos analizés raiskai, kuri remiasi konkreciais faktais kaip savaime egzistuojanciais
santykiais, turin¢iais abstrakéia iSraiska. Siuo atveju citatos, kaip ir visi tyrinéjami objektai darbe, turi
baigtinj skaiCiy, 0 tai prasminga dél dviejy niuansy: mokslinio nuoseklumo ir galimybés biti
iStirtiems pagal ta pacia metodika. Nors, kaip jau minéta, citaty atsiradimas sietinas su klaidziojimu
knygy puslapiuose bei galimybe tai iSreiksti Zemélapiu-diagrama, galiausiai visas citaty rinkinys gali
buti atskleistas remiantis konkretaus paveikslo [zr. p.144] i$siskaidymu j atskirus segmentus kaip $io
rasto darbo skirtukus knygai. Remiantis tekstu skaitytojui palickama teisé paciam klaidzioti aptinkant
uzkoduotas prasmes, kurios i§ citaty sankaupos sékmingai perkeliamos j bet kurj $io meninio projekto
spausdintinj konteksta. Konkreciomis citatomis nesiekiama nei palengvinti, nei apsunkinti bendros
meninio projekto visumos. Jos veikia ne kaip vaistas ir ne kaip nuodas. Cia perteikiama praktinés ir
teorinés veiklos sgveika, kurioje siekiama iSlaikyti ZodZiy junginio ,,meninis projektas* prasme¢ su
neiSvengiamomis tarpdalykinémis, o/ir bendrazmogiSkomis jzvalgomis. Perskai¢ius teksta islicka
galimybé, kad viskas atsiskleis ne i§ karto, bet skirtuku paZyméta puslapj nesunkiai bus galima surasti
1§ naujo.
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Saltiniai, kuriais remiamasi, néra vien akademinio pobiidZio, nes toks apsiribojimas nepadéty, o tik
iSkraipyty paties meninio projekto esme, jstatant jj vien tik j akademinius rémus, didZigja dalimi

aktualius tik pa¢iam akademiniam kontekstui.
Asmeninis santykis su tiriamu objektu — personaline kiiryba

Asmeninis santykis atsiskleidzia kaip naujo puslapio vertimas su visiskai kitokia — atlikéjo —
perspektyva. Kino pramonéje postprodukcija vadinami visi vélesni veiksmai su kino juosta, kurie
atliekami su jau padarytu turiniu, t. y.: kai po scenarijaus paraSymo, suvaidinimo ir nufilmavimo yra
apdorojama jau egzistuojanti medziaga (montavimas, muzikinis takelis, titrai, plakato dizainas, filmo
platinimas, foto albumai apie filma ir pan.). Post-, tai sudurtiniy zodziy pirmasis démuo, reiskiantis
esatis po (ko nors), tolesnémis, vélesnémis prasmémis. Si apibréztis taikoma ir §iuo atveju, kai
bandoma paaiskinti, kokiu santykiu su tiriamaja medziaga yra jgyvendinamas $is meno projektas. JO

autorius nebekuria naujy kiiriniy, o tiesiog ieSko buidy, kaip estetizuotai isreiksti savo kiirybos visuma.

Kad analizé jgauty realesnj pagrinda, visiSkai netrukdo 2015 metais samoningai keturiolikai mety
suspenduota naujy kiiriniy sukiirimo praktika, nes biitent tai leidzia asmeninj gyvenimg traktuoti
Ivairiau, pavyzdziui, kaip meno kiirinj. Tampa jmanomas toks meno kiirinys, pro kurj nejmanoma
tiesiog praeiti parodoje, ji reikia iSgyventi tiesiogine prasme. <..> Biitina pastebéti, jog
bendradarbiavimas su kitais menininkais ar savo paties kiiriniais néra suspenduotas, kas leidzia
nekurian€iam autoriui uzsiimti kultirine veikla. Anksciau sukurti kiiriniai, kaip Kleopo draugijos
nariai, toliau s€kmingai dalyvauja parodose, kuriancio autoriaus tapatybé pagal sutartis iSnuomojama
kitiems autoriams, o pats kiiréjas pagal 2015 metais pasiraSytas meno kiriniy kapiniy pareigybines

v —

paslauga menininkams.

Naujy kiiriniy nebeatsiradimas i§ tam tikro Saltinio sudaro galimybes jvykusig kiiryba analizuoti kaip
baigtinj reiSkinj. Atsizvelgiant ] tai, jog Cia autorius tampa kiiriniu, atsiveria perspektyva i pasaulj
pazvelgti i§ daikto pozicijy. Nors kai kas tam stipriai prieStarauty, §i pozicija per tam tikrus veiksmus
gali biti derinama su kiirinius uzbaigiancia postprodukcine laikysena. IS to seka mintis, jog raSydamas

§] darbg autorius prisistato kaip kazkas kitas, ir taip susikuriama veikimo laisve.

Naujy kiiriniy nebeatsiradimas 1§ tam tikro Saltinio sudaro galimybes jvykusig kiirybg analizuoti kaip
baigtinj reiskinj. Atsizvelgiant i tai, jog €ia autorius tampa kiriniu, atsiveria ir tam tikra perspektyva
i pasaulj pazvelgti i§ daikto pozicijy. Si pozicija per atitinkamus veiksmus derinama su kirinius
uzbaigiancia post produkcine laikysena. IS to seka mintis, jog raSydamas §j darbg autorius prisistato
kaip kazkas kitas, ir taip susikuria sau atitinkamg veikimo laisve.
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KLEOPODRAUGIJA

Kleopo draugija tai yra organizacija, kurios steigéjas yra menininkas Juozas Laivys ir vienas jo kirinys.
Kiirinio pavadinimas — Kleopas — tiesiogiai siejasi su draugijos pavadinimu. Tai oficialus darinys, atsirades
is bitinybés sustiprinti menininko ir jo kiiriniy santykius. Tokiu bidu stengiamasi propaguoti gryngjq kiirybg.
Chaoso egzistavimas kiiréjo ir kiiriniy santykiuose gali vesti prie visapusiskos destrukcijos, todel Kleopo
draugija funkcionuoja kaip tam tikro stabilumo garantas.

Si organizacija, siekianti abipusiy santykiy harmonijos, tuo paciu suvokiama kaip kokybiskai kitokiy rysiy
atsiradimo galimybé. Cia visokeriopas bendradarbiavimas grindZiamas tarpusavio pasitikéjimo modeliu.
Glaudiis santykiai traktuojami kaip socialinis procesas. Jie sietini su materialinius bei dvasinius poreikius
tenkinancia veikla, kuri uztikrina menininko ir jo kiriniy saviraiskos laisve.

Draugija su vienu kitriniu veikia kaip visus menininko kiirinius vienijantis istorinis faktas. Ji savo prigimtine
nuostata neapsisunkina religine, magine, aukléjamgja ar propagandine funkcijomis. IS principo nekeldama
ypatingy tiksly ar uzdaviniy, savo siekiy jgyvendinimo trajektorijoje organizacija koegzistuoja neparazitinio
vieSumo estetikoje.

Logotipo aprasymas Draugijos logotipas yra laikomas oficialia organizacijos atributika ir atspindi
pagrindines draugijos nuostatas. Tai yra dvi linijos, egzistuojan¢ios erdvéje, kurios galbiit niekada
nesusikerta, nors, pasizitréjus i§ tam tikro vertikalaus sankirtai tasko, gali pasirodyti kitaip. Tai
susikertancios ar tiesiog persipinancios paralelés, kurios jmanomos kiiriniams pradéjus kurti ir
menininkui suspendavus kiiryba. Piestas elementas logotipo sandaroje simbolizuoja meno kiirinio ir
menininko susitikimo biiseng, kuri patvirtina, jog meno kiirinio gyvenimas ir menininko gyvenimas
juda skirtingomis trajektorijomis. Jy persidengimas grindziamas draugiskumo ir estetikos poreikio
principais. Meno kiirinys fiziniu pavidalu gali iSgyventi ilgiau nei jo kuré¢jas, o budamas
nepriklausomas, turi visas teises uzsiimti laisva ktiryba net ir po autoriaus mirties.

Kleopo draugija sudaro penki skyriai. Skyriuose veikia atskiros kiiriniy sekcijos.

galerija ,,Greitkelis Vilnius—Kaunas®, startavusi 2006 metais.

Organizacijos iniciatyva buvo jkurtas nebekiriniy klubas ,,Rykste*, kuriam iSsisémus, veikla
reorganizuota ] meno kiiriniy laidojimo paslaugas.

draugijos nariy gyvenimo. Gali inicijuoti nepriklausomus projektus (pavyzdziui, meno kiiriniy su
karéjais rezidencijos, leidyba), organizuoti laisvalaikj ir panasiai.

Si organizacija turi teise platinti suvenyrus su draugijos simbolika, o tam tikrais atvejais gali uzsiimti
ir savo nariy prekyba.

Spektrin¢ kiirybos analizé¢ (SKA) bendrais bruozais

Saves pervertinimas arba nuvertinimas biidingas daugumai vaizduojamojo meno atstovy. Santykis su
savo laikmecio kiirybinémis iSraiSkomis, balanso poreikis ir noras rasti bent kiek tiksliau realybe
atspindincius argumentus yra naudojamas kaip leitmotyvas darbe, kurj uzbaigia estetizuotos iSvados.

Estetizuotomis iSvadomis patvirtinama meniné meno prigimtis, o spektriné kirybos analizé
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motyvuojama objektyvios kiir¢jo savivertés reprezentacija, kuriai stipry poveikj daro konceptualiai ir
vizualiai jsigaléjusi socialiné ekonoming statistine kolonizacija. Spektrin¢ kiirybos analizé visy pirma
suvokiama kaip jrankis, leidZiantis menininkams jvertinti personalinés kiirybos duomenis. Po to seka
antras zingsnis — kiirimo teisés perleidimas paciai kuirybai, pastarajai atsiskleidziant per tai, kuo ji ir
yra. Tokiu blidu menininkas tampa nebe kurinius kurianc¢iu nepriklausomu autoriumi, o kiriniy
sukurtu produktu, ir tai yra akivaizdi zvilgsnio i§ iSorés pasekmé. Situacija, kai konstatuojama, jog
ne tu kuri, o tave kuria, gana nejauki. IS to kyla poreikis integruoti kokybinius ir kiekybinius duomenis
1 8] metodg ir iSgauti kaip jmanoma tikslesnes faktines vertes, o apdorojant duomenis, vadovautis
apibréztais désniais ir taisyklémis. Taip vizualizuoty iSvady akivaizdoje legitimuojamas nekuriancio
kiiré¢jo potencialas, aktyvuojantis kiirimg nesukuriant meno kiiriniy. Vykdoma savo kiirybos kaip
natiiraltis spektriSkumai, kurie iSreiSkiami per meno tyrinimo praktika.

(SKA) metodo apraSymas

<...> Spektrinés analizés raiSkos matrica apibréZiama per atitinkamg butiny veiksmy seka.
Kiekviename sekos zingsnyje meniné kiiryba traktuojama skirtingai. Pradedama nuo to, kad i
pradziy ji apibréziama kaip iki mokslinis, véliau kaip mokslinis ir galiausiai — nebe mokslinis

pazinimas.

Ikimokslinio pazinimo faze laikytinas tiesiog kuriniy kiirimas bei eksponavimas kol neatsiranda
poreikis natiiraliai suprasti ar suspenduoti kiiryba. Autorius Siame etape, nors ir zinodamas, kad kiirinj
uzbaigia Zitirovas, to nepaisydamas reiskia tai, kas jam atrodo svarbu. Cia kiirybinio proceso metu
atsirade artefaktai, biidami skirtingi savo pavadinimais, turiniu, forma, medZziaga ir pasirodymo

publikai dazniu, suformuoja visuma, kuri traktuojama kaip tiriamos medziagos apibrézties laukas.

Antro veiksmo scenoje autorius tampa mokslininku-stebétoju. Vyksta kirybos artefakty atranka,
rusiavimas bei duomeny klasifikavimas. Atsiranda kiiriniy parametry iSskyrimo bei fiksavimo
bitinybé. Siame etape intuityvi nuojauta performuojama j mokslinio Zinojimo pamatus, kur
parametrais nuzymimas analizuojamas turinys. Sudaroma lentelé, iSreiSkianti medZiagos savybes.
Vélesnéje Sio etapo mokslinio zinojimo fazéje, Svytéjimu iSvieSinus pageidaujamus kirybos
sektorius, randasi faktine priklausomybe gristos skaiCiy sankaupos, kurios, pasitelkus redukcine
teorija, prieinamos analizavimui. Sios sankaupos gali biiti panaudotos norimy uzdaviniy sprendimui.
Duomenis atspindintys skai¢iai i§ matematinés kalbos perkeliami j kalbéjimo vaizdais biidus.
Spektrinés kiirybos raiSkos matrica uzbaigiama diagramomis, kuriy proporcijos paruosia dirva

esatinéms iSvadomis.
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Sukaupus issiskleidusiy spektry rinkinj, Zengiamas paskutinis zingsnis, kuriame neiSvengiamai
atsisakoma pretenzijy j visuotinio pazinimo metodo pozicijas. Viskas fiksuojama platesniuose ir daug
gilesnes asociacijas kelian¢iuose kolorituose, kuriuose aktyvuojasi nebe mokslinés, o po mokslinés

menineés raiskos.

I$skiriant duomeny tipus bei raiSkos matricas, kuriy finaliné fazé sutampa su vizualiomis
estetizuotomis iSvadomis, bandoma iSvengti hibridiniy formy. Jos koegzistuoja kaip elementarus §io
metodo kritikos elementas. Siekiant estetinio nuoseklumo ir prasmiy tyrumo ten, kur jos sunkiai
isivaizduojamos, spektrinis kiirybos analizés metodas sulieja opozicijas, kuriomis apzvelgiamos
situacijos ir santykiai tarp objektyvumo-subjektyvumo. Balansuojama tarp kiirimo ir nekiirimo riby.
Kadangi, galy gale, griztama prie spekuliatyvaus subjektyvumo ir nekvestionuojamo grozio, kaip
individualios estetinés vertybés sampratos, galima teigti, jog Sis metodas, iSskirdamas ikimokslin;j ir
pomokslinj kiirinio egzistavimo rezima, atskleidzia kiirybos universalumg. Savo esme jis leidzia
paaiskinti, kada ir kokios zinios aptinkamos kiirinyje. Tai buidas jskiepyti Zinias ir Zinojimus j estetinj

objekta, paliekant galimybe gérétis juo ir be atitinkamo supratimo.
(SKA) Santykis su dailétyra

Siame poskyryje siekiama apibrézti spektrinés kiirybos analizés ir mokslo santykius. Labiausiai
orientuojamasi ] artimiausig kiirybinei praktikai dailétyros moksla. Tuo tikslu artikuliuojamos tam
tikros sgvokos. Nustatomas rySys su jau egzistuojanciais postulatais. Pats santykis apibréziamas kaip

abipusiSkai patrauklus.
(SKA) Santykis su meno lauku

Trumpai apibrézus spektrinés kiirybos analizés santykj su dailétyros mokslu, toliau biitina nusakyti
jos santykj su meno lauku. Kadangi meno laukas pakankamai plati sagvoka, $ioje skiltyje apsiribojama,
vien tik santykio su meniniu tyrimu apibréZimu. IS principo Sis santykis apibréZiamas kaip

nekonfliktiskas.
(SKA) Santykis su zitirovu

Sio darbo tikslas néra aprasyti ir paaiskinti konkre¢ius ikimoksliniame patyrime atsiradusius kirinius.
Spektriniame kiirybos analizés metode aprasomos aplinkybés, kuriomis Zinios jkeliamos i estetinj
objekta ir iSkeliamos 1§ jo. Todél butina trumpai paaiSkinti, koks jmanomas estetizuoty iSvady

santykis su meno zitirovu. Jis apibréZiamas per dalyvavima.

Praktiné metodo prieiga - Kleopo draugijos spektriné analizé
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Aprasius metodo santykius SU mokslu, menu ir zitirovu bei sudarius atitinkama veikimo schema, nors
ir neiSbaigta (kaip pasitaiko meninéje praktikoje), butina patikrinti, kaip tai veikia konkrecioje
postprodukcinéje perspektyvoje. Siame skyriuje bandoma atlikti veiksmus, kurie leisty nuosekliai
prieiti prie estetizuotos iSvados. Tam, kad buty iSgautas spektrinés kiirybos analizés judrumas,
laboratoriniai bandymai su $iuo metodu bus atliekami IV skyriuje. Siame skyriuje siekiama praktiskai
patikrinti metodo veikima personalinés kiirybos atzvilgiu ir pateikti tiriamosios dalies jvade i$sikeltos

hipotezés, tiksly ir uzdaviniy jgyvendinimo praktikoje pasekmes.
Lentelés sudarymas

Pradedant spektring kiirybos analizg, biitina sudaryti visy Kleopo draugijai priklausanciy kiiriniy
sgrasg. Suprantama, pries$ tai turi buiti apspresta, kad sarasas buity baigtinis, 0 ne nuolat papildomas.
Nesant kiirybos suspendavimo, nagrinéti galima tik laike apibrézta kiirybos perioda, kaip reiskinj, o

ne visg kiiryba. Spektriné kiirybos analizé be kiirybos artefakty ir baigtinumo nebiity pilna.

Taigi pirmas zingsnis — lentelés sudarymas. Lentele sudaro vertikaliai uzpildytas kiiriniy sgrasas ir
horizontaliai sura$yti numatomi parametrai, kurie pildomi pagal kiekvieno ktirinio duomenis. Pildant
lentele, priklausomai nuo konkretaus parametro duomeny jvairovés, atskiriems duomenims yra
suteikiamos konkrecios reikSmés. Paprastumo délei, duomenims suteikiamos skaitmeninés reikSmés,
nors yra jmanomas ir kitokiy simboliy naudojimas. Daugeliu atveju, skaicius ,,1* lenteléje nereiskia

kiekio, tiesiog yra konkretus reikSmés ekvivalentas.

Sj darbg biitina atlikti labai kruop&¢iai, nes po to, kai jau sudarytas sarasas ir suteiktos bei suragytos
reikSmeés, pastaryjy keitimas deél véliau atliekamy skai¢iavimy ir generuojamy diagramy gali
pareikalauti daug perdirbinéjimo. Tiesa, parametrus, kaip atskirus stulpelius, jtraukti arba atmesti yra

paprasciau, nei perskaiciuoti ar perrasyti jau uzZkoduotus duomenis.

Toliau pagal stulpelius eilés tvarka aprasomi pasirinkti parametrai. Jy buvo numatyta devyni: eilés
numeris, kiirinio pavadinimas, lytis, sukiirimo metai, rusis, pasirodymy skaicius parodose, ,,a* raidziy
skaiCius pavadinimuose, penkiy ,,p* taisyklé ir kiirinio asmens kodas. Nors skai¢ius devyni moksle
yra tik skaiCius taciau meninéje interpretacijoje jis gali turéti asociacijy ir su devyniais néstumo

ménesiais, kuriuos duoda gamta pasiruosti naujo Zmogaus atéjimui.

Issamus Kleopo draugijos aprasymas pagal riiSis

Kadangi $io rasto darbo pavadinime figiruoja zodziy junginys Kleopo draugija, tai tikslinga pagal
sudarytg 1 lentele ,,risies” parametro rémuose jvesti ir dar smulkesnj skirstymg, tam kad atsirasty
issamesnis Kleopo draugijos nariy aprasymas. Sis apra§ymas gali buti perskaitomas ir kaip
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bendresnés apimties vizualizacijy paaiskinimas. ApraSymas, nors ir remiasi faktinémis aplinkybémis,

taciau iSlieka subjektyvus ir visada gali biiti tobulinamas.

Pagal rusine priklausomyb¢ Kleopo draugijg sudaro septyni skyriai. Skyriuose veikia atskiros
sekcijos, jy priskai¢iuojama dvylika. Atsizvelgiant | estetinius parametrus atskiros sekcijos

skaidomos j dvidesimt keturias raiskas, kuriomis gali buti apibréziamas kiekvienas i§ 256 kiiriniy.

Objekty skyrius yra gausiausias. Jis vienija 102 Kleopo draugijos narius. Siame skyriuje lygiagre¢iai
stovi dvi sekcijos, tai yra skulptiry sekcija (41 narys) ir ready-made sekcija, kurig uzpildo 61
objektas. Pagal medziaging priklausomybe skulptiirinéje sekcijoje iSskiriamos trys raiskos. Jos
nesunkiai identifikuojamos pagal medziagiskas savybes ir pasiskirsto taip: a) putplascio skulptiira 21,
b) mediné 8, c) kita (akmuo, metalas, gipsas ir pan.) 20 skulptiry. Ready-made objektai
medziagiSkumo pagrindu neskirstomi, juose iSskirtiniu bruozu laikoma daiktiskoji ir gamtiné objekty
kilmé. I$skirtinai organinés kilmés gamtos kiiriniy priskai¢iuojama 22, o pramoniniu biidu atsiradusiy

gaminiy — 41.

Antras pagal gausuma laikomas Meniniy akcijy skyrius. Jame yra 42 nariai. Siame skyriuje
iSskiriamos performansy ir akcijy sekcijos. Septyni performansai pasidalina j dvi raiskas: j tris
autoriaus jgyvendintus ir atliktus gyvai ir keturis, kuriuos atliko kiti atlikéjai pagal scenarijy.
TrisdeSimt penkias akcijas pagal raiSka meniniy akcijy skyriuje skiriame j dvideSimt individualiy ir

penkiolika atlikty kartu su kitais atlikéjais.

Atskira skyriy sudaro tekstai. Jy priskaiiuojama trisdeSimt penki. Skyriuje dvi sekcijos, groziniy
teksty ir poezijos 9, ir likusiy teksty 26. Pastaruosius dar klasifikuojame j tris raiskas a)
aprasomuosius, b) tekstus dokumentuose, ¢) konceptualizuotus tekstus. ApraSomieji yra septyni,

dokumentuose penki, o konceptualiyjy priskai¢iuojama keturiolika.

Instaliacijos — dvideSimt Se$ios, jos visos talpinamos vienoje sekcijoje, taciau pagal raiSkos specifika
iSskiriamos ] instaliacijas atvirose erdvése, uzdarose erdvése ir daiktuose. Atitinkamai jy

priskai¢iuojama atvirose erdvése keturios, uzdarose dvylika, daiktuose keturiolika.

Piesimo sekcijg sudaro dvideSimt penki draugijos nariai, i§ jy penkiems buidinga koliaziné raiska.
Likusiems dvidesimt — pieSinio iSraiska, pagal nupieSimo laika jie skirstomi j piesinius iki akademijos
baigimo 5(PPP) ir po baigimo 15 (PPS).

Sestas skyrius foto/video - dvidesimt keturi kiiriniai. Kaip galima spesti i§ pavadinimo, skyriuje yra

dvi sekcijos. Foto — Sesiolika ir video — aStuoni nariai. Tarp astuoniy video yra viena animacija ir
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muzikiniy takeliy rinkinys. Foto elementai dar skirstomi j dokumenting foto, kurioje dominuoja

vaizdai (astuoni) ir foto, kuriuose svarbus pasakojimas salia vaizdo, jy taip pat - astuoni elementai.

Septintg, maziausig, taCiau atskirg nuo kity skyriy, segmentg sudaro architektiira. Architektiiros

sekcijoje du nariai.

Atlikus detalesne Kleopo draugijos analize¢ pagal riiSinj pasiskirstyma, paaiskéjo jog ankstesné
draugijos struktiira pasikeité. Buvo kitaip isdélioti skyriai perstumdytos atskiros sekcijos, o tam tikros
nariy raiSkos iSpléstos ar susiaurintos. Postprodukcija ir bendradarbiavimas su kitais menininkais
tiesiog iSimti i§ draugijos struktiros, nes Sios veiklos vis dar iSlieka aktyvuotos, suspendavus
individualiy kiiriniy kiirimg. I§ Kleopo draugijos struktiiriniy poky¢iy iki mokslinéje meninéje
veikloje ir mokslingje tyrinéjimy fazéje, galime nesunkiai pastebéti, kad moksliskai apdorojama
medziaga, kaip ir meninio jsivaizdavimo strukttros skaidomos j vis smulkesnes dalis turi potencialo
tiesiog prarasti visuma. Jvertinant §j faktoriy galima konstatuoti, kad egzistuoja meno ir mokslo
panasumas bei abiejose stovyklose slypi pavojai, kuriuos iSspesti galéty nebent nebemokslinis
sugrizimas ] mening¢ raiSka, kuri nebepasizymi iki mokslinei meninei kiirybai biidingais laisvumo
bruozais. Po $iy pastebéjimy i§ principo prieinama prie estetizuoty iSvady darymo, nebesipleciant |
metodologiniy moksliniy atspalviy turin¢iy tyrinéjimy lauka nes yra pavojus tiesiog grizti  iki

moksling kiirybos pazinimo fazg.

Tiriamojo darbo hipotezé pasitvirtino tik i$ dalies, nes iSkilo kity hipoteziy, sietiny su estetiSkumo
bities problema, ir norint viska patikrinti, prireikty dar daugiau laiko bei intelektualiniy resursy.
Gyvosios kiirybos laukg pazing kiir¢jai néra linke uzsibuti edukacinése institucijose. Jie, saugodami
kiirybinés laisvés principus, linke kuo greiciau palikti reglamentuotu modeliavimu veikiancias
teritorijas, todél norint patvirtinti dauguma Sios hipotezés niuansy, pasnekovy tenka ieSkoti ne
akademinése terpése. Kadangi meninis tyrimas didZigja dalimi sukurtas institucijose, o jo palaikymu
ir programavimu taip pat riipinasi tik institucijos, jrodyti kad panasaus pobiidZio raiSkos patrauklios
uz institucinéje praktikoje Siuo momentu néra jmanoma. Nejsivaizduojamo elemento egzistavimas uz
vaizduotés riby leidZia konstatuoti, jog dalinis hipotezés patvirtinimas Siame darbe jokiu bidu
neturéty biiti perskaitytas kaip pacios hipotezés triikumas. Bet kokiu atveju islieka tikimybe, kad
spektriné kiirybos analize atras biidy, kaip plétotis meno/mokslo kontekste. O kaip tai paveiks mening

praktika, pasakyti neatsitraukus i§ edukacinio lauko sunku.

Laboratorinis Nr. 1

46



Spektrinés kiirybos metoda pritaikius personalinés kurybos analizei, atsiranda poreikis iSbandyti $j
darbo instrumenta dirbant su maziau zinoma medziaga. Laboratorinio darbo objektu pasirinkta Leono

Lino Katino retrospektyviné paroda ,,Raudona krisdama virsta balta“ Nacionalingje dailés galerijoje.
Laboratorinio darbo tikslas

Pleciant parody apzituréjimo galimybes neiSeinant i§ namy, patikrinti spektrinés kiirybos analizés

metoda, tyrinamuoju objektu pasirenkant Zinomo bei pripazinto menininko kiirybos rinkinj,

Atlikus visg darbg, patvirtinta hipotezé, jog spektriné kiirybos analizé¢ gali biiti naudojama ir kity
menininky, kiirybos rinkiniy, bet ir parody estetizavime. Laboratorinio darbo tikslas pasiektas,

uzdaviniai realizuoti. Su ypatingais sunkumais ar nesklandumais nesusidurta.
Laboratorinis Nr. 2

Laboratoriniame darbe keliama hipotezé, jog spektrinés analizés metodas gali biiti taikomas

kultiriniams procesams analizuoti.

Tikslas — pasirinkus duomenis i§ Meno kiiriniy kapiniy palaidojimy 2017-2020 metais, juos apdoroti
pagal spektrinés analizés metodika, o gautoms diagramoms suteikti panasumo j anksciau atliktus

bandymus.

Sudarius lentele, kurioje pagal atitinkamus parametrus suklasifikuoti duomenys, jiems priskiriant
reikSmes, nesunkiai buvo i§gautos abstrahuotos estetinés vizualizacijos. Igyvendinant laboratorinio
darbo rémuose i$sikelta tiksla, buvo i§gautas meno kiriniy palaidojimy spektras 2017-2020 metais,
o tai leidzia manyti, kad Sis analizés buidas gali biiti pritaikomas reiSkiniams tirti bei estetizuoti.

Apsibrézimas laiko atzvilgiu ¢ia yra bitina sglyga, aktuali labiau mokslinei prieigai,

Parody parodos egzistavimo galimyb¢ patvirtina tg fakta, jog jeigu gali egzistuoti paroda, kurig sudaro
parodos, vadinasi pavienés parodos, kurios sudarytos i§ kiiriniy, yra kiiriniy kiiriniai. ApibréZus
paroda kaip kiriniy kirinj, prarandama galimybé ja laikyti iSskirtine kuratoriy kiiryba, nes tada ji

bty ne kiiriniy, o kiiréjo kurinys.
Laboratorinis darnas Nr. 3

Vieno i kyriniy tyrimas pritaikant spektrinés kiirybos metoda

Tikslas — issiaiskinti, ar galimas spektrinés analizés metodo taikymas spektrolizuojant ne kiirybos
visumg, susidedancig i$ kiiriniy, ne parodg ar reiSkinj, bet vieng konkrety kiirin;.

Itraukti §; laboratorin; bandyma j bendrg spektrinés analizés metodo aprasSyma, pasirodé svarbu dél

objektyviy priezasCiy. Visy pirma, jis eskiziskas ir iliustratyvus, o antra, atskleidzia ir tam tikrus
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dalykus, kurie tiesiog, nors ir turéje aiskia estetika, toliau nebuvo vystomi. Sis pirmas bandymas,
kuris rasto darbe pateikiamas kaip paskutinis laboratorinis, potencialiai apjungia moksla ir mena, bei
leidZia pagalvoti apie tai, kas parodoma, kaip gali biiti jrodoma, ir galbiit ne viskas tiesiog turi buti

rodoma.
Apie tiriamosios dalies iSvadas

Pries pateikiant galutines estetizuotas iSvadas belieka konstatuoti, jog tam kad Sis tiriamasis darbas
organisSkai jsiliety j bendrg projekto karkasg ir jgauty meniniams projektams budingos prasmes, tenka
mokslinio mastymo principais sukonstruoto metodo iSvadas pateikti redukuojant jas  atitinkamus
vaizdus. Tokiu budu teorijos ir praktikos lydinys jgauna potencijos iSsireiksti kaip visuma
formuojantis faktorius. Atlikus §j veiksmag projektas gali biiti ginamas, peikiamas ar toliau garinamas,
tiek 1§ meniniy tiek i§ moksliniy pozicijy, tiesiogiai nesikoncentruojant nei j vieng i$ jy, nes pasireiskia

kaip iki mokslinés kiirybos elementy turinti po moksliné meniné praktika.

Zvelgiant i§ atvirkStinés perspektyvos spektrinés kiirybos analizés metodo esmé uzkoduota jau
jvadinése tezése, jo tiksluose ir uzdaviniuose. Rastisky iSvady atsisakymas baigiant rasto darbg yra
tendencingai bitinas ir neiSvengiamas. Tokiu biidu akcentuojant iki mokslinj ir po mokslinj kiirybos
rezimg galima ieskoti ir rasti jy sgjungos elementy. Vizualios formos i$vady atsiradimas sietinas
bitent su nebemoksline meninés saviraiSkos plotme. Meniné patirtis, kuri i§ principo susiformuoja
iki mokslinéje kiiryboje, patyrusi tam tikrus racionalumo iSbandymus, ir mokslinius vertybiy
niveliavimo poveikius, tiesiog vél graZinama } meninio patyrimo laukg uZsitikrinusi neutraliai
abstrakCig egzistencija, kuri apima daug platesnius horizontus. Po meniné, po moksliné iSraiSka
jgavusi imuniteta, funkcionuoja kaip apcCiuopiama biisena, uz klasikinés meno sampratos,

gamtamokslinio ar socialinio meninio tyrimo ribozenkliy.

Kas geriau, jei ne menininkas Zino, jog ne viskas yra menas. Visi negali buiti menininkais ir nevisi
tai Zino, o gal to nereikia Zinoti. Tai, kas nepaaiSkinama moksliskai, nebiitinai yra nepaaiSkinama. O

tai, jog rastiSky iSvady néra, nereiSkia, kad jy néra.

Kol nejkiinyti laikmec¢iai dairosi, menininkai gerumo, tiesos ir grozio vardan, nusiteike lenkti savo
zilas galvas, prie§ mokslo ir ne mokslo jaunatviska sgjunga.

C Jungiamoji dalis

Aprasymas
I meno doktorantiiros spausdintinj rankrastj jdétas autentiskas skirtukas.
Trumpas paaiSkinimas
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SIKNYGA GALI BUTI SUPRANTAMA KAIP VIETA SKIRTUKUI GYVENTI

PaaiSkinimas Nr. 1

IS kur atsiranda skirtuko iSrai$ka ir estetika, galima suprasti tik skaitant praktinés ir tiriamosios dalies
teksta. Be knygos nebiity tokio skirtuko, o be tokio skirtuko knygos negalétume laikyti uzbaigta.
Knyga yra skirtuko atsiradimo priezastis ir saglyga ja uzbaigti tokiu biidu. Aprasant knygoje Spektrinés
kiirybos analizés metodikg, buvo naudojamos kity autoriy mintys-citatos. Galiausiai jos suredukuotos
iki diagramos kaip galutinés iSvados. Kad iSvada bty tikra, pagrjsta ir jrodoma menine prasme, tenka
atlikti diagramos iSvedimo i$ iSvady veiksma. Tai yra i§vedimas pradzioje jvyksta i§ parasyto teksto,
o galiausiai ir fiziniu pavidalu i§ pacios knygos. Tokiu biidu jrodoma reali faktiné galimybé tekstui
iSreiksti per daikta, Siuo atveju skirtuka. Tekstas tampa skirtuko autoriumi, nes tai jo iSraiska, o raidziy
raSytojas — tik atlikéjas, kuris, atlikdamas veiksmus postprodukcingje kiirybos veiklos perspektyvoje,
prisitaiko prie jau egzistuojanéiy salygy. VDA doktorantiros kontekste tai meno projektas,
apjungiantis prakting ir tiriamaja dalis j bendra visuma. Tokiu biidu i§laikomas saikingas skirtumas,
netgi fizinis atstumas tarp daliy, paliekantis erdvés pasireiksti skaitytojui ir Ziirovui, suprantan¢iam

Sias dalis kaip nedalumg ir iSraiska.

Knygos tekste daug kalbama apie kiiriniy kuirinius, tai knyga su skirtuku ir veikia kaip kirinio i$
kiiriniy kiirinys. Sio veiksmo tikslas pasinaudoti knygos formatu kaip ekspozicine erdve, kurios forma
ir atitinkamas tekstinis turinys formuoja konkrecig estetikg, yra pasieckiamas aprasant, skaitant,
1Sgaunat diagramas ir galiausiai iSreiSkiant spektring kurybos analize per nebemoksling praktika.
Knyga, i§ kurios atsiranda skirtukas, gali biiti suprantama kaip jos iSvada ar tesinys, tiirin¢ santrauka

ar biitina uZuomina, paaiSkinanti bei komentuojanti turinj.

Sis aiskinima ir jo paaiskinima iSreiskiantis objektas turi ir dar vieng savybe, kuria galima pavadinti
18sivaik§¢iojimu. Dualistiné visuma pasizymi tirazavimu. Akivaizdu, kad po to jos jau nebebus
Imanoma surinkti, todél atitinkamg autentiSkuma, biidinga kiiriniams, bandoma parodyti per skirtuky
skirtumus. Jie pagaminti vieng i$ baigiamyjy diagramy supjauscius j penkiasde$imt daliy, kurios po
vieng skirtingg segmentg jdedamos | kiekvieng spausdintinio rankras¢io egzemplioriy. Tokiu biidu
parodoma, jog kiekviena knyga, nors ir bidama vienoda, yra skirtinga, kiekvienas jg perskaitys
savaip. Atitinkamos juostelés leis skaitytojui pa¢iam samoningai ar nesagmoningai nuspresti, kurioje
knygos vietoje apgyvendinti skirtuka. Skirtukai i§sivaikscios tarp puslapiy kaip ateities prisiminimai,
ir tokiu budu kiekvienam paémusiam leidinj leis jsitraukti j §j objektg, per dabartis tampancias jo

dalimi.
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Du panasus klausimai: 1. Ar knygos skirtukas yra skirtas tai knygai? 2. Ar knyga yra skirta Siam
skirtukui? Nors ir turédami tapaty atsakyma [jie skirti vienas kitam — J. L.], leidzia manyti, kad tai

néra tas pats ar toks pats atsakymas kiekvienam.

Baigiamajame meniniame projekte tai susilieja, persipina ir yra isreiskiama per nedalomg visuma, tai
yra tiriamosios ir praktinés meninés dalies integralumg. Medziagiskai juos vienija popierius. Kaip ir
kur klaidzioja vienas lapelis tarp likusiy lapy, priklauso nuo to, kas jj paims j rankas. Suprantama,
skirtukas gali biiti jdétas ir ] bet kurig kitg knyga, o ir $is konkretus spausdintinis rankrastis su skirtuku
fiziSkai galéty egzistuoti ir be jo. Taciau ¢ia néra vien tekstinés ar vien estetinés dizaino detalés
klausimai. Tiesiog bendra meninio projekto visuma atsiver¢ia tokiu pavidalu ir tikétina, kad

neuzgaunat reglamenty bei kiirybiniy principy, galés biiti uzversta ir padéta j lentyna.

Teksto pratgsimas tiriamojoje dalyje pereinant j prakting veikla néra naujas, jis aptinkamas ir VDA
meno doktoranty darbuose. Pavyzdziui, Zygimantas Augustinas (2015) jdéjo baltus lapus su prierasu
»~Naujiems portretams*, kuriuos neaisku, kas turi uzpildyti. Saulius Leonavicius (2020) paliko tris
tuScius puslapius leidinio gale be jokiy paaiSkinimy. Pavadinimo raidziy ir baigiamyjy darby skaiciy
susiejo Algirdas Gataveckas (2016). Jis sukiiré astuonis pieSinius remdamasis baigtiniu aStuoniy
raidziy skai¢iumi individualaus meninio projekto pavadinime Poreikis. O §iuo atveju skirtuko estetika
suformaves citaty rinkinys, pagal skaiciy atitinka bendrg Sio meninio projekto pavadinimo raidziy
skai¢iy. Kleopo draugija. Spektriné kiirybos analizé. Postprodukcinio fenomeno sklaida kiirybinéje
praktikoje.

Jei nebiity teksto, nebiity knygos, jei nebiity knygos, nereikéty skirtuko, jei nebiity skirtuko, nepatogu
buty skaityti knyga, jei nepatogiai skaitytume knyga, sunkiai galvotysi apie teksto supratima, jei
nesuprastume teksto, tai nesuprastume skirtuko, negalétume suprasti knygos, jei nesuprastume
knygos ir skirtuko, nieko nesuprastume, nes negalétume perskaityti iki galo, ir tokios knygos nebiity

priezasties iSleisti.

Norint perskaityti ir suprasti knyga su skirtuku, batina perskaityti ir skirtuka, kaip knygos teksto
sugeneruota kiirinj. Skaitant teksta kaip kazka kita generuojantj faktoriy, reikty naudoti skirtukg ir
tokiu biidu dalyvauti knygoje esanciame tekste. Tik taip isitraukdami j skaityma su skirtuku, tekstg —

skirtukg—knyga ir savo supratima galésime perskaityti suprantamai.

Jei skirtukas biity be knygos, jis blity nesuprantamas skirtukas, jei knyga biity be skirtuko, ji buty

nesuprantama kaip biitent §i knyga. Jei neskaitytume, kas paraSyta, neZinotume to, kas raSoma,

nejsidétume skirtuko, nenorétume nieko suprasti, galétume laikg leisti ir be Sios knygos su skirtuku.

Belieka kiekvienam skaitytojui nuspresti, Ko jis nori: jsidéti skirtuka knygoje ar nejsidéti. Skaityti
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vien tik skirtuka, o knygos neliesti. Neskaityti nieko arba skaitant tapti ne tik knygos skaitytoju, bet

ir jos zitirovu, dalyvaujanciu, kurianciu elementu kiirinyje, kuris yra kity kiiriniy kiirinys.

Santrauka Nr.2
Apie pasirinkta forma

Kadangi Sis meninis projektas susideda i$ trijy daliy, o tik tiriamoji privalo turéti didesnés apimties
santrauka, tai Sioje dalyje ji pateikiama, pagal VDA reglamenta, ir yra raSoma kita klaba nei paraSytas
visas meninio projekto tekstas. Atsizvelgiant | tai, jog santrauka atspindi tik vieng i§ visumos
sudedamuyjy, biitina pazymeéti, kad vien tik ja perskaicius gali tekti susitaikyti su biisena jog ne viskas
iki galo suprantama. Santraukoje pateikiamas tekstas i§ principo yra medZiaga galutinéms vizualioms
iSvadoms, kurios jgraviruotos j bendrag meninio projekto visuma, ir per mening praktikg tesiasi ir uz
Sios knygos riby. Meninio projekto kontekste tiriamoji dalis, sukomponuota kaip teorija, kuri
organiskai persipina su praktika ir asociatyviai iSreiSkia pagrindines tiriamosios ir kiirybinés dalies
integralumo perspektyvas. Kadangi estetizuotos iSvados darbe daromos spektrinés analizés metodu
apdorojus, to paties metodo apraSymo tekste pavartotas citatas, tai elementaru ir tendencinga, kad
Sios citatos eilés tvarka pateikiamos ir tiriamojo darbo santraukoje. D¢l santraukos apimties
bibliografiniai citaty parametrai néra pakartotinai pateikiami. Darbe pavartoty citaty skaiCius
tiesiogiai siejasi su tiriamosios ir kurybinés dalies pavadinimuose esanciy raidZiy suma.
PenkiasdeSimt citaty, kurios atitinka praktinés dalies pavadinimo raidZiy skaiciy turi konkrecias
vietas tirlamajame tekste. Jos komentuoja ir pasipildo konkre€iomis teorinio darbo mintis. Likusios
trisdeSimt aStuonios citatos iSraSytos 1§ Vilniaus dailés akademijos meno doktoranty apginty
disertacijy. Sios citatos komentuoja bendrai §io meninio projekto visuma, ir jy skaiGius atitinka

tiriamosios dalies pavadinimo raidziy skaiciy.

IS principo meno projekto pavadinimo iSskleidimas per atitinkama raidZiy kiekj yra santrauka, kuri
virtusi citaty rinkiniy galiausiai buvo suredukuota iki diagramy. Kadangi citatos raSomos kitos kalbos
raidémis, akivaizdu kad jos jau generuoja kitokj vaizda nei atsirandantis Siame meniniame projekte,

o tai liudija apie vizualumo universaluma ir trapuma tuo paciu metu, pacios kalbos ir vaizdo atzvilgiu.

1. Newtonas jkiiré paciag pirmgja Kembridzo laboratorija, bet paskui jsitrauké j itin keistus
eksperimentus. Kartg jis jbedé¢ yla — ilga buka adatg odai siiiti — j savo akiduobg ir pasukiojo ja, jo
paties Zodziais tariant, tarp akies obuolio ir smilkinio kaulo, kiSdamas kiek tik pasieké vien tam, kad
pamatyty, kas nutiks. Ir — tiesiog stebuklas! — nieko nenutiko — bent jau nieko kas turéty ilgalaikiy

pasekmiy.
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2. Kalbant apie Bolonijos proceso iStakas, kaip idéjy S$altinis biitinai prisSimenama Sorbonos
deklaracija, kurig 1998 m. geguzés 25 d. ParyZiuje pasirasé Pranciizijos, Italijos, DidZiosios Britanijos
ir Vokietijos ministrai, atsakingi uz aukstaj; mokslg. Biitent tada atsirado kertiniai dviejy pakopy
studijy sistemos, laipsniy palyginamumo ir akademinio mobilumo principai, kurie véliau buvo
iSsamiai i§déstyti Bolonijos proceso dokumentuose.

3. Nesusipratimo Saltinis Siuo atveju yra tai, kad terminai, kuriuos vartojame suvokiamo objekto
skirtumams nustatyti, yra fizikiniai terminai, kile i§ procesy, kuriais $ie skirtingumai buvo iSgauti.
Kritikui, besidominciam grafikos lakstu, svarbu ne biidas, kurio jis buvo sukurtas — medzio raizinys
ar gravitira, bet i§vaizda. Terminai ,,drozyba“ arba ,,lipdyba‘ gali nustatyti tik dvi skulptiiros technikas
ar dvi skulptiiros rusis, nes statuly skirtingumai pastebimi net ir nieko nezinant apie skulptiiros
technikas. Kai Arthuras Pope‘as pabrézia ,,pieSinio® ir ,,paveikslo skirtinguma, jis nedaro nuorody
nei ] fizika, nei | chemija, ir tg skirtinguma nustatant jam svarbu, ar esama spalvos elemento®.

4. Sui generis teisés

Sui generis teisé: panasi j autoriy teise, tadiau atskira turting teisé. Si teisé egzistuoja tam, kad biity
pripazintos didelés investicijos renkant, tikrinant arba pateikiant duomeny bazés turinj, net jei Siam
procesui néra budingas kiirybinis aspektas, kurj apima autoriy teisés.

. Direktyvoje nustatytos ne tik autoriy teisiy, bet ir Sui generis teisiy apsaugos priemonés, kad
duomeny bazés autorius galéty uzdrausti neteisétai perkelti ir panaudoti duomeny bazés turinj.

. Sui generis teisés yra ekonominés teisés, tad jas galima perduoti, perleisti arba suteikti pagal
licencijos sutartj.

. Teiséti naudotojai gali be leidimo perkelti ir panaudoti nedideles duomeny bazés turinio dalis.
Taciau jie negali vykdyti jokiy veiksmy, kuriais biity padaryta nepagrista Zala teisétiems duomeny
bazés autoriaus arba asmens, teikian¢io duomeny bazéje saugomus darbus arba duomeny bazés
paslaugas, interesams.

. Taip pat numatytos kitos iSimtys (pvz. mokymo arba moksliniy tyrimy iliustracijos).

. Teiseé uzdrausti be leidimo perkelti ir (arba) panaudoti duomeny bazés turinj galioja 15 mety, 0
1sigalioja nuo tos dienos, kai duomeny baz¢ baigiama kurti.

. Apsauga nuo neteiséto duomeny bazés turinio perkélimo arba panaudojimo duomeny bazei
suteikiama, jeigu jos autorius yra ES pilietis, jmoné arba veikla vykdantis rezidentas, kurio registruota
buveine, centriné administracija arba pagrindiné veiklos vieta yra ES.

Direktyva taikoma nuo 1996 m. balandzio 16 d. ES Salys turéjo jg perkelti j savo teis¢ iki 1997 m.
gruodzio 31 d.
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5. P. Nicolas Ledoux §iuo klausimu tvirtina, kad brakonieriavimo praktika [Siuolaikiniame mene -J.
L.] geriau, nei revoliucija, pasireiSkianti per silpnumo procesa, tai yra posikis pacios institucijos
teritorijos kryptimi, kuris provokuoja alternatyvas.

6. Pateikta analizé leidzia pastebéti tam tikrg kritiSka, problemiSka situacija, kuri, mano jsitikinimu,
Siuo metu susiklost¢ filosofijoje, epistemologijoje, estetikoje ir religijoje, perzengdama jy tarpusavio
ribas. I§ tiesy Siandien esama konflikto tarp heteronomijos (kuri jteisina zodyny, kalby gausa,
metodiniy nuostaty — nuo mokslo filosofijos iki hermeneutikos — jvairove) ir homonomijos (pagal
kurig yra galimas vienintelis metodas, vienas klausimo sprendimo bei apraSymo stiliy demarkavimo
biidas). Homonomija pripazjsta esant vienintelj metoda ir vienintelj apra§yma, kadangi, jos poziiiriu,
esama tik vienos tikrovés. Homonomija laikosi nuostatos, kad stiliy ir apraSsymy jvairove, kuria
pripazjsta heteronomija, yra grynai estetinio pobiidZio; heteronomija savo ruoztu mano, kad
homonomija, stodama uz vienareik§miSkuma, t.y. geriausio sprendimo pasirinkimg, remiasi grynai
estetiniais motyvais. Kaltinimai estetizmu ntidienos filosofinéje diskusijoje kartais glumina.

7. 1 literatiirg reikia zitréti kritiSkai. Tai nereiSkia, kad biitina ja peikti, bet reikia buitinai pasvarstyti,
kaip ir kuo ji tinka jisy tikslams. Viena vertus, literatiira taitkoma tiriamajai medZiagai, kita vertus,
medziaga taikoma jai, taip jvertinant teksty patikimuma: ar tekstas tikrai gerai tinka medZiagos
analizei, ar jis padeda rasti atsakymy j problemos formuluotés klausima?

8. Bandymas uztikrinti vienove apibréziant visy moksly terminus vieno konkretaus mokslo terminais
yra pasmerktas nes¢kmei.

9. Justinui Mikuc¢iui priklauso frazé: ,,Menas yra taiklus nepataikymas*.

10. Pastaruosius dvejus Simtus mety gyvenome Proto amziuje — gana ilgai, kad suprastume, jog protas
turi ribas. Esame pasiryze jZengti ] Klystamumo amZiy.

11. Menininkai mano, kad biiti menininku reiskia kurti meng.

Tai apgailétina. Deja, visi paZjstame Zmoniy, kurie mano, kad biiti menininku reiSkia kurti mena.
Geriau buty, kad susitiktume su menininkais, kurie pripazjsta jog buvimas menininku gali reiksti
meno kiirimg, tadiau i$ kitos pusés, a§ manau, kad visi menininkai yra patyre §j jausma, jog buvimas
menininku taip pat yra ir susilaikymas nuo meno kiirimo. Bet koks poetas pripazinty, kad kartais tyla
yra iSraiskingesné uz bet kokig poezija.

12. Nuo 1901 m. rugséjo iki 1903 m. balandzio, tai yra per dvideSimt ménesiy jis ( P. Gauguin —J.L.)
nupirko i§ komercinés bendrovés Simtg litry romo, taip pat penkiasdeSimt keturis litrus absento ir tris
butelius viskio.

13 1957 mety birzelyje Druo riimuose buvo parduotas vienas jo (P. Gauguin — J.L.) laiskas. Uz jj
paprasyta 600 000 franky. Kas parasyta tame laiske? Stai kas: ,,Dabar a3 tjsau ant Zemés, nugalétas

skurdo....
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14. Markizie¢iai, vadinantys jj [P. Gauguin —J. L.] ,,Koke®, visokeriopai jrodo, kad prie jo prisirisg.
Vienas senas Ciabuvis, kadaise teistas uz zmogzudyste, kurj jis apripina riikalais, jj [P. Gauguin —J.
L.] padaré tabu. Tioka pagal senovinj paprotj susikeité su juo vardu; jis pas Gogeng dailidziauja,
neimdamas uz darbg atlygio.

15. Kadangi teorinés zitiros Condito sine qua nom, [tai be ko ji negali —J. L.] yra zmogaus ir daikto
biities priesstata, negali buti né kalbos apie koki nors susiliejima, svaigulj ar iStirpima i§gyvenimuose,
vitaliniy ar egzistenciniy vibracijy bangose.

16. Kiekvienas intelektualas Zino iSlaisvinant] poveikj, kai esame laikinai pajungiami karinei
rikiuotei, primityvaus fizinio darbo reikalavimams ar kitokiai iSoriSkai reguliuojamai veiklai —
zinojimas, jog Kitas reguliuoja procesa, kuriame a$ dalyvauju, leidzia mano protui laisvai klajoti, nes
a$ zinau, jog ¢ia nedalyvauju. Foucault motyvas apie sasajg tarp disciplinos ir subjektyvios laisvés
tokiu biidu pasirodo kitoje Sviesoje: pajungdamas save tam tikrai disciplininei maSinai, a$ tarsi
perkeliu Kitam atsakomybe dél tolygaus proceso funkcionavimo ir taip jgyju vertingg erdve, kurioje
galiu buti laisvas.

17. Mastyti ir elgtis pozityviai yra natiiralu technologinés civilizacijos amZiuje gyvenan¢iam zmogui,
kadangi mokslas jame yra viena i§ svarbiausiy §io amziaus pazangos jégy. DidZioji dalis misy
aplinkos, ypa¢ miestai, yra tikry tikriausias sudaiktinimas, t.y. daiktais paverstas, pozityvus
protas.<...> Nuolatinis kontaktas su Siais daiktais tik dar labiau sutvirtina misy pozityvy mastyma ir
orientacijg j 1§ esmés techninj (placigja prasme) jvairiy klausimy sprendima.

18. Kiek paradoksalu, bet pozityvistus labiausiai vienijo negatyvi nuostata. Ta¢iau geriau pagalvojus
tai neatrodo itin Kkeista, nes priesiskumas kazkam — tiek politikoje, tiek ir kitose sferose — paprastai
Zmones vienija labiau, nei pozityvios programos. Negatyvi nuostata, apie kurig kalbu, yra, priminsiu,
prieSiSkumas metafizikai.

19. Menas — tai kiir¢jo kelias | savo kiirinj. Sis kelias, arba metodas, yra idealus ir amZinas, nors ir
nedaugelis Zmoniy jj mato; daZniausiai net pats kiiréjas jo nepastebi daugel] mety ar net visa
gyvenima, jeigu nepatenka i salygas, duodancias tai pajusti.

20. Galbiit kalbéjimas, komunikacija yra supuve. Jie visiSkai uzvaldyti pinigy — ne atsitiktinai, o 18
prigimties. Kiryba visada buvo kas kita, nei komunikacija. Galbiit svarbiausia bus susikurti
nekomunikacijos saleles, i§jungiklius, kurie leisty iSvengti kontrolés.

21. Jeigu menininkai daugiau aiskinty, zmonés labiau mégty mena.

22. Ypac truksta paciy dailininky samprotavimy apie dailg musy kultiirai. Tokie samprotavimai,
manau, padéty ieSkantiems kontakty su daile zmonéms jveikti tas klititis, kurias Siyjy sgmonéje sukiiré

netikusi Svietimo sistema ar gyvuojantys visuomenéje prietarai; jais, kaip rimta paspirtimi dailétyrinei
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analizei, neabejotinai pasinaudoty dailétyrininkai; o ir patiems dailininkams, argi nejdomu bty
susipazinti su kitu zodinéje sferoje?..

23, Kad ir kokia jmantri biity objekto stilistika, kartais juk sakoma, kad Zitrovas ,,atsiduoda“ meno
kuriniui. Norédamas gyventi objekto gyvenima, zitirovas netgi gali biiti abejingas ir pasaipus. Jis
priima objekta pagal jo salygas, jam nieko neprimeta. Intensyviausio estetinio intereso momentais
suvoke¢jas ,,pameta“ save meno objekte.

24. Menininkai pradé¢jo dirbti horizontalioje plotméje, sinchroniskai judédami nuo socialinés temos
prie temos, nuo politinés polemikos prie polemikos, tai ne vertikaliai, o diachroniSkai jungdami su
disciplininémis meno medijy formomis.

25. Jei atimant kitas dydis né kiek nesumazés ir vél pridedant nepadidés, tai aisku, kad tai, kas
pridedama ir atimama, yra niekas.

26. Spektroskopija jau seniai naudojama medziagy sandarai bei cheminiy medziagy pokyc¢iams
nustatyti — tai spektrinés analizés metodas. Sios analizés metody panasumas yra tas, kad tiriamoji
medziaga nesuardoma, o tyrimo metodikos lengvai modifikuojamos ir automatizuojamos. Be to,
spektrine analize galima nustatyti nedidelius medziagy kiekius netgi pakankamai sudétingose
sistemose.

27. Dauguma dailétyrininky pasitelkiamy teorijy yra skolintos i§ kity mokslo sri¢iy. Skolinantis j
dailétyrg perkeliamas teorijos pozitris ir tik i$ dalies — teorija lydintys tyrimo instrumentai, haudojami
kitoje srityje. PavyzdZiui, psichoanalizés prieigg pasirinke dailétyrininkai pripazjsta trinar¢ psichikos
struktiira, taciau kalbéjimo terapijos metodo netaiko.

28. Monografija raSoma atsisakant modernistinés gryninimo strategijos (Latour, 2004 (1991)), tyrimo
objekta analizuojant kompleksiskai, vengiant jj grieZtai skaidyti j atskirus kontekstus (tai atlieckama
tik retkarciais, norint akcentuoti skirtingus raiSkos btidus). Todél Cia susipina meninio tyrimo
praktikavimo kontekstai: meno pasaulis susisieja su akademiniu ir universitetiniu lauku, kuriame
(ivairiy moksly) tyrimai glaudziai susije su edukacija.

29. I8 zodyno matome, kad lietuviy k. Zodis , tirti* ar ,,tyrinéti* turi daugiau reikSmiy nei angliskasis
,Jresearch®.

30. La [latviskai - J.L.] . tirs ‘Svarus, nesumiSg¢s, nesumaiSytas, nepadirbtas, nesuklastotas’,
lie. tyras ‘Svarus, plikas, dykas, negyvenamas, tus¢ias, neuzauggs misku’ bei vediniai lie. tyras ‘dyka,
negyvenama zeme, stepé€, litinas, plika vieta’, tyruliai (pl.) ‘didzios ir gilios pelkés.

31. Posthumanistinéje bukléje kvestionuojama pati perskyra tarp zmogiskosios ir nezmogiskosios
plotmiy: antropocentrizmas kei¢iamas biocentrizmu, Kkitaip tariant, siekiama apsvarstyti pacia
gyvybe, kuri nebiitinai yra tik zmogiSka. Posthumanistiniy tyrimy akiratyje atsiduria gyviino

klausimas, santykis su gyvaja ir negyvaja aplinka, taip pat apmastoma biklé ty kiiny, kurie neturi
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pilieCio arba asmens statuso — tai pabégéliy kiinai, infekuotyjy kiinai, nejgaliis ar neveiksnis kiinai,
kurie neatitinka liberalaus, laisvo ir autonomisko subjekto kategorijos. Siuo poZifiriu posthumanizmas
implikuoja reliacinj subjekta, neiSvengiamai susijusj su kitais zmogiSkais ir nezmogiSkais kiinais bei
gyvenamaja aplinka, imanentiSkai jsiSaknijusj savo egzistavimo buiduose. Pagrindiné posthumanizmo
prielaida yra kiekvieno esinio ir subjekto materialumas ir susietumas, saglygojantys, jog Sias sgsajas
tyrinéjanti mintis taip pat imanentiSka materialiam pasauliui.

Siuo pozidriu posthumanizmas turéty biti aidkiai skiriamas nuo transhumanizmo, kuris reiskia ne
Zmogaus sampratos atmetima, bet, prieSingai, Zzmogiskyjy gebéjimy pratgsimg pasitelkus naujasias
technologijas.

32. Kaip minéjau, iSsamiy meninio tyrimo metodologijos vadovéliy néra. Galima isskirti dvi
pagrindines skirtingas pozicijas, i§ dalies atsakancias i $ig stoka. Viena teigia, kad meninio tyrimo
metodologija — tai tiesiog meno praktika, todél nejmanoma suformuoti vienos metodologijos,
kiekvienu atveju reikia remtis atskiros meno praktikos naudojamais kiirybos metodais. O kiti bando
jvardinti meninio tyrimo metodologija, remdamiesi mokslinio tyrimo metodologija ar tiesiog jai
oponuodami, darydami prieSingai, nei ji sitlo.

33. Gatveése netrukus matysime vien tik menininkus ir bus litidniausia pasaulyje ten atrasti Zmogy.
Dans la rue, on ne verra bientdt que des artistes et on aura toutes les peines du monde a y découvrir
un homme. [Arthur Cravan frazé verté J.L.].

34. Kas yra kurybiné klasé? Pasak R. Floridos (2002), kiirybin¢ klasé tai — Zmonés, gaminantys
ekonomines vertes savo kiirybine veikla. Kitaip sakant, tai — Zmonés, kurie kurdami prisideda prie
ekonominés geroves, prie visuomengs ir valstybés ekonominio augimo. Taigi jy kiiryba dvejopa:
viena, jy veikla — kiirybing, kita, Sia veikla jie sukuria tam tikrg bendrgji produkta, todé¢l dalyvauja
ekonominiame gyvenime. Taigi pagal §] apibrézima kirybinés klasés atstovai sukuria dvejopa
verte — kurybing (siaurgja prasme — mening) ir ekonoming (siaurgja prasme — piniging).

35. Tikras menas prieSinasi interpretacijai. Todél gali kada panoréjes griZti prie kiirinio ir ,,iStraukti*
naujy minciy, rasti galimybiy.

36. ISSauta strélé Siuo momentu nejuda, o kybo ore. Ir taip yra kiekvieng akimirka. Kadangi laikas
sudarytas i§ akimirky, strelé niekada negalés pajudéti 1§ vietos.

37. Greitai nusigrezé Pers¢jas nuo gorgoniy [mieganc¢iy —J.L.]. Bijo iSvysti jy baisius veidus: pakanka
vieno zvilgsnio ir pavirsi akmeniu. Pazvelgé Perséjas | Aténés Paladés skyda, kuriame lyg veidrodyje
atsispind¢jo gorgonés. Kuri gi 1§ jy Meduza?

38. Nyce buvo pirmasis mastytojas, kalbéjes apie filosofy teorijas kaip apie simptomus. Pavyzdziui,
jei, anot tavo filosofinés teorijos, materialusis pasaulis téra iliuzija, vadinasi, dél vienokiy ar kitokiy

priezaséiy tu nori tg pasaulj neigti (Sopenhaueris, gyvenimui sakantis ,,ne“). Filosofiné teorija néra
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objektyvus ir neSaliSkas bandymas apibudinti realybe. Filosofiné teorija yra nesamoningas pagalbos
Sauksmas, visai kaip psichosomatinis simptomas, kurio reikSme¢ gali perskaityti tavo
psichoterapeutas. Kai Nyce¢ ,,Antikriste* vadina Kantg idiotu, jis visai nejzeidin¢ja didziojo filosofijos
genijaus, anaiptol! Tik idiotas, pasak Ny¢és, galéty gyventi pagal Kanto filosofing sistemg. Idiotizmas
buvo Kanto liga. Varg$as Kantas! Kas i§ pirmo zvilgsnio mums atrodo kaip Nyc¢és ad hominem
argumentai nukreipti pries kitus filosofus, i§ tiesy yra diagnostikos terminologija. Biitent tod¢l Nyce
vadino savo filosofija papras¢iausiu simptomatologija, o save laiké gydytoju, skaitytojams sitilanciu
mazas filosofines aforizmy dozes.

Spekuliatyvusis realizmas — filosofinis judéjimas, inicijuotas filosofy Quentin Meillassoux, Réjaus
Brassiero, Ajano Hamiltono Granto ir Grahamo Harmano, taip pat galéty buti laikomas filosofine
simptomatologija. Anot spekuliatyviyjy realisty, pagrindinis Vakary filosofijos simptomas nuo Kanto
iki Siy dieny yra Koreliacionizmas — Filosofiné pozicija, anot kurios, viskas, ka mes galime
apibudinti, téra musy kaip subjekty santykis su objektais. Kalbéti apie objektus pacius savaime
paprasciausiai nejmanoma.

39. Didinant kritimo kampa, didéja ir lGzio kampas, tod¢l galima pastebéti, kad esant smailiam
kritimo kampui lizio kampas bty lygus 90°. Toks kritimo kampas, kuriam esant lizio kampas lygus
Kai spindulys krinta kampu, didesniu uz ribinj kampa, susidaro visiskasis vidaus atspindys.

40. Pradiné problema — estetiSkumo egzistavimas. Klausimas nuo seno suprantamas alternatyviai: ar
estetiSkumas yra paciy tikrovés reiSkiniy savybe, taigi — egzistuojanti nepriklausomai nuo Zmogaus
sagmongs (nuo patiriamo poveikio), ar prieSingai — jis egzistuoja tik Zmogaus atzvilgiu ir prie tikroves
reiSkiniy estetiSkumg galima priskirti tik todeél, kad jis sukelia tam tikrg jspiidj, poveikj? Tai
estetiSkumo biities problema. Tokig jos sampratg puikiai iSreiSkia klasikinis viduramziy filosofo
Augustino formulavimas:* Ir pirmiausia a$§ pasakysiu: ar daiktai graziis todel, kad jie teikia
pasitenkinima, ar jie teikia pasitenkinima todé¢l, kad yra graziis?

41. Pradékime nuo svarbiausiy dalyky. Kiirybingumas néra tas pats, kas intelektas. Viename darbe
skirtumas apibendrinamas taip: ,,Daugelyje tiriamyjy darby kiirybingumas suprantamas kaip
kognityvinis gebéjimas, savarankiskas kity protiniy funkcijy atzvilgiu ir visai nesusijes su geb&jimy
, grupuojamy siejant su zodziu ,,Intelektas™ visuma. Nors intelektas —gebéjimas spresti problemas ar
apdoroti didelius kiekius duomeny — palankiai veikia kiirybinj potenciala, taciau néra lygiareikSmis
kiirybingumui.

42. Parody kiiréjy su(si)reikSminimas ne kartg buvo ir kritikuotas, klausiant, ar meno pasaulyje dar
liko vietos menininkams, kuriuos kuratoriai vis labiau iSnaudoja, uzsiimdami ne tik jy produkcijos

sklaida ir jos vertés kiirimu, bet ir priskirdami sau dalj kiiriniy autorystés. Si polemika paremta
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pamatiniu klausimu apie tai, kas turi daugiau teisiy reprodukuoti kiirybiskuma, jkiinyti kirybine
poky¢iy energija meno lauke. Pasak meno kritiko Jano Verwoerto, §is klausimas negali biti atsakytas,
nes sudaro meno lauko formavimosi esme¢ — per tokias simbolines kovas laukas ir yra konstruojamas.
Todél tiriant Siuolaikinio meno parodas, produktyvesnis kelias — ne testi gincus dél uzimamy pozicijy,
o gilintis ] kiirybinius jy sudarymo principus.

43. [...] neverta kalbéti apie ,,konceptualyji“ mena, kaip apie atskirg zanrg, nes visas Siuolaikinis
menas yra pagal apibrézimg konceptualus. PavyzdZziui, gera parodos koncepcija jau tarsi atskiras
meno kiirinys, o kirinys, nesiekiantis sukurti naujos koncepcijos, atkrinta j amzinai pasenusio
modernizmo buhalterija.

44. Kolimatorius — (pranc. collimateur < lot. collineo — nukreipiu tiesiai, taikau) — fiz., tech. optinis
jtaisas lygiagretiems Sviesos spinduliams gauti, sudarytas i§ objektyvo arba jgaubto veidrodZzio, kurio
zidinio plokStumoje yra Sviesos Saltinis arba apSviestas daiktas (diafragma, plySys, sukryzminti sitilai,
skalé); Sviesos Saltinio spinduliai, peréje per objektyva arba atsispindéje nuo veidrodzio, yra
lygiagretis; k. vartojamas spektriniuose, optiniuose mechaniniuose prietaisuose.

45. Farmakonas — tai vaistas, ir nuodas, jo poveikis, taigi ir prasmé, priklauso nuo to koks kiekis ir
kokiomis aplinkybémis vartojamas.

46.

1

Gyveno duobkasys kapuos
Ir kasé mirusiems duobes,
Dainuodamas zodzius dainos :
Gyveno duobkasys kapuos
Ir negalvojo niekados,

Kas mirus duobg jam iSkas.
Gyveno duobkasys kapuos
Ir kasé mirusiems dubes.

2

Bet vieng kartg vakare
ISvarges griuvo ant duobés.
Nutilo l@ipose daina...

Bet vieng kartg vakare
Palaidojo jis pats save,
Papuostas jkapém nakties.
Bet vieng kartg vakare
ISvarges griuvo ant duobés.

1943.X11.6
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47. Modernusis mokslinis mastymas formuoja ne tik politikos, bet ir poezijos supratimg. Tai, kas
netinka mokslui iS§stumiama i poezijos sritj. Sudétingas visuomenés gyvenimo audinys suvedamas }
skaiCius ir teorines abstrakcijas.

48. [Aibiy teorijos paradoksas-J.L.] Bene garsiausias yra toks: padalinkime aibes j dvi klases: tas,
kurios néra savo paciy elementai, ir tas, kurios yra savo paciy elementai. Aibés, priklausancios
pirmajai klasei, vadinamos normaliomis. Dauguma jprasty aibiy yra normalios. Antai planety aibés
elementai yra Merkurijus, Zemé, Venera ir t. t., bet pati planety aibé néra savo pacios elementas. Kita
vertus visy bibliografijy bibliografija turi biiti savo pacios (kaip aibés) elementas, prieSingu atveju ji
nebuty bibliografijy bibliografija. Kitaip tariant, visy bibliografijy bibliografija yra aibé, kuri néra
normali.

[...] Taciau kebli problema iSkyla suformavus paprastg klausimg — ar visy normaliy aibiy aibé yra
normali aibé?

Nesunku numanyti, kad j $j klausimg nejmanoma atsakyti nepriestaringai. Jei $i aibé yra normali, tai
ji yra visy normaliy aibiy aibés, tai yra pacios saves, elementas, i$ ko iSplaukia iSvada, kad ji néra
normali. Jeigu §i aibé néra normali, ji turi biiti savo pacios elementas, o kadangi visy normaliy aibiy
aibés visi elementai yra normalios aibés, vadinasi, ji yra normali. Trumpai tariant, jei $i aibé yra
normali, ji yra nenormali. Akivaizdus paradoksas, priestaraujantis sveikam protui.

49. Praktika yra tada, kai viskas veikia, ta¢iau niekas nezino, kodél. Teorija yra tada, kai visi viskg
Zino, taciau niekas neveikia. Misy laboratorijoje Sie du dalykai yra susieti — niekas neveikia ir niekas
nezino, kodél. Tekstas ant Kembridzo universiteto laboratorijos dury.

50. Svarbiausi neatsakyti klausimai apie kompiuteriy poveikj vaikams devintame deSimtmetyje [ XX
a.- J.L.] yra $ie: kokius zmones patrauks kompiuteriy pasaulis, kokius talentus jie atsine$ ir kokius
prioritetus bei pasauléziiirg jie primes auganc¢iai kompiuterinei kultirai. [...]

Kaip pavyzdj paanalizuokime veikla, kuri daugeliui atrodyty nesusijusi su kompiuteriais ir vaikais:
naudojimasi kompiuteriu kaip raSymo priemone. Man raSymas reiSkia, kad i§ pradZiy paruoSiamas
juodrastis, kuris paskui gana ilgg laikg tobulinamas. Isivaizduodamas rasSytojo darba, a§ manau ir
»hepriimtino* pirmojo varianto parengima, ir jo tolimesnj perdirbima, kol raSinys tampa tinkamas.
Taciau jei buc¢iau treciaklasis, man tokia veikla biity nepriimtina. Pats raSymo procesas man atrodyty
létas ir varginantis. Sekretorés as neturéciau. Daugumai vaiky teksto perraSymas yra toks varginantis
darbas, kad juodrastis daznai yra ir galutinis variantas, o gebéjimas dar kartg kritiSkai perskaityti taip

ir nejgyjamas.

51. Poveikis — astuoni jaunuoliai, astuonios pavadinimo raidés.

52. Piesinio ,,skaitymas‘ — ne instinktas.
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53. Isskirtinis metodikos aspektas — sukuriama tiesioginio bendravimo erdvé — pozuotojas ir
menininkas tampa lygiaverciais dalyviais.

54. Popieriaus lape svarbu iSanalizuoti SeSélines démes, kadangi vizualiai formas matome dél
$viesesnés, pustoninés ir §e§élinés dalies. Svarbu nesupainioti $eséliy su pustoniais. Ses¢ling deme
sudaro nuosavas objekto ir nuo jo krintantis Se$éliai. Nuosavas Siek tiek Sviesesnis uz krintantj, nes
yra ap$vieCiamas vadinamosios antrosios Sviesos — reflekso, kuris atsiranda, kai ant daikto krinta
Sviesa, atsispindinti nuo kity objekty, tarkim, nuo pagrindo, ant kurio yra objektas, arba nuo Salia
esancios kokios nors plokStumos.

55. Sie darbai gimé tyrin¢jant kaip migloti, tik miisy mintyse egzistuojantys vaizdiniai paveréiami
fizingje realybéje gyvuojanciais ir jai jtaka daranciais vaizdais. Analizavau Zzmoniy, kuriy nejmanoma
pamatyti ar nufotografuoti, portrety kiirimo buidus.

Septyniy daliy dialogas tarp 2007-yjy ir 2014-yjy teksty yra saves perkiirimo ir atnaujinimo
liudijimas, kur kiekvienas skyrius tikrina ankstesnjjj, nebiitinai ji patvirtindamas arba paneigdamas.
57. Sunku pasakyti, kodél taip susiklosté Zzmoniy mastymas, tac¢iau dauguma i§ misy vaizda linke
vertinti labiau, nei kitomis juslémis gaunamg informacija.

58. Vizualumas tapo problema mastantiems zmonéms.

59. Ir Sioje vietoje daryciau prielaida, kurig bandysiu ir jrodyti Siame darbe, jog netikrumas yra ta
rezonanso linija, per kurig gali susijungti meno kirinio ir zitrovo pasauliai: kai meno kiirinyje
»aptinkame* tg patj netikruma, kurio amziuje dabar gyvename ar kurio biisenoje esame patys, kiirinys
»suskamba®, jis yra labai paveikus ir rezonuoja su ziiirovo tikrove toliau uz balto ar juodo kubo riby.
60. Cia nuolatos svyruojama tarp to, kas zinoma, akivaizdu, ir to, kas jsivaizduojama ar
projektuojama, kas gali ir negali biti suZinota. Sis ,,susvyravimas“ yra ypatingas netikrumo bruozas,
kitaip nei aiSkumas ar visiSka nezinia, atveriantys kitas ir kitokias pazinimo erdves.

61. Netikrumas paskatina klausti ir ieSkoti. Jis uzduoda tong veiksmui ir sako, kad tik tuomet, kai
jauciames del kazko netikri, kai vyksta tikrumo ieSkojimas, vyksta ir pats gyvenimas.

62. Taciau daznai nutinka taip, kad menininkui néra iki galo aiSku, kaip jvardyti ir reflektuoti tam
tikras patirtis bei jy pasekmes, o kiiryba tampa nesibaigian¢iu bandymu tai i$siaiskinti.

63. Ar apskritai jmanoma kelti autentiskos patirties klausimg Siuolaikiniy posthumanistiniy diskursy
kontekste?

64. Meninis raSymas tarpsta tarp literatiiros, filosofijos, meno teorijos, mokslinio tyrimo ir kity
legitimuoty statusg turiniy teksto zanry ir yra i§ principo tarpdiscipliniskas. Tai literatiiros forma,
kuriai maziausiai riipi literattira.

65. Vystydama §j projekta, naujumo nei siekiau, nei ieSkojau.
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66. Tikrumo paieSkos paskatino gilesnio dabarties pazinimo link eiti per buitajj laikg — | ateitj judéti

darant laiko lanksta. Toje laiko kilpoje ir pasiklydau.

67. Ar mano — tai tas pats, kas as?

68. Negaliu atskirti kiirybinés dalies nuo teorinés, nes jos abi glaudziai susije.

69. Cia ir slypi paradokso esmé, kad tapyba atskilus nuo ,,oficialiojo* pasaulio, pagimdé daug naujy

zaidimy, bet pati liko savo ,,rémuose®, nes jos kaita greitai tapdavo norma ir ,,klasika“ (pvz., Picasso,

Andy Warhol ir pan.).

70. Mangs tikslingai néra, nes tiek fotografuojant, tiek ir tapant noriu likti treciuoju asmeniu

(pasakotoju), savotisku stebétoju, turinciu galig viska keisti.

71. Bibliografijos atranka — dar vienas elementas, kuris suteikia mano tyrimui specifiniy laikisSkumo

bruozy, nes orientuojuosi | dabarciai aktualius autoritetus, kuriuos, tikétina, i§stums kiti vardai ir

tekstai.

72. Brikoliazu gali buti laikomas ir intelektualus meistravimas, kai i§ ankstesniy socialiniy diskursy

daliy kuriamos naujos ideologinés konstrukcijos.

73. Mastymas objektais, vaizdy fragmentais ir atsitiktiniais vaizdais, paradoksaliomis jy sasajomis,

pasinérimas ] netikétas asociacijas yra mano kiirybos instrumentai ir medziaga kitiems asociatyviems

vaizdams ir koncepcijoms kurti.

74. Taigi, nors menininkas ir negali pilnai atsiplésti nuo subjektyvumo (bent jau, tiek, kiek sugeba tai

padaryti mokslininkas), jis gali iki tam tikro laipsnio derinti pirmo ir trecio asmens perspektyvas.

75. Naujausi tyrimai datuoja vaizduojamojo meno atsiradima Europoje maziausiai prie§ 64,8 tukst.

mety ir vienareikSmiskai sieja jj su Homo Neanderthalensis kultiira.

76. Moraliai tobulam individui demonai néra pavojingi. Atitinkamai, jie gali buti tyrin¢jami ir

klasifikuojami — panasiai, kaip egzotiniai gyviinai. Salia zoologijos gali egzistuoti demonologija.

77. Be to, tiesmukas pasakojimo iliustravimas griauna teksto iSraiska bei tiesiogiai jai prieStarauja.

Rasytojas gali vaizduoti ,,spalva i§ kito pasaulio®, taciau tapytojas yra apribotas regimojo spektro

spalvomis. RaSytojas gali pasakoti apie miestg, kurio architektiira paremta ,,neeuklidine geometrija“,

taCiau dailininkas neturi galimybés tiesiogiai pavaizduoti Sios architektiiros ant euklidinés

plokStumos.

78. Mano mokslinio tyrimo rezultatai kaskart kiti, net atliekant tokj patj eksperimentg tokioje pacioje

terpéje, tais paciais jrankiais.

79. Kaip nesukonstruoti saves tekstu. Neuzbaigti savo gyvo ir takaus buvimo. [...] pusantry mety

skaiCiau seng teksta ir bandziau priversti ji kalbétis su atéjusiu nauju tekstu.

80. Zinoma, galiu apibrézti $iy 30 tikstanéiy Zodziy padéjimo vieta. Tai tredias Mazvydo bibliotekos

aukstas. Mazas kambar¢lis su vaizdu j Lukiskiy kal¢jimg. Du stalai sustatyti statmenai sienai deSinéje,
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keturi — sustumti centre i8ilgai patalpos. Teksty lentyna uzdarytoje spinteléje uz nugaros darbuotojai.
Leidiniai uzsakomi i§ anksto. Pilki virSeliai, vienodas formatas. Raudonai mélyny raidziy ir herbo
derinys.

81. Trecias —,,Kurybiné pozicija“, gi nesakysiu, kad mano kiirybiné pozicija yra tokia ir tokia, kalbant
turéty paaisketi, kokia yra mano kiirybiné pozicija.

82. Gal daug geriau turéti priemon¢ anomalijai panaikinti ir jos nepanaudoti nei i tiesy sunaikinti
anomalija?

83. Nagrinéjant meno kirinj ne kaip hermetiskg objekta, o kaip epochai budingy idéjy ir jausmy
ikiinijima, yra logiSka nagrinéti ir menininko pozicijg visuomengje, socialines bei kultiirines terpes,
suformavusias rezultata.

84 [...] meninis tyrimas autoriy privercia buti savo paties kiirinio Zitirovu, o §iuo atveju — jau paciame
kiirybos procese sagmoningai siekti kuo didesnés radiniy jvairoves.

85. Kuomet Zzmogus imasi kurti save kaip meno kiirinj, nezilirint gyvenimo nenuspé€jamumo, jis
sulydo savyje kiiréjg ir kiirinj.

86. Reikalinga iSlaikyti kritiSkg pozitiri i nuolatinj reikalavimg produkuoti Siuolaiking kultiirg, meno
rezultatg ir tam iSeikvojamas kiirybines jégas. Aktualumo prievol¢ yra tapusi SiuolaikiSkumo salyga...
87. Technologija neturi prisitaikymo prie Zzmogaus principo.

88. Informacinés eros pagrindu susiformaves nematerialaus kapitalizmo poveikis kultiiros laukui
sudare salygas skaitmeniniy technologijy ir meninés produkcijos srityse jsitvirtinti naujiems meno
kiirinio sandaros principams, kurie tarpdisciplininémis praktikomis pakeité ir toliau keicia Zanro ir

autorystés sampratg.
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0. Apie autoriy

PR

individualiy kairiniy iki 2029 mety nekuriantis menininkas, kuris nekalba angliskai ir yra tikininkas,
mokantis pranciiziSkai. Gyvenimo kelig pradé¢jo 1976 metais Rietave, Siuo metu su Seima gyvena

NarvaiSiuose, Plungés rajone.

Per savo kurybinj gyvenima yra sukiires 256 kiirinius, kurie rodyti jvairiose parodose. Menininkas
yra surengges 18 personaliniy parody, sudalyvaves 99 grupinése parodose, i$ kuriy 45 — ne Lietuvoje.
Kur¢jas yra linkegs bendradarbiauti su kitais menininkais. Nevengia meniniy projekty rasymo,
igyvendinimo, parody organizavimo bei katalogy sudarin¢jimo. Domisi postprodukcinés raiskos

perspektyvomis.

Personaliné vaizduojamojo meno praktika apima skulptiiras, objektus, instaliacijas, akcijas,
performanso meng, tekstus, videomeng ir fotografijas. 2001 m. skulptiiros studijas VDA baiggs
menininkas issiskiria autentiSku priéjimu prie tokiy Siuolaikiniame mene aktyviai svarstomy temy
kaip autorysté, instituciné galia, ekonominé meno verté, meno ir gyvenimo ribos (ar jy nebuvimas).
I8keldamas Sias problemas, J. Laivys neretai pasitelkia apropriacijos strategija, samoningai tiesmuka
retorikg, budingg masinei ir biurokratinei kultiirai. Konceptualius gestus autorius jungia su tikrais

fiziniais gestais. Santykius su kiiriniais apibrézia kaip atskiry kiiriniy tarpusavio sgsajg.

2021 Kleopo draugijos inf.
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1. IZanga apie 2017-2021 m. vykdyta veikla

Doktorantiiros studijy laikotarpiu pagal praktinés dalies plang buvo jgyvendintos SeSios personalinés
parodos, pristatancios skirtingais kiirybiniais laikotarpiais realizuotus sumanymus. Dauguma 1979—
2015 m. datuojamy kiiriniy eksponuoti pirma kartg. Visos parodos surengtos atokiau nuo stambesniy

kultiiros traukos centry, siekiant atkreipti démesj, kad meno poreikis ir trilkumas jau¢iamas visur.

Ketveriy mety laikotarpyje buvo tgsiami anksciau pradéti kiirybiniai projektai, kuriy jgyvendinimo
koordinatés ir baigiamieji akcentai nevisais atvejais sutampa su konkreciu studijy periodu Vilniaus

dailés akademijoje (toliau — VDA).

Nemaza praktinés kiirybinés veiklos dalj uzémé tiesioginis bendradarbiavimas su jvairiy sri¢iy
menininkais, neapsiribojant vien vizualine iSraiska propaguojanéiais karéjais. Siuo atveju vykdyta

kiirybinj darba trumpai galima apibiidinti kaip bendradarbiavimu grista, jvairialype kultiirine raiska.
[$samesné dokumentacija su apraSymais [zr. p. 19-55].
2. Skirtingy veikly santrauka

Isklausyti penki paskaity kursai [zr. p. 9-10]. Perskaityti du praneSimai mokslinése konferencijose
[zr. p. 10]. Publikuotas vienas straipsnis mokslinéje spaudoje [zr. p. 10]. Kiriniai pasirodé
keturiolikoje grupiniy ir SeSiose personalinése parodose [zr. p. 10—11]. Surengti keturi susitikimai su
publika [Zr. p. 11]. Organizuota/kuruota trylika parody, kuriose savo kiirinius eksponavo Lietuvos ir
uzsienio meno karéjai [Zr. p.11-12]. Igyvendintos aStuoniasdeSimt septynios bendradarbiavimo
veiklos su skirtingy discipling menininkais [zr. p. 12—14]. Surengti du workshop‘ai (meno talkos),
kuriuose dalyvavo trisdesimt trys jaunieji kuréjai [zr. p.14-15]. Pedagoginé veikla uzémé keturis
Simtus septyniasdeSimt darbo valandy. [Zr. p. 15]. Parasytos $eSios recenzijos VDA studentams [Zr.
p. 15-16]. Buvo atstovaujama penkiose skirtingose kulttros politikg formuojanciose komisijose [Zr.
p. 16]. Karybiné veikla pavieSinta ziniasklaidoje keturiolika karty [Zr. p. 16-17]. Publikuotos kiiriniy

dokumentacijos septyniuose leidiniuose apie meng ir kultiirg [Zr. p. 17].
3. ISpléstinis aprasymas

3.1 ISklausyti paskaity kursai

Meninio tyrimo seminaras: doc. Julijonas Urbonas

Praktinis rasymo gebéjimy ugdymas: dr. Skaidra Trilupaityté

Atminties kultira: prof. dr. Giedré Mickiinaité
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Teorijos praktika ir praktikos teorija meniniame tyrime: doc. dr. Vytautas Michelkevicius
Pasakojimo dirbtuvés Biografinés istorijos: Milda Varnauskaité
3.2 Dalyvavimas mokslinése konferencijose

Mokslinis tarpdisciplininis seminaras ,,Simboliai, meniniy formy kaita ir vieSoji erdvé®. 2018 m. kovo
23 d. Vilniaus Gedimino technikos universitetas, Architektiiros fakultetas, Traky g. 1, Vilnius.

Organizatorius: VGTU Architektiiros fakulteto Architektiiros pagrindy, teorijos ir dailés katedros.

Tarptautiné moksliné konferencija ,,Menas valstybéje — valstybé mene*. 2018 m. geguzés 10-11 d.

Nacionalin¢ dailés galerija (toliau —NDG), Vilnius. Organizatorius: VDA Dailétyros institutas.
3.3 Publikuoti straipsniai

Laivys, J. ,,Meno kiiriniy kapinés — paslauga menininkams®, in: Menas valstybéje — valstybé mene
(Acta Academiae Artium Vilnensis, Nr. 94). Sud. L. Michelkevi¢é ir A. Trakselyté. Vilnius: Vilniaus
dailés akademijos leidykla. 2019, p. 342-374.

3.4 Personalinés parodos

2021 Zalios lankos, Akademijos galerija, Vilnius, Lietuva

2020 Uz bazés sieny, Saltoj o karo muziejus, Plokstiné, Lietuva

2020 Akademinio periodo kiiryba, Galerija ,, Trivium®, Vilnius, Lietuva

2019 Perziira Nr. 3 Ne vien bebro darbas, ,,Vieno kiirinio galerija“, Plunge, Lietuva
2019 Perziuira Nr. 2 & TAI BUVO MENAS, VDA Telsiy dailés galerija, Lietuva
2018 Perzitira Nr. 1 Su ta pacia gramatine klaida, M. K. Oginskio meno mokykla, Rietavas, Lietuva
3.5 Grupinés parodos

2020

Pokalbiai su gamta, Zemai¢iy dailés muziejus, Plunge, Lietuva

Meniné erdvé GOVIiT-20, Narvai$iy k., Plungés r., Lietuva

Aksesuarai, $ivolaikinio meno ir mados festivalis ,,Virus’25, Siauliai, Lietuva

2019

XVII a., menininky dienos centras ,,Autarkia®, Vilnius, Lietuva
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,,Titanikas®, Vilnius, Lietuva

Saldus ateities prakaitas, NDG, Vilnius, Lietuva

Vilniaus kontekstai Projektas ant reklaminiy stendy vieSojoje erdvéje, Vilnius, Lietuva
2018

Vakarop, mobili $iuolaikinés skulptiiros paroda, Siluté, Silalé, Gelgaudiskis, Lietuva
Mokslas ir gyvenimas, VDA parody salé ,, Titanikas®, Vilnius, Lictuva

Malonés cirkas, Antano Mon¢io namai-muziejus, Palanga, Lietuva

2017

Susitikimo pradzia, Modernaus meno centras, Vilnius, Lietuva

Meny zona, Klaipéda, Lietuva

Ateini ar iseini?, Kauno paveiksly galerija, Lietuva

YRA IR NERA: paminklo (ne)galimybé, 11-o0ji Kauno bienalé, Lietuva

3.6 Personalinés kiirybos pristatymai auditorijose (susitikimai su publika)

Parodos Perziiira Nr. 1 Su ta pacia gramatine klaida ir kiirybos pristatymas Rietavo Mykolo Kleopo
Oginskio meno mokyklos bendruomenei. Organizatorius: Kleopo draugija, 2018 03 27.

Parodos Mokslas ir gyvenimas pristatymas-konferencija VDA parody saléje ,,Titanikas®.
Organizatorius: VDA doktorantiros skyrius, 2018 04 06-07.

Kiarybine veikla pristatanti paskaita-diskusija VDA skulptturos katedroje. Organizatorius: VDA
skulptiiros katedra, 2020 02 21.

Kurybing veikla pristatanti paskaita Plungés meno mokykloje. Organizatorius: Plungés meno
mokyklos dailés skyrius. 2020 02 23.

3.7 Organizuotos parodos

2017 Igar Karzun fotografijy paroda Kroki supakoju (Ramybés zZingsniai), ,,Vagos™ knygynas,

Plunge, Lietuva
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2017 Zemés meno projektas ir paroda Pokalbiai su gamta Il, Plungés kultiiros centras, Plunge,

Lietuva

2019 Zemés meno dokumentacijy paroda Pokalbiai su gamta 11, VDA, Telsiy galerija, Telsiai,

Lietuva
2020 Pokalbiai su gamta. Finalinis etapas, Zemaiciy dailés muziejus, Plungé, Lietuva

2020 Simonos Martinkutés paroda (Ne)skaitoma informacija, ,,Vieno kiirinio galerija“[1 kg], Plungg,

Lietuva

2020 Gasparo Kubiliaus paroda Nuo juoko iki beprotybés, ,,Vieno kiirinio galerija“ [1 kg], Plungg,
Lietuva

2020 Emilio Vélyvio paroda Karvés kaukolé, ,,Vieno kiirinio galerija“ [1 kg], Plungé, Lietuva

2020 Tomo MartiSauskio paroda Solanum tuberosum, ,,Vieno kirinio galerija® [1 kg], Plungeé,

Lietuva

2020 Mindaugo Simkevi¢iaus paroda Cia verta sugrizti kasdien, ,,Vieno kirinio galerija® [1 Kg],

Plungg, Lietuva

2020 Prano Griusio paroda Zemaitijos titkstantmecio pabaigtuvés, ,,Vieno kiirinio galerija“ [1 kg],

Plungg, Lietuva

2020 Mindaugo LukosSaicio paroda Ateities griuvésiy meditacijos, ,,.Vieno kirinio galerija“ [1 kg],

Plungg, Lietuva
2020 Valdo Simug¢io paroda Laiskas, ,,Vieno kiirinio galerija“ [1 kg], Plungé, Lietuva

2020 Gailés Pranckiinaités ir Valentino Klimasausko paroda Karantino portretai, ,,Vieno kirinio

galerija“ [1 kg], Plunge, Lietuva

3.8 Bendradarbiavimas su kitais menininkais

2017

Ausra Trakselyte, [vietintas Siuolaikinis menas, kuirinio instaliavimas gamtoje.

Auridas Grajauskas, Fenomenologiné A. Mickiino kultiiros filosofija, kiirinio instaliavimas gamtoje.
Darius Vaicekauskas, Meno kiiréjy sgjungos veikla, kiirinio instaliavimas gamtoje.

2018
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Artiiras Raila, Pilkapis ir Rapesciy stulpas, kuriniy instaliavimas gamtoje.
Danas Aleksa, Sarkofagas, kiirinio instaliavimas gamtoje.
Jonas Vaitiektinas Ly#j turinti lova, kiirinio instaliavimas gamtoje.

Julija Docenko, Dainora Petrauskaité, Jevgenija Skaliova, Neliesti, nesiremti, nemesti, kirinio

instaliavimas gamtoje.

Auridas Grajauskas Zodynas cirko darbininkui su atsitiktiniu iSsilavinimu, fotografijy atranka
leidiniui.

2019

Donatas Jankauskas, Obelélé, kiuirinio instaliavimas gamtoje.

Mindaugas Lukosaitis, jvairiy pieSiniy rinkinys, kiirinio instaliavimas gamtoje.

Gintautas Lukosaitis, Ripintojélis, kiirinio instaliavimas gamtoje.

Dainius Liskevicius, Grupés DDD veikla, kiirinio instaliavimas gamtoje.

Laima Kreivyté, Agné NaruSyté, Jolanta MarciSauskyté, leva Mazuraité, Eglé Mikalajiné, Saldus

ateities prakaitas, parodos dokumentacijos instaliavimas gamtoje.

2020

Osvaldas Neniskis, Giesmeé, kiirinio instaliavimas gamtoje.

Darius Mik8ys, Tokijo zZudikas, kiirinio instaliavimas gamtoje.

Danas Aleksa, Deryby stalas, kuirinio instaliavimas gamtoje.

Rytis Saladzius, Serzanto Sievos vaidmuo, Kirinio instaliavimas gamtoje.

Tomas DaukSa, Venecijos grindinio akmens marmurinés, pasventintos kopijos skeveldra, kiirinio

instaliavimas gamtoje.

Vytenis Burokas, Autopoiesis. Bambos veltinys, kiirinio instaliavimas gamtoje.
Antanas Dombrovskij, garso takelio spektakliui id¢ja, kiirinio instaliavimas gamtoje.
Sigita Maslauskaité-Mazyliené, Mano princui, kuirinio instaliavimas gamtoje.
Saulius Mazylis, GrozZio kanonas, kiirinio instaliavimas gamtoje.

Remigijus Treigys, fotonegatyvai + 2 fotografijos, kiirinio instaliavimas gamtoje.
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Alvydas Lukys, fotodrobés (5 vienetai), kiirinio instaliavimas gamtoje.

Mindaugas Snipas, Kenotafas Stanislovas, kirinio instaliavimas gamtoje.

Mykolas Kimtys, Sv. Onos baznycia, kiirinio instaliavimas gamtoje.

Mindaugas Simkevi¢ius, Cia verta sugrizti kasdien, kirinio instaliavimas gamtoje.
Tomas MartiSauskis, Solanum tuberozum, kiirinio instaliavimas gamtoje.

Vytautas Michelkevicius, Kilpuojanti lempa: kambarys, kiirinio instaliavimas gamtoje.
Elena Kairyte, Atsisveikinimas su kumyrais, kiirinio instaliavimas gamtoje.

Gintaré Sokelyté, Mutual ritual, kiirinio instaliavimas gamtoje.

Vaidas Tamositinas, Visi pirmi puslapiai, kiirinio instaliavimas gamtoje.

Sartinas Kacionas, Gimes biiti palaidotu, kiirinio instaliavimas gamtoje.

Romualdas Ingirauskas, Anyks¢iy Sv. Mato bazny¢ios dury maketas, kiirinio instaliavimas gamtoje.
Dziugas Sukys, Kubas, kiirinio instaliavimas gamtoje.

Tomas Danilevicius, Vieta dekano dviraciui, kiirinio instaliavimas gamtoje.

Romas Matulis, Meilé, dziazas ir velnias, kuirinio instaliavimas gamtoje.

Michail Gulin, Butanas, kiirinio instaliavimas gamtoje.

Stas Ostrau, fotografija, kiirinio instaliavimas gamtoje.

Sergey Melni¢enko, fotografija, kiirinio instaliavimas gamtoje.

Menininkai, kuriy eskizai buvo isdidinti bei uzdokumentuoti 2017-2020 m. laikotarpiu: Vladas
Bastys, Michail Gulin, Tomas MartiSauskis, Mindaugas gnipas, Dziugas §ukys, Galagtion Eristavi,
Donatas Jankauskas (Duonis), Valdas Simutis, Darius Vaicekauskas, Darius Ziiira, Julija Docenko,
Gabriele Gricitté, Irma LesScinskaité, Jurga Lukminiené, Jolanta Rimkuté, Dainora Petrauskaité,
Antonina Slobodchikova, Asta Simkeviciené, Jevgenija Skaliova, Beata Zdramyté, Algimantas
Cerniauskas, Danas Aleksa, Laima Danilevi¢iené, Tomas Danilevi¢ius, Tomas Dauk3a, Nerijus
Erminas, Antanas Gerlikas, Artinas Gudaitis, Andrius LabaSauskas, Mindaugas Lukosaitis, Rimantas
Milkintas, Jurat¢é Motuziené, Audrius Novickas, Gediminas Piekuras, Ugné Pilitauskaité, Vladas

Suncovas, Kestutis Svirnelis, Mindaugas Simkevi¢ius, Marija Snipaité, Shingo Yoshida.
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Kurian¢io menininko tapatybé perdavimo sutartys 2017-2020 m. laikotarpiu: Auridas Gajauskui,

Ausra Traskelyte, Aisté Kisarauskaite.
3.9 Workshop*‘ai (meno talkos)

2018 03 27 Rietavo Mykolo Kleopo Oginskio meno mokykloje, dalyviai: Liepa Miskinyté, Elzé
Velykyté, Ausra Pleskyte, Gabija Straukaite, Urté Rubaviciiité, Ajanta Jocaité, Airida Poceviciute,
Goda Velykyteé, Justinas Celedinas, Kasparas Berenis, Manté Budzyté, Ernesta Rubaviéiate, Kristina
Bernotaité, Audrius Barauskis, Agné¢ RupSyté, Gabriel¢ Sabaliauskaité, Elizabeta Rubavicitté,

Karolis Jurkus, Gabrielé Gricitté, Emilija Griciaté, Fausta Adomaityté.

2019 01 30 Eksperimentingés laboratorijos VDA Telsiy fakulteto Metalo meno ir juvelyrikos katedra,
dalyviai: Leta Bal¢itinaité, Austéja Lukminaité, Ileva Rudzinskaité, Beatricé Sindaraviciuté, Evaldas
Vizbaras, Jokiibas Bernotas, Romas Gerasimenko, Zivilé Guigaite, Rasuol¢ Jautakyte, Egle

Vai¢iulyte, Tautvydas Zaliaduonis, Adelé Sumkauskaite.
3.10 Pedagoginé veikla

2020 Objekto menas kursas déstytas VDA Telsiy fakultete Taikomojo meno magistrantiiros studijy

programos 1 kurso studentams (pedagoginio darbo apimtis — 54 val.).

2019 Objekto menas VDA Telsiy fakultete praktiniy uzsiémimy ciklas magistrantaros studijy

programos 1 kurso studentams (pedagoginio darbo apimtis — 54 val.).

2019 Eksperimentinés laboratorijos, praktiniai uzsiémimai su VDA Telsiy fakulteto Metalo meno ir

juvelyrikos studijy programos bakalauro studijy 4 kurso studentais (apimtis — 54 val.).

2019 VDA Klaipédos fakulteto Siuolaikinio meno ir medijy katedros, bakalaurés Julijos Docenko
baigiamojo darbo ,,Paveikumas per vizualuma* vadovas, gynimo objektas — perfomansas ,,4s riba*

(pedagoginio darbo apimtis — 54 val.).

2019 VDA Klaipédos fakulteto Siuolaikinio meno ir medijy katedros, bakalaurés Dainoros
Petrauskaités baigiamojo darbo ,,SaviZzudybés samprata niidienos kontekste® vadovas, gynimo

objektas — videofilmas (pedagoginio darbo apimtis — 54 val.).

2018 Instaliacija ir viesoji erdvé paskaity kursas, VDA Klaipédos fakultete, Siuolaikinio meno ir

medijy katedros bakalaurams. (Dalyko kodas: MB1806, apimtis — 120 val.).

2018 Tiriamojo darbo pagrindai paskaity kursas, VDA Klaipédos fakultete, Siuolaikinio meno ir

medijy katedros bakalaurams. (Dalyko kodas: SB0032, apimtis — 80 val.).
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3.11 Recenzijos
2018 Recenzija Dziugo Sukio bakalauriniam darbui Jrankiai, VDA skulptiiros studijy programoje.

2018 Recenzija Tautvydo Zaliaduonio bakalauriniam darbui Skulptiriniai objektai, VDA Teliy

fakulteto Metalo meno ir juvelyrikos programoje.

2019 Recenzija levos Bertasitités-Grosbaha meno projekto tiriamosios dalies fragmentui Medziaga
ir su ja vykstantys procesai Siuolaikinio meno kontekste, perskaityta doktorantiros seminare VDA

meno doktorantiiros programoje.
2019 Recenzija Lauros Striaupaités darbui Kartoté, baigiamyjy bakalauro darby gynimai VDA Telsiy
fakulteto Metalo meno ir juvelyrikos programoje.

2020 Recenzija Laimos Kreivytés meno projekto tiriamosios dalies fragmentui Postkuravimas kaip
istorijos perkonstravimas, perskaityta doktoranttiros seminare VDA meno doktoranttiros programoje.
2021 Recnzija Beatricés Sindaravicitités magistriniam darbui Amato vertés tyrimas Siuolaikiniame
mados dizaine, VDA Vilniaus fakulteto, mados dizaino perogramoje.

3.12 Darbas komisijose

2017-2018 — Siuolaikinio meno ir medijy pedagoginés programos sudarymo komitetas.
2018 — VDA skulptiiros katedros magistro baigiamyjy darby gynimo komisija.
2018-2019 — Klaipédos miesto savivaldybés kultiiros projekty vertinimo komisija.
2019-2020 — Lietuvos kultiiros tarybos ekspertinio projekty vertinimo komisija.
2019-2022 — Plungés rajono savivaldybés kultiiros komitetas.

3.13 Pasisakymai per radija ir televizija, straipsniai spaudoje

2017 09 12 Litinskaité J. ,Kartais tik padéjus taska galima judéti j priekj“, in: Kauno diena.

[interaktyvus], [ziGréta 2021 02 15]: https://kauno.diena.lt/naujienos/kaunas/menas-ir-

pramogos/kartais-tik-padejus-taska-galima-judeti-i-prieki-828442

2017 11 03 Karmoniené¢ G. ,,Savo kiiryba pristato penki menininkai®, in: Zemaicio laikrastis.
2018 03 30 Gajauskas A. ,,Su ta pacia gramatine klaida®“, in: 7 meno dienos, Nr. 13 (1250)
2019 04 30 Vaitkus K. , Naujausia Juozo Laivio Paroda®, in: Zemaiciy sauluté Nr. 4 (798)

2019 11 21 ,,Ekologija mene: projektas Pokalbiai su gamta IV, in: Plungés Zinios

2019 Jolanta Kryzeviciené ,,Lietuvos diena“ LRT radijas
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https://kauno.diena.lt/naujienos/kaunas/menas-ir-pramogos/kartais-tik-padejus-taska-galima-judeti-i-prieki-828442
https://kauno.diena.lt/naujienos/kaunas/menas-ir-pramogos/kartais-tik-padejus-taska-galima-judeti-i-prieki-828442

2019 08 06 ,,Plungés rajone — analogy neturin¢ios meno kiirinio kapinés®, in: Plungés zinios.
[interaktyvus], [ziGréta 2021 02 15]: https://www.delfi.lt/miestai/telsiai/plunges-rajone-analogu-
neturincios-meno-kuriniu-kapines.d?id=81924773

2020.05.15 Kultiros diena. Savaités apzvalga. Lietuvos nacionaliné televizija:

https://www.Irt.It/mediateka/irasas/2000108423

2020.11.02 Lietuvos diena. Lietuvos nacionalinis radijas:
https://www.Irt.It/mediateka/irasas/2000127536

2020 12 04 Plunggs ir Rietavo krasto laikrastis Zemaitis Nr. 97.

2020 12 08 Plunges ir Rietavo krasto laikrastis Zemaitis Nr. 98 (abu $iuos straipsnius perspausdino

DELFLIt ir 15min.It informaciniai portalai).

2020 12 13 ,,Meniné erdvé ,,GOViT-20* Narvaisiy kaime* Artnews.It — Lietuvos Siuolaikinio meno
zurnalas internete. [interaktyvus], [ziGréta 2021 02 15]: https://artnews.lt/menine-erdve-govit-20-

narvaisiu-kaime-61377

2021.01.02 Televizijos reportazas (aut. Vitalijus Ciapas) ,,Plungéje, ko gero, vienintelés tokios
kapinés pasaulyje: laidojami ne zmonés ar gyviinai“. Saltinis: TV3, [interaktyvus], [Zitiréta 2021 02

15]: https://www.tv3.1t/naujiena/video/plungeje-ko-gero-vieninteles-tokios-kapines-pasaulyje-

laidojami-ne-zmones-ar-gyvunai-n1073790

2021 01 05 Reportazas per Latvijos kanalg Baltijas Balss (Baltijos balsas) ,,JMickycctBo He
O6eccMmepTHO. Ero MOXKHO MOXOpPOHHTH Ha clielManbHOM Kiaaduiie®, [interaktyvus], [ziliréta 2021-
02-15]:

https://www.youtube.com/watch?v=QrNnW5EGSnM&list=PLZmemEOSul HnzNBQOrmRa
MalklVc42ypl

3.14 Kariniy nuotraukos leidiniuose

Yra ir néra. Paminklo (ne)galimybé (katalogas), 11-oji Kauno bienalé, 2017 09 15-2017 11 30,
Kaunas: V§j Kauno bienal¢, 2018, p. 104-107.

Agné Narusyté, ,,Tarp meno ir mokslo lietuviskai, Lietuvos dailé (73). Vilnius: Dailininky sajungos
leidykla ,,Artserija“, 2018, p. 9.

Oubra Peioumnnckas ,,Kuth xusabio ['orena®, Minsko Siuolaikinio meno centro leidinys.

vt —

2019, p. 12-13.
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https://www.delfi.lt/miestai/telsiai/plunges-rajone-analogu-neturincios-meno-kuriniu-kapines.d?id=81924773
https://www.delfi.lt/miestai/telsiai/plunges-rajone-analogu-neturincios-meno-kuriniu-kapines.d?id=81924773
https://www.lrt.lt/mediateka/irasas/2000127536
https://www.artnews.lt/
https://www.tv3.lt/naujiena/video/plungeje-ko-gero-vieninteles-tokios-kapines-pasaulyje-laidojami-ne-zmones-ar-gyvunai-n1073790
https://www.tv3.lt/naujiena/video/plungeje-ko-gero-vieninteles-tokios-kapines-pasaulyje-laidojami-ne-zmones-ar-gyvunai-n1073790
https://www.youtube.com/watch?v=QrNnW5EGSnM&list=PLZmemE0Su1_HnzNBQrmRaMalklVc42ypI
https://www.youtube.com/watch?v=QrNnW5EGSnM&list=PLZmemE0Su1_HnzNBQrmRaMalklVc42ypI

Eksperimentinés inzinerijos stovykla ,, eeKiilgrinda“ 2014-2018 m./ sud. Robertas Narkus ir Nerijus
Rimkus. Kaunas: Six Chairs Books, 2019.

Vilniaus kontekstai (projekto leidinys) / sud. Ausra TrakSelyté ir Stefanija JokStyté , fotografas
Vytautas Narkevicius. Vilnius: Petro ofsetas, 2020, p. 50.

Pokalbiai su gamta 2015- 2020 (projekto leidinys) / sud. Ausra TraksSelyté ir Juozas Laivys. Klaipéda:
S. Jokuzio leidykla-spaustuvé, 2020 p. 5-8.

Apie doktoranta
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