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Jvadas

Brangus skaitytojau, kas tu esi? Ar tu menininkas, mokslininkas, mokslo admi-
nistratorius, plagiato aptikimo programa, kopijavimo aparatas? Perspésiu i$
anksto, mano perkaitusig galvg perputé klastingas meninio tyrimo skersvéjis.
Kartu su savimi jis atsine$é tarpdisciplining matrica, kuri sudaré galimybes
karybigkai veikti tarp meno, mokslo, filosofijos ir kity sri¢iy. Taciau susidariau
su kritinio mastymo teikiamais egzistenciniais (ne)malonumais ir keleriems
metams jklimpau ties fundamentaliomis meninio tyrimo problemomis, daugia-
lypiais santykiais tarp karybinés praktikos ir teorinés refleksijos.

Aktualumas

Kiekvienas tyrimas numato savo objekta ir metoda. Jprasta, kad meno kariniai
laikomi menotyros tyrimy objektais. Kita vertus, jie gali tapti ir antropologinio,
archeologinio, filosofinio, sociologinio, teisinio, ekonominio ar kitokio pobu-
dzio moksly stebéjimy ir svarstymy objektu. Taciau episteminiu meno kari-
niy ir meno praktiky potencialu visos $ios disciplinos dazniausiai nesidomi.



IVADAS

Doktorantiros meno projekte nenoréjau imtis savo ar kieno nors kito darby
menotyrinés analizés ir interpretacijos, estetinio ir kritinio jy vertinimo. Mane
domino apmastyti santykj tarp meninés karybos ir specifi$kai meninio zino-
jimo. Todél $io meno projekto objektu tapo mano meninés praktikos ir tyrimo
(bendraja prasme) santykis ir i$ to kylan¢ios konceptualios, episteminés, esteti-
nés ir kitos dilemos. Smalsauju, kokiomis salygomis daugiaprasmis meno kari-
nys galéty tapti elementu, per kurj, su kuriuo ir kuriame vykty tyrimas. O taip
pat kaip per jj, su juo ir jame galéty augti patirtis, supratimas ir Zinojimas? Dél
to $iame projekte meniné veikla traktuojama ne kaip tyrimo objektas, o labiau
kaip tyrimo metody rinkinys, kuris negali bati i§ anksto ir iki galo apibréztas’.

Problema

Kaip problema gali bati jvardijama jau Lietuvos Meno doktorantiros nuosta-
tuose (2017) modeliuojama meno projekto ,meninés-kiirybinés“ ir ,tiriamo-
sios“ daliy perskyra. I§ pirmo Zvilgsnio gali atrodyti, kad $iuo formaliu atsky-
rimu i$rei$kiama pagarba tiek meno, tiek tyrimo specifikai. Ta¢iau sunkumy
kelia tiriamosios dalies gretinimas su akademiniu rasto darbu. Tokiu badu
meninés praktikos ir meno kariniai jprastos disertacijos struktaros ir retorikos
atzvilgiu galimai tampa pagrindinio teksto priedais ar papildymais. Kyla klausi-
mas: kodél meniniy tyrimy rezultatai doktorantiros meno projekte privalo buti
»izodinti“? Kaip konkretaus menininko-tyréjo balsas, konceptualus ar materia-
lus mastymo badas ir artikuliacija galéty prisidéti prie specifi$kai meninio Zino-
jimo emancipavimo? Kokius vaidmenis meno projekte galéty atlikti ragytinis
komponentas? Kaip baty galima permastyti jo sampratg, kad ji gebéty atliepti

1 Beveik tapo jprasta, kad metodo nustatymas meniniuose tyrimuose vyksta atvirkstine seka. Kuratorius
ir meninio tyrimo teoretikas Henkas Slageris (2015, p. 38; cit. i§: Michelkevi¢ius, 2016, p. 78) teigia, kad
,tik meninio tyrimo projekto pabaigoje jmanoma nustatyti, ar proceso trajektorijoje isties atsirado naujas
metodologinis poziiris. Vadinasi, meninj tyrima galima pavadinti postmetodologija (methodicy) - giliu tikéjimu
metodologija, paremta veiksmy strategijomis, kuriy negalima suformuluoti ir jteisinti i§ anksto®. Slagerio
naujadara j lietuviy kalbg ver¢iu kaip ,metodicéja‘ nes jis taikosi j barokine ,teodicéjos” samprata, reiskiancia
absoliudiai gero ir visagalio Dievo pateisinimg dél egzistuojancio blogio. Pagal $ig analogija metodicéja galéty
reiksti iSankstinj meninio tyrimo pateisinima dél skaidraus, universalaus ir perimamo metodo neegzistavimo.
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konkretaus meninio tyrimo specifika? Kokiomis aplinkybémis doktorantaros
meno projektas galéty tapti susikalbéjimo pagrindu meno, mokslo bendruome-
néms ir platesnei auditorijai?

Tikslas

Savo karybine-menine praktiky patikrinti kaip tyrimo metods ir permastyti
kaip meninio Zinojimo sistema, prisidedant prie diskusijy apie meninio tyrimo
ir meno doktorantaros epistemines ribas ir paribius.

UZdaviniai

1. Savo meno projektu suprobleminti skirtj tarp meninés-karybinés ir tiriamo-
sios meno projekto daliy, iSlaikant skirtumus tarp meniniy ir episteminiy
elementy bei darant prielaida, kad jie pasiskirsto per abi projekto dalis.

2. I8 skirtingy teoriniy perspektyvy permastyti ra$yma kaip meninio ir moks-
linio Zinojimo salyga ir kaip objekta.

3. Patikrinti episteminj savo meninés praktikos potencialg, ieSkant savito epis-
teminio matmens atskiruose meno kariniuose.

4. Permastyti ir i$bandyti i$pléstinés meninio tyrimo publikacijos galimybes,
jungiant karybine ir tirlamaja meno projekto dalis.

Naujumas

Pasak mokslo filosofo Thomaso Kuhno, normalus mokslas yra galvosukiy spren-
dimas, negincijant paradigmos, kurioje dirbi, prielaidy (Kuhn, 2005). Siuo
atveju pats doktorantaros meno projekto formatas turi potencialo nusizengti
normalumo ir normatyvumo principams, nes j ji inkorporuotas meno kompo-
nentas yra linkes j nuolatinj paradigmy permastyma. Pagal dabartinius reika-
lavimus doktorantaroje gali studijuoti tik karybinés patirties turintys meni-
ninkai. Ta¢iau véliau tie patys reikalavimai jvairiais budais ima brautis j meni-
ninky komforto zona. Menininkams-tyréjams, kaip ir visiems doktorantams, i$
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inercijos taikomi lukes¢iai atitikti tradicines disertacijy formas. Pasak filosofo
Juha Varto (2018, p. 10, 42-43), meninis tyrimas yra vis dar akademinis tyri-
mas, ta¢iau menininkai turi vieng savitg tyrimo metoda — jie yra linke j transgre-
sijas, riby perzengima. Taip ir yra, nes bene visi meno doktorantai karybiskai
zitréjo j akademinius reikalavimus ir sékmingai tapo meno daktarais. Noréc¢iau
paméginti perzengti riba kiek kita kryptimi — paciy akademiniy reikalavimy
link. Todél kiek donkichotiska dvasia braunuosi j jy komforto zong, reflektuoju
ir kritigkai probleminu meno doktorantaros nuostaty reikalavimus. Nuo meno
doktorantiros jsteigimo Lietuvoje (2011) praéjo desimt mety, tadiau per t3
laika buvo nedaug viesy diskusijy ar moksliniy analiziy, kuriose baty reflektuo-
jamas dvilypis meno doktorantaros modelis.

(Ne)apsiribojimas

Nors meno projekty turéty sudaryti studijuojant doktorantaroje sukurty ir
vie$ai pristatyty meno kuariniy rinkinys, i tyrimo publikacija nusprendziau
jtraukti tris ankstesnius darbus, kurie tiko tematiskai ir kiekvienas savaip ,tirs-
tino“ Zinojima. ,Paprasti zodziai“ (2012), ,Svajinas“ (2013) ir ,Keliautojas*
(2015) buvo pristatyti jvairiose parodose kaip santykinai autonomiski kiriniai,
taciau Zvalgydamas parengiamaja ir dokumentacine medziaga pastebiu, kad jie
turi meniniam tyrimui badingg reljefs. Rodos, kad be materialaus, socialinio
ar estetinio matmens darbai turi ir Zodziais neisreiksta (angl. tacit), episteminj
matmenj. Be to, Siam meno projektui reikéjo gilesnio archyvo, ilgesnés chro-
nologijos, todél bendras analizuojamos veiklos laikotarpis samoningai apima

maziausiai aStuonerius metus.

Meno projekto metodai ir struktira

Meno projekto turinj sudaro ,Tyrimo esé’, dalis, atliekanti metodologinio
skyriaus funkcija, ir ,Zymélapiai“ — septynios kiriniy-tyrimy igklotinés. Jos

dar galéty bati jvardijamos kaip ,atvejy studijos®, modeliuojancios mano kaip
menininko-tyréjo zinojimo sistemas.
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Vietoje jprastos hierarchinés déstymo formos pasirinkau radyti esé (pranc.
essai — bandymas). Pasak Theodoro Adorno (2017, p. 71-73), esé ,forma“
gali bati interpretuojama kaip protestas prie§ keturias René Descartes’o taisy-
Kles, i¥déstytas Samprotavime apie metodgq (1637), pacioje Vakary mokslo ir jo
teoretizavimo pradzioje®. Esé nepriklauso i$skirtinai nei menui, nei mokslui ir
geba savyje suderinti jvairius tiriamojo objekto prie$taravimus. Ragydamas esé
galéjau ne tiek gryninti, kiek kryzminti meninius-episteminius meno projekto
elementus.

,Tyrimo esé” tekste atkreipiu démesj j meno doktorantiros nuostatuose
detaliau uz ,menine-karybing” reglamentuojamg ,tiriamaja“ meno projekto
dalj. Siame kontekste interpretuoju fenomenologo Edmundo Husserlio esé
Ursprung der Geometrie (Geometrijos kilmé, 1936), kurioje jis kelia klausima,
kaip mokslo ir meno kariniai gali perzengti individualiy psichiniy realybiy ribas
ir tapti visapusiSkai reik§mingais. Teksta probleminu remdamasis Jacqueso
Derrida (1930-2004) ir kity autoriy jzvalgomis. Rasau apie , postkonceptualia*
Siuolaikinio kritinio meno biikle (Osborne, 2013), pristatau iSplésting meni-
nio tyrimo publikacija ir ,ekspozicijos“ samprata (Schwab, Borgdorff, 2014),
ieskau galimy ,meniniy argumenty” pavidaly teoriniuose darbuose (Royston,
2019) ir materialaus bei episteminio ,triuk§mo* vaidmens juose (Malaspina,
2018). Kadangi meninio tyrimo ekspozicijos samprata implikuoja eksperimen-
tavima, interpretuoju ,.eksperimentiniy sistemy*“ (Rheinberger, 1997) koncep-
cija. Siame kontekste vartojamas zodis ,sistema“ nereiskia aikiai apibréztos, is
anksto nustatytos ir stabilios tvarkos ir neimplikuoja kokios nors sistemy teori-
jos. Taip tik i§rySkinamas eksperimentinés sistemos elementy (techniniy, epis-
teminiy, socialiniy, instituciniy) ,nejtemptas ri§lumas® (angl. loose coherence)
sinchronine ir diachronine prasme (Borgdorff, 2012, p. 192). Taip pat ir ¢ia
modeliuojamas ,zZinojimo sistemas® galima laikyti gyvais organizmais dél
jiems budingo vystymosi laike ir erdvéje. Eksperimentavimas suvokiamas kaip

2 Descartes’as (2017, p. 59-61) apraso analitinj ,abejojimo metoda’, kurio pagrindiniai principai ie:
tikru laikyti tik tai, kg jmanoma ai$kiai suvokti; analizuojamus dalykus kiek jmanoma skaidyti j dalis; nuo
paprastiausio objekto pereiti prie sudétingiausio; skaiciuoti, ar niekas nepraleista. Sis metodas, mano akimis,
neturéty buati laikomas vieninteliu keliu j naujy epistemy atradima — nei j moksliniy, nei j meniniy.
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ra¥ymo (bendraja prasme) procesas, kurio metu ,tekstas“ pasirodo per mate-
rialias artikuliacijas. Tai rezonuoja su $iuolaikinio meno praktiky ,postkon-
ceptualiu® pobadziu ir jo galimy materialiy mediacijy jvairove.

O kur yra meniné-karybiné dalis? Kaip ja pamatyti, kaip patirti? Mano
meninés praktikos pobudis lemia tai, kad po kariniy pristatymy dazniausiai
lieka vien vaizdo, garso, teksto ar kitokio pobudzio skaitmeniniai duomenys
(kaip parengiamoji ar dokumentaciné medziaga). Santykis tarp vaizdo doku-
mento ir jo vizualizavimo (ekraninése, projekcinése ar spaudos formose) galéty
bati interpretuojamas kaip santykis tarp ,originalo” ir ,kopijos®. Tokiu atveju
skaitmeninj vaizda turétume laikyti neregimo dokumento regima kopija. Ta¢iau
skaitmeniniai duomenys ir i$ jy sukuriamos projektuojamos ar atspausdintos
formos stokoja vizualinio panagumo. Todél, pasak meno kritiko Boriso Groyso
(2008, p. 84), kiekvienas naujas neregimy duomeny vizualizavimo aktas yra ne
,kopija“ bet originalus jvykis, ,originalas. Siuo atveju originaliu jvykiu tampa
meninés-kiirybinés dalies vizualizavimas (ir materializavimas) jiisy dabar skai-
tomose meno projekto publikacijos isklotinése. Dokumentinés fotografijos ¢ia
néra vien ,reprodukcijos® — atvaizdai gali atlikti aktyvy produkavimo veiksma.

,Zymélapiy“ dalyje per vaizdinius-tekstinius fragmentus i$skleidziu
septynias menines-epistemines trajektorijas. ,Paprasti zodziai“ — konstruoju
zemeélapj i§ Saloméjos Neéries kurybinio Zodyno tyrimy ir eksperimentuoju su
jauny poety balsais. ,Svajinas“ — perkeliu antropologijos objekty j zoologijos
muziejy. ,Keliautojas“ — analizuoju kelioniy archeologija, pasinaudodamas enci-
klopedistu Denis Diderot kaip veikéju. ,Dia-gramos“ — rekonstruoju elementa-
riausig artefakty trimatéje erdvéje, pasitelkdamas tipografo Gerrito Noordzijaus
ra§ymo teorija. ,Orbis pictus 360°“ — tiriu pasaulio suskilimg j fragmentus skai-
tymo vadovéliuose ir abstrak¢iy savoky netektj. ,, Pavieniy Zodziy aidas® — kons-
truoju skaitymo sau ir skaitymo kitam instrumenta, pasinaudodamas kinema-
tografiska Jono Meko poezija. ,Erdveés ir pavirsiai“ — remedijuoju savo darby
fotografine dokumentacija diagraminése struktarose.

Kuratorius ir meno kritikas Nicolas Bourriaud i$rado zZodj, nusakantj
$ivolaikinj menininka - tai ,semionautas® Pasak jo, ,Tai reiskia, kad meni-
ninkas naviguoja po zenklus. Jis patenka i didziulj Zenkly miska, kuriame
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$iandien gyvename, kuris akivaizdziai vis labiau perpildytas daiktais ir Zenklais®
(Bourriaud, 2013). Judédamas, tyrinédamas pasaulj menininkas kuria trajek-
torijas sociokultarinéje erdvéje. Mano supratimu, tai galioja ir eksperimentuo-
jan¢iam menininkui-tyréjui. Todél $is meno projektas jgyja semionauto ekspe-
dicijy Zurnalo-zemélapio kontarus. Visa tai galima jvardyti , zymélapiu“ — kitu
naujazodziu, apimanciu tiek materialiy pédsaky Zyméjimo, tiek mastymo zeme-
lapiy karimo reik§mes. O juos gaminantis eksperimentinis ,Zymélapiavimas®
¢ia tapty tiek tyrimo metodu, tiek meno praktikos rezultatu.

Zymélapiams yra biidingas , klostavimas“®. Klostés nurodo tiek j medzia-
gos susisukima, tiek ir j nuolatinj gyvybés tapsma. Méginu artikuliuoti, kad visi
jvykiai yra daugialaikiai, vienu metu nurodantys i praeitj, dabartj ir ateitj. Taip
pat daugiaerdviai, sudaryti i§ persiklojan¢iy viety ir ne-viety (Augé, 2008).
Todél §j karta meno kariniy patyrimas yra susiklostes meninio tyrimo publikaci-
joje (tekstuose, fotografinéje dokumentacijoje). Chronologine tvarka igdéstyti
zymeélapiai sudaro menama palimpsesta, kuriame vieni meno projekto sluoks-
niai potencialiai galéty persi$viesti per kitus. Vartant puslapius, galima leistis j
virtualias ekspedicijas iskart keliomis kryptimis erdviskai ir laikigkai, geografis-
kai ir istori$kai, bei po regéjimo, girdéjimo, lytéjimo ir kity pojuciy infrastruk-
taras. Visa tai — gyvybinga ekspoziciné sistema. Tad imkit mane ir sklaidykit,
o sklaidydami skaitykit.

3 Apie ,kloste” ir pac¢iomis ,klostémis” masté filosofas Gilles’is Deleuze’as visuose savo veikaluose, o ypa¢
knygoje Le Pli. Leibniz et le baroque (Klosté. Leibnizas ir barokas, 1988). ,Klostavimo® savo darbe nesieju
i§skirtinai su Deleuzeo filosofija, taciau vieny min¢iy ar jvykiy klostavimas j kitas rezonuoja su jo ,klosteés”
konceptu.
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Kiekvienas i§ dalies esame Hamletas — Zzmogus, kuris tiesiog negali apsispresti.
Per daug Zinom, per mazai darom. Rodos, kad galvojimas ir veikimas traukia j
prie$ingas puses ir dazniausiai pirmasis panaikina pastarojo galimybe. Meninj
tyrima norétysi sieti su Zinojimu, ta¢iau bet kuris tyrimas néra statiskas Zinoji-
mas, anaiptol, jis yra gyvas veikimas.

Tekste ,Tyrimo esé¢” primenu, kaip filosofai Edmundas Husserlis ir
Jacques'as Derrida savo veikaluose masto apie tai, kad Vakary mokslas, filo-
sofija ir istorija yra nei$vengiamai priklausomi nuo rasto, nes jis sudaro inter-
subjektyvios komunikacijos, — todél ir salyginai objektyvaus paZzinimo gali-
mybeés, — salygas. Dél to meniniai tyrimai kaip veiklos, turin¢ios episteminiy
pretenzijy, vienaip ar kitaip turéty naudotis rastu. I$ankstinis doktorantiros
meno projekto padalijimas j ,menine-karybine” ir ,tiriamaja” dalis bei pasta-
rosios lygiavimas su akademiniu rasto darbu man pasirodé problemiskas, nes
,raSymas” $iame kontekste apibréziamas pernelyg siaurai. Turimas omenyje
akademiniame lauke dominuojantis fonetinio rasto tipas. Tokiu budu daroma
prielaida, kad ir menininko atliekamas tyrimas turéty artikuliuotis patikint vidinj
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balsg iSoriniam rastui. Tokia humanitariné pagalba menininkams-tyréjams
atvirai maskuoja kita svarbia prielaida, kad meno kariniai, su visu savo specifi-
niu konceptualumu ir materialumu, visada jau yra ,tekstai“ (bendraja prasme).
Ir kaip tekstai jie gali bati ,tiriamojo“ pobadzio. Todél ra§yma, suprastg siauraja
prasme, atradau kaip meninio tyrimo (epistemine) kliaitj, o ra¥yma bendraja
prasme priémiau kaip pirma ir artimiausia jo galimybe, kuri galéty prisidéti prie
pozityvaus (episteminio) lazio'*.

Dominuojan¢ia akademinio meninio tyrimo paradigma savaip jveikia ar
apZaidzia meninio tyrimo ,ekspozicijos® ir ,meniniai argumentai®, apie kuriuos
ragau dalies ,Tyrimo esé” tekste ir kuriuos i$ dalies eksperimentigkai naudoju
,Zymélapiuose” Meninius argumentus galima suvokti kaip neredukuojamus
meniniy idéjy ir episteminiy teziy asambliazus, kuriuose teigiama vaidmenj
atlieka materialus ir episteminis (statistine prasme) ,triuk§mas“ Meniniai argu-
mentai nesileidzia suvedami j tipografiskai tiesias tiesas, tuo paciu jie duoda
papildomo interpretacinio darbo Zzitirovams-skaitytojams. Eksponuojant
menine praktika kaip tyrimg, aktyviai dalyvauja tiek menininko-tyréjo savi-
pratos ,balsas®, perkeltas j besidriekiancia tipografine eile, tiek meno artefakty
materialus ,triuk$mas®. Kitaip tariant, meno projekto ,tiriamoji“ dalis reprezen-
tuoja, diferenciskai reprodukuoja save ir per ,materialias artikuliacijas®. Dél to
yra svarbu lygiagreciai permastyti ir i$plésti ,skaitymo® samprata. Tiek meni-
ninkams-tyréjams, tiek ziarovams-skaitytojams nepavyks i$vengti pirminiy
teksty — $iuolaikiniy, nei$vengiamai ,postkonceptualiy® meniniy praktiky ir
meno artefakty — interpretacijos. Skaitymas $iame kontekste galéty bati samo-
ningai nukreiptas j meno projekty materialuma. ,Zymélapiuose® ta ir siekiau
daryti — skaityti savo menine praktika, emancipuoti specifi$kai meninj Zinojima.

Meno projekte j savo menine praktika pasitliau ziaréti kaip j eksperimen-
tinio ra§ymo sistema, vedama ,diferencinés reprodukcijos®, skirsmo logikos.
Ziarint retrospektyviai, naujas patirtis ir supratima generuoja (bei vieni j kitus

14 Mokslo filosofas ir literatirologas Gastonas Bachelard’as (1884-1962) veikale La Formation de l'esprit
scientifique (1938) rao apie neapmastytas ar nesamoningas ,epistemologines kliatis“ (pranc. obstacle
épistémologique), kurias jis apibrézé kaip psichologines ir kultiirines, trukdancias racionaliam suvokimui ir
pazinimui.
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klostosi) episteminis (gr. epistémé), techninis (gr. techné) ir estetinis (gr. aisthé-
sis) elementai. Dél to , Zymélapiai“ yra susije ne tik su ,pagrindimo kontekstu®
(racionalia tyrimo rekonstrukcija), bet ir su ,atradimo kontekstu® Kitaip
tariant, septyniy kariniy-tyrimy isklotinése siekiau ne vien ka nors (pa)rodyti,
bet ir sudaryti salygas zitrovui-skaitytojui pa¢iam (pa)matyti bei (pa)tirti per
vaizdy ir teksty santykj. Eksponuojami darbai yra persmelkti tekstualumo, bet
$is tekstualumas produkuoja ir savity meno kariniy erdviskuma, pasiskirstantj
per visas meno projekto dalis. Dauguma naujy objekty formuoja seni jrankiai.
Siuo atveju fotografijos ir tekstai, parengiamoji ir dokumentaciné medziaga yra
tie ,seni jrankiai‘, kuriais formuojama nauja meno projekto publikacija (,tech-
ninis objektas“). Ja dekonstruojant, perpanaudojant, permedijuojant, tikétina,
buty galima islaisvinti naujus episteminius daiktus-klausimus.

Doktorantaros meno projekto rengimas turi $alutinj poveikj: be to,
kad praplecia teorine pasauléziarg ir menine pasauléZing, hibridizuoja meni-
ninko saves suvokima. Sia nauja kompleksing tapatybe kaip traukinio vago-
nus galima buty sukabinti j tokj sastata: menininkas-tyréjas-patyréjas-eduka-
torius-radytojas-organizatorius'®. Smagu, kai ji traukia menininkas. Zinoma,
egzistuoja rizika, kad visas sastatas toli nenuvaziuos, nes greitai nusivers nuo
instituciniy bégiy. Kita vertus, pati meno doktorantara yra savaime eksperi-
mentiné sistema, kur eksperimentuojama su menininko tapatybe, jo santykiais
su meno ir akademine bendruomenémis. Kartais ir vadovams tenka igeiti i§
savo profesinés komforto zonos, diskusijose migruoti tarp atradimo ir pagrin-
dimo konteksty. Meno doktorantira, regis, geba visiems j ja jsitraukusiems
veikéjams sukelti (ne)produktyvy stresg. O transformuojanti meno galia turi
potencialo (i$ vidaus) plastiskai sprogdinti institucijas — tiek meno, tiek tyrimy.
Bet juk $is meno projektas — ne apie zinijos spragy uzkams$yma. Kai meniniai
tyrimai sukuria Zinias, tai jos netroksta buti disciplinuotos. Meniniai tyrimai
gali gaminti zinias uz discipliny riby, kurios dél tokio savo pobudzio galéty
bati vertingos meninei ir akademinei bendruomenéms: jos potencialiai gali

1S Tokj kalban¢io menininko vaidmeny repertuarg aptaré tyréja Lina Michelkevi¢é straipsnyje ,Kalbiniai
diskursai meniniame (pa)tyrime ir kalban¢io menininko vaidmenys“ (2015).
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generuoti episteminj ,triuk§ma*. Zitrint pozityviai, $is triuk$mas toliau galéty
virsti naujais klausimais.

Aigkiai suvokdamas, kaip yra sunku radyti tyrimo vertais zodziais ir kad
niekas galy gale nenori skaityti ilgy ir sudétingy teksty, siekiau minimalios
reglamentuojamos trisdesimties takstanciy zodziy apimties. Lygiai tiek jy yra
$iame meno projekte (skai¢iuojant abi jo dalis). Kita vertus, zodziy gali padau-
géti ar sumazéti, jei juos skaitys ir skai¢iuos ne programos algoritmas, o mastan-
tis Zmogus — vien tik dél Zmogiskosios klaidos galimybés arba dél vienos ir
vienintelés interpretacijos negalimybés. Ir nors jau baigési rezervuotas Zodziy
kiekis, galbut nueita per toli, o tuo paciu ir niekur nepasistaméta. Analitinis-
diskursyvinis mastymas, linkes viska skaidyti j dalis, yra panasus j ta Zenono
Elejiecio i88auty stréle, kuri niekaip nepasiekia savo taikinio, nes ,jei jos lekian-
¢ios kelig galima padalinti per puse, o ta puse dar per puse, tai $is dalinimas
niekada nesibaigs, o ji niekada nepasieks tikslo“ ir, turésime daryti i§vadas, netgi
nepajudés. Paradoksalu, bet Zvelgiant proto akimis, bet koks judéjimas gali tapti
tiesiog nejmanomas. Kita vertus, gyvybingos praktikos dazniausiai neprieina
»galutiniy i$vady". Jos jungiasi, $akojasi ar hibridizuojasi su kitomis praktikomis.
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Summary

Who are you, my dear reader? An artist, scientist, administrator, plagiarism
detector algorithm, or a copy machine? I must warn you: my burnt-out mind
has been exposed to the treacherous draughts of artistic research for far too
long. The interdisciplinary matrix that came with it has activated many creative
links between the rather different disciplines such as art, science, and philoso-
phy. However, I also had to face the not-so-pleasant existential side effects of
an overly critical thinking, which got me stuck for a few years with some of
the fundamental problems of artistic research, such as a multifaceted relation
between creative practice and theoretical reflection. However, the resulting
publication is a unit that represents both parts of my art project.

The Relevance of Research
Every research project has its object and method. On the one hand, it is

customary that art theory has artworks as its objects. On the other hand, the
latter can also be the objects of anthropological, archaeological, philosophical,
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sociological, legal, economic, or any other kinds of observations and debates as
well. However, these disciplines are rarely interested in the epistemic potential
of either artworks or artistic practices. In my doctorate art project, I decided
not to commit myself to an art theoretical analysis, interpretation, and aesthet-
ical or critical evaluation of my own or someone else’s work; I was rather inter-
ested in rethinking the relationship between creativity and particular artistic
knowledge. This is why the object of this art project is the relation between my
own artistic practice on the one hand, and the artistic research as such on the
other, along with all the conceptual, epistemic, aesthetic, and other dilemmas
that might result from it. I sought out to learn about the conditions in which an
inherently polysemic artwork might become an element through, with, and in
which the research would take place. How do experience, understanding and
knowledge get produced through, with and in this element? Which is why this
research project treats artistic work not so much as its object but rather as a
collection of research methods that can never be defined either prescriptively
or completely.'

Problem

One way of describing the research problem would be to start with the distinc-
tion between the ‘artistic-creative’ and ‘research’ parts prescribed by the
Regulations for Doctoral Studies in Art (2017). At first sight it might seem that
this formal distinction communicates a due respect towards the respective
specificities of both art and research. However, we stumble into problems at the

1 It has become rather customary in artistic research to determine the method only at the end of the project.
According to the curator and the artistic research theorist Henk Slager, “only at the end of an artistic research
project is it possible to determine whether the trajectory of the operational process has indeed produced
novel methodological insights. Yet, artistic research could be described as methodicy: a strong belief in a
methodology founded on operational strategies which cannot be formulated and legitimized beforehand”
(Slager, 2015, p. 38). I translate Slager ’s neologism into Lithuanian as “metodicéja”, which is a reference to the
notion of ‘theodicy’ - a vindication of the omnipotent and good God in the view of the existence of evil. By
analogy, methodicy could also mean a preemptive justification of artistic research in the view of the absence of
a transparent, universal and appropriable method.
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point where the ‘research part’ of the project is equated to a piece of academic
writing. Thus, from the point of view of this traditional approach toward rhet-
oric and dissertation structure, artistic practices and artworks are nothing but
appendixes and supplements to what is regarded as ‘main text. Here we might
ask why the artistic research results in a doctoral art project have to be ‘verbal-
ised? How can the voice of a specific artist-researcher, with their own ways of
conceptual or material thinking and forms of individual articulation, contrib-
ute to the emancipation of the specificity of ‘artistic knowledge’? What are the
possible roles of a written component in an art project? How are we supposed
to rethink the notion of writing so that it would better reflect the specificity of
an artistic research? How can a doctoral art project serve as a basis for mutual
understanding for artists, scholars, and wider audience?

Aim

The aim of the research is to examine the methodological capacity of my
creative-artistic practice and rethink it as a system of artistic knowledge, thus
contributing to the discourse on artistic research and the epistemic boundaries
of the doctoral studies in art.

Research Targets

1. Problematise the distinction between the artistic-creative and research parts
of the doctoral art project, while maintaining the differences between the
artistic and epistemic elements on the basis that the former and the latter are
able to extend equally throughout both parts of the project.

2. Use different theoretical perspectives to rethink writing both as a condition
of possibility of knowledge and as a research object.

3. Examine the epistemic potential of my artistic practice by identifying the
particular epistemic dimensions at work in my individual artworks.

4. Rethink and test the possibilities of artists’ book as a unity between the
artistic-creative and research parts of the doctoral art project.
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Contribution

According to the philosopher of science Thomas Kuhn, normal science is akin
to puzzle solving that does not question the premises of the paradigm itself
(Kuhn, 2005). The very format of a doctoral art project potentially violates the
principles of normality and normativity because its artistic component is inher-
ently bound to rethink the paradigms it finds itself in. According to the current
regulations, a doctoral degree in arts can be pursued only by the artists with
creative experience. However, these very same regulations also tend to invade
the comfort zone of the artist. Artists-researchers and all doctoral students
in general are expected to automatically conform to the traditional format of
a dissertation. The philosopher Juha Varto argues that artistic research is still
an academic research, with the exception that artists have their own particular
research methods that manifest through their tendency to transgress the given
boundaries (Varto, 2018, p. 10, 42-3). This is certainly true, because virtu-
ally all the students who have successfully defended their doctoral art projects
were known to have creatively approached the academic requirements. Here I
would like to transgress a different kind of boundary and question the academic
requirements themselves. Thus, in my somewhat quixotic quest to reflect and
problematise the academic standards, I aim to invade the comfort zone of the
regulators themselves. A decade has passed since the establishment of the art
doctoral studies in Lithuania in 2011, however, we have not seen many public
discussions and scholarly analyses that reflect on the duplicitous model of
doctoral studies.

(Un)constrainment

Although the art project is meant to include only of the works created and publi-
cised during the time of the studies, I nonetheless decided to include three of
my older works because of their particular thematic relevance and the right kind
of ‘dense’ knowledge they seem to provide. “Simple Words” [ “Paprasti zodziai”]
(2012), “Svajiinas” (2013), and “The Traveller” [“Keliautojas”] (2015) were
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exhibited in various shows as autonomous artworks. However, as I was prepar-
ing their documentation, I noticed that they matched the particular ‘profile’
of an artistic research. It occurred to me that, apart from their material, social
and aesthetic dimensions, artworks also possess a tacitly epistemic dimension.
Furthermore, because this research project demanded a richer archive and
longer chronological stretch, I deliberately chose to analyse the period of at
least eight years.

Methodology and Structure

The art project is comprised of two parts: “Research Essay” deals with the ques-
tions of methodology, and “Trace-Maps” provides a detailed explication of
seven artworks. The latter could alternatively be called ‘case studies’ that expli-
cate the knowledge systems which I use as an artist-researcher.

Instead of the usual hierarchical form of explication I chose the essay
format (Fr. essai — attempt). According to Theodor Adorno, the essay as
form “might be interpreted as a protest against the four rules established by
Descartes’ Discourse on Method at the beginning of modern Western science and
its theory” (Adorno, 2017, p. 71-73).2 The form of essay does not belong exclu-
sively neither to art nor science, and it is capable of incorporating the various
contradictions that a research object might generate. When writing the essay I
was concerned not so much with purification but rather with hybridisation of
the artistic-epistemic elements of the art project.

In “Research Essay,” I take note of how the Regulations for Doctoral Studies
in Art elaborate on the ‘research’ part of the art project in much greater detail
than it does on the ‘artistic-creative’ part. In this context, I turn to “The Origin of
Geometry,” an essay by the German phenomenologist Edmund Husserl, where

2 The Cartesian analytic “method of doubt” is based on these principles: only that can be deemed real
which can be clearly understood; the analysable objects should be dissected into the smallest possible parts;
transition from the simplest to the most complex; keep track of these steps and make sure nothing is omitted
(Descartes, 2017, p. 59-61). In my view, this method should not be the only way to discover new epistemes
neither in science nor art.
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he analyses how the works of science and art are capable of crossing the limits
of individual psychic realities and acquire a more universal significance. I prob-
lematise on the Husserlian analysis via the insights of Jacques Derrida (1930
2004) and other authors. In the essay, I also speak about the “post-conceptual”
state of contemporary critical art (Osborne, 2013); introduce an extended
publication on the artistic research and the notion of “exposition” (Schwab &
Borgdorff, 2014); search for the possible “artistic arguments” in the theoreti-
cal work (Royston, 2019); and attempt to articulate the role of both material
and epistemic “noise” (Malaspina, 2018). Since the idea of exposition of artis-
tic research implies experimentation, I interpret the notion of “experimental
systems” (Rheinberger, 1997). In this context, the term ‘system’ does not imply
a clearly defined, prescribed and stable order nor does it refer to some systems
theory. It is rather meant to exemplify the “loose coherence” of all the techni-
cal, epistemic, social and institutional elements of a given experimental system
in the sense of both synchrony and diachrony (Borgdoff, 2012, p. 192). Due to
their capacity to develop in both time and space these ‘systems of knowledge’
can be regarded as living organisms. Here experimentation is understood as a
process of writing (in the general sense) during which the ‘text’ appears through
material articulations. This resonates with the character of the ‘post-conceptual’
contemporary art practices and the variety of its possible material mediations.
So where is the artistic-creative part of the project? How is it supposed
to be seen or experienced? Due to the nature of my artistic practice, by the end
of the artwork presentation, I am only left with the image stills, videos, texts,
sounds and other forms of digital data (which I then use for further develop-
ment and documentation). The relation between the image file and the form
of its visualisation (screen image, projection, or print) could be regarded in
terms of the opposition between the ‘original’ and ‘copy’ In this sense, the digi-
tal image should be regarded as a copy of an invisible file. However, digital data
and the projectable or printable forms they generate lack in visual resemblance.
Thus, according to the art theorist Boris Groys (2008, p. 84) each new act of
visualisation of the invisible data is not a ‘copy’ but a unique event — an ‘origi-
nal’ In this case, the original event of visualisation (and materialisation) of the
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artistic-creative part comes in the form of this very publication that you are
reading right now. Here the documentary photos are not mere reproductions;
images are capable of an act of production too.

The “Trace-Maps” part comprises the visual-textual fragments that
explicate the seven artistic-epistemic trajectories. In “Simple Words,” I recon-
struct a map of the vocabulary-in-use of Lithuanian literary and political figure
Saloméja Néris and experiment with the voices of the young poets. In “Svajanas,”
I transport and install an anthropological object in the zoological museum. In
“The Traveller,” I analyse the archaeology of travelling where I use the ency-
clopaedist Denis Diderot as a character. In “Dia-Grams,” I use the typographer
Gerrit Noordzij’s theory of writing to reconstruct in 3D the most elementary
artefact. “Orbis Pictus 360°” is a research into how the fragmentation of the
world is reflected in textbooks, and a reflection on the mourning of abstract
ideas. In “The Echo of Words Apart,” I use the cinematographic poetry of Jonas
Mekas to construct an instrument of reading. In “Spaces and Surfaces,” I use
diagrammatic structures to remediate the photographic documentation of all
my works.

The French curator and art critic Nicolas Bourriaud coined the term
semionaut which he uses to describe a contemporary artist. According to
Bourriaud, “it means the artist navigates throughout the signs. They find their
way into the huge forest of signs that we are living in today, which is increas-
ingly overcrowded with objects and signs, obviously” (Bourriaud, 2013). The
artist creates trajectories in the socio-cultural space by navigating and research-
ing the world. In my understanding, this also applies to the experiments of the
artist-researcher. Therefore this art project can be regarded as a travel journal or
a map of semionautic expeditions. All this can be generally referred to as ‘trace-
maps, the neologism that encompasses both marking of the material traces and
mapping of thoughts. And the experimental ‘trace-mapping’ that produces them
is to be regarded as both a research method and the result of artistic practice.
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‘Folds’ are the inherent trait of all “Trace-Maps”? The term ‘fold’ refers to both
folding of the fabric, and to the constant becoming of life. I argue that all events
are multi-temporal and refer to past, present and future at the same time;
they are also multi-spatial and are comprised of the overlapping places and
“non-places” (Augé, 2008). Which is why, in this case, the artworks are experi-
enced within the very publication of the artistic research (its texts and photo-
graphic documentation). Chronologically arranged maps produce a virtual
palimpsest where some layers of the art project are capable of rethinking others.
The reader can embark on virtual expeditions in multiple directions simulta-
neously — spatially, temporally, geographically, historically, as well as in terms
of traversing the infrastructures of sight, hearing, touch and other senses — by
simply flicking through the pages. All that is part of a lively system of exposition.
Thus go ahead and take me into your hands, flick through, and perhaps even
give me a read.

Some Thoughts About ‘Writing’ as a Radically Insufficient
Yet Necessary Condition for the Doctoral Art Project

This essay will summarise some of the writing-related issues I came across during
the four years of my doctoral studies in Fine Art at the Vilnius Academy of Arts
(VAA) where I completed a project titled “Knowledge that Artist Has at Their
Disposal: Seven Trace-Maps” (“Zinojimas, kurj menininkas turi savo Zinioje:
septyni zymélapiai”). I will reflect both on a general model of the Lithuanian
doctoral studies in arts, and on how the specific academic requirements them-
selves took part in the formation of my doctoral project. I will conclude the
summary with the overview of “Spaces and Surfaces” (2019) — my artistic
contribution to the collective monograph Atlas of Diagrammatic Imagination:
Maps in Research, Art and Education (2019). This experimental work is an
attempt to reflect on my artistic practice via the very same diagrams and image

3 Gilles Deleuze theorised about and through ‘folds’ in all of his books, particularly in his The Fold: Leibniz and
the Baroque (1988). However, in my work, I do not limit myself to the Deleuzean reading, however his notion
of fold’ resonates most strongly with the way certain thoughts fold in on others.
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atlases that I use in my work, rather than via the written text alone. One might
call this approach towards research presentation a ‘material articulation’

The purpose of all doctoral studies is to articulate relevant questions or
problems and to contribute with some new knowledge to the chosen field of
inquiry. However, what kind of new knowledge do we have in mind when we
talk about the research in arts, given that we are still inertly pursuing an old
dream of modernity — to discover or invent something new? Academic publi-
cations and conferences are abound with endless discussions about what and
how does an artistic research produce things. And most of the time this ‘new
knowledge’ is refered to as something that cannot be stated in propositional
statements, as if we were all looking for something else entirely.

Let us consider a traditional distinction between the theoretical
(epistémé) and practical (techné) spheres of knowledge. Analytical philosophy
has re-dubbed this opposition in terms of the difference between ‘knowing
that” and ‘knowing how. Where does artistic research come in? We often asso-
ciate research conducted by artists with the possibilities of tacit and embodied
knowledge. According to Henk Borgdorfl, “artistic research — as embedded in
artistic and academic contexts — is the articulation of the unreflective, non-con-
ceptual content enclosed in aesthetic experiences, enacted in creative practices,
and embodied in artistic products” (Borgdoff, 2012, p. 168). The turn toward
practice that has recently occured in contemporary theory draws attention to
practices in which and through which knowledge is constituted, and not simply
found. Yet we are still wondering: how do we make this tacit knowledge talk?
How are we supposed to disembody it from artistic practice?

Since I am carrying out my doctoral work in a specific institutional
context — namely, VAA Doctoral Programme in Fine Arts — I would like to use
the very model of doctoral studies as a preliminary starting point, thereby focus-
ing on how this model models the doctoral student who, in turn, has to model
their dissertation project. As Jean Baudrillard (1983, p. 31) once put it, “models
come first” Therefore, a particular model that the institution has chosen
provided me with some actual parameters to further develop the doctoral work.
But to what extent is it able to respond to new knowledge (or that “something
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else”) that the artistic research is so likely to generate? How flexible and plastic
both a doctoral student and a doctoral model have to be in regard to each other?

In Lithuania, the institutional framework of artistic research is laid down
in Regulations for Doctoral Studies in Art (2017). The fairly common two-part
doctoral model is embedded in many European art academies and required as
mandatory. It is comprised of two equal and integral parts: ‘artistic-creative’ and
‘academic research. The Regulations describes it thusly: “An art project is a total-
ity of works, developed during a doctoral programme and submitted for public
defence, comprising two equivalent parts: artistic-creative part and research
part.” Because of this fundamental divide, I have two supervisors who come
from different backgrounds — an internationally recognised artist and an expe-
rienced academic researcher with a PhD - to observe and asses their respec-
tive ‘parts’ in what is otherwise an integral ‘art project. The current institutional
model leaves the ‘artistic-creative part’ open and undefined with the excep-
tion of a compulsory public presentation. The ‘research part’ is expected to be
done in writing, with the overall word count of 30,000 to 40,000 words. What
could these number-words possibly imply for an artist-researcher? Are these
the parameters of the length, width or depth of the text? It is somewhat pecu-
liar that the number of words is regulated, while the physical dimensions of the
artwork are not. After all, we might as well imagine an equivalent requirement
to hold an exhibition in a space that measures, for instance, 30,000 to 40,000
square metres; one would definitely need a few good hours to walk around such
an exposition space. Incidentally, this is roughly the same amount of time one
needs to read through the required block of text. Of course, if one gives in to
the temptation to read only the introduction and conclusions, the reading time
will be reduced to only minutes. But is this how an ‘art project’ is supposed to
be experienced?

This formal division of a doctoral work into the ‘artistic-creative’ and
‘research’ parts is not without its own problems, because it inadvertantly repro-
duces the inherited divisions between practice and theory, form and content,
idea and matter, etc. Besides, this could lead to some rather undesirable conse-
quences during the defense stage of an integral ‘art project. Quite paradoxically,
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if any part of the project is missing or happens to be indiscernible, the artistic-
academic community might as well throw the entire project overboard and
regard only its artistic side (for what it is worth), or it might otherwise be consid-
ered as of some other — non-artistic — kind of research. One does not want such
misunderstandings to occur during any public defence of an academic degree.
Usually it is the art jurors themselves who divide into two, sometimes simply
incompatible, camps: some tend to highlight the ‘artistic-creative part, while
others care more about the ‘research part” How are we to find a shared ground
and give due credit to the both parts of the art project?

Although this preliminary division of an art project poses various kinds of
problems, our doctoral programme still cannot envision both artistic research
and art project without their respective written supplements (‘words’) because
it refuses to accept artworks as a sufficient outcome of the doctoral work. As
it stands, an artist requires a ‘double alibi’ (presented both as an art object and
a written text) for their artistic research to enter legally into academia — an
environment generally supposed to be concerned with the pursuit of knowl-
edge. However, as I see it, the usually required not-so-small amount of ‘writ-
ten supplement’ brings the artistic research closer to the experience of writ-
ing a thesis in humanities, where all the appropriate eloquence and breadth
is supposed to demonstrate the articulateness of the research. In humanities,
research usually develops discursively — namely, through language and writ-
ten text. The academic requirements for doctoral ‘art project’ seem to indicate
that artists-researchers are expected to present something in addition to ‘mere’
drawings, objects, photographs, diagrams, maps, no matter how advanced they
are. The number of words required by the institution seems to suggest the
requirement for a body of writing in the form of an accompanying narrative,
written in either linear or non-linear fashion, about the knowledge produced by
the research. An institution therefore provides an artist-researcher with a space
to expose and a stage to express — to transcribe — their ‘inner voice’ as an inti-
mate speech of self-comprehension. However, as we all know, there is always

more than one voice echoing in any written text.
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Perhaps, the written component is an absolute necessity for any type or field of
research, including artistic research. Nevertheless, I believe that the ‘research
part’ of the doctoral work (in this case, an integral ‘art project’) could be artic-
ulated not only through conventional written texts (‘words’), but also via what
might be called ‘material articulations.” Inherently polysemic, the artworks
themselves could become the elements through which and in which research
would take place. I will try to open this up by briefly turning to the so-called
epistemological framework of “experimental systems” developed by the histo-
rian of experimental life sciences Hans-J6rg Rheinberger. He defines “experi-
mental system” as “a basic unit of experimental activity combining local, tech-
nical, instrumental, institutional, social, and epistemic aspects” (Rheinberger,
1997, p. 238). It is also a space of signification. Although I have never worked
in a laboratory alongside the scientists, the “experimental situation” that
Rheiberger describes appears to be similar to what occurs in the messy studios
of many artists-researchers.

I assume a doctoral ‘art project’ is supposed to imply experimentation. But
what is this ‘experimentation’ in the context of artistic research that is supposed
to contribute not only with the new experiences but also with newly gener-
ated knowledge? Perhaps we could — somewhat unexpectedly — compare the
practice-based artistic research with the in vitro protein biosynthesis. In his
study on “experimental systems,” Rheinberger refers to the emerging objects
of research as “epistemic things” (1997, p. 28). In the context of biochemis-
try and molecular biology, these are the material entities or processes such as
physical structures, chemical reactions, or biological functions that constitute
the objects of inquiry. Meanwhile Borgdorff finds an equivalent situation in the
field of arts: “Similarly, within artistic practices, artworks are the hybrid objects,
situations, or events — the epistemic things — that constitute the driving force
in artistic research” (2012, p. 193). The so-called “epistemic things” therefore
embody what one does not yet know. Somewhat paradoxically, they already give
answers to the questions that researchers have not yet been able to formulate.

I find it interesting that, for Rheinberger, these “epistemic things” exist
and operate as inscriptions: “These are all material signs, entities of significa-
tion. The arrangement of these graphemes composes the experimental writing”
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(Rheinberger, 1997, p. 111). Here we have a contemporary science historian
with an explicitly Derridean approach who likens the process of writing with
practical experiments on the biochemical laboratory workbenches. Usually the
notion of ‘grapheme’ refers to the smallest semantic unit of a written text, but
here Rheinberger extends it to include any kind of experimentally produced
material signifiers. When seen from this perspective, different artistic practices
themselves might as well be regarded as generalised forms of writing. In this
sense, when experimenting with limited sets of materials and unique epistemic
practices, an artist-researcher is always-already in the process of writing and
modeling their ‘art project. Rheinberger argues that “to bring alternative spaces
of representation into existence is what scientific activity is about” (1997, p.
113). By the same token, the doctoral ‘art project’ could be regarded as a way of
producing material articulations, while the publication itself — as a “machine” of
reading them.

This approach is evident in Atlas of Diagrammatic Imagination: Maps
in Research, Art and Education (edited by Lina Michelkevi¢é & Vytautas
Michelkevicius, designed by Laura Grigalianaité, and published by the Vilnius
Academy of Arts Press, 2019). The collective monograph expands on the vari-
ous practices of diagramming and mapping. According to the editors, the choice
of the book cover colour was purely intuitive, although, to my eyes, the green is
an obvious trope of ‘ecology, and the various diagrams in the Atlas may be inter-
preted as schematised ‘ecosystems of imagination. This particularly relevant
because we usually represent ecosystems as diagrams. Each additional element
that enters an ecosystem disrupts its balance; the same goes for diagrams.

“Spaces and surfaces” (2019) is a bilingual ten page fold-out as large as
264 x 34 cm. In it, I aimed to create links between photography and cartog-
raphy. In my contribution to the Atlas, I argue that both photographic and
cartographic methods of representation should be understood as ‘snapshots’
of time and space. Both of them employ ‘virtual lines’ that frame, link, and
direct the stories that they tell. However, the processes of navigating, read-
ing, and looking through this ten-page fold are far from being straihtforward.
The short, epigrammatic, descriptions of five of my previous artistic projects —
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“One Square Meter of Gallery Space” (2009), “Simple Words” (2012), “The
Anatomy of Melancholy” (2013), “The Traveller” (2015), “Workspace”
(2017) - are arranged along the curved paths that resemble a topographic
map with its typical contour lines. The texts in the layouts can be read start-
ing from either the outer or the inner lines, thus generating two potentially
different readings. Some of the keywords are highlighted and outlined as if they
were reference points or landmarks. The fine lines making up a regular grid of
location coordinates is a yet another hint at the diagrammatic representation.
Photographic documentation and other visual material are arranged on one
side of the sheet of paper, while their mirrored captions — on the other. The
paper is thin, even diaphanous — one can put it against the light and read all
brief explanations that accompany the images. One can also interpret the heter-
ogeneous elements of the fold-out as the aforementioned ‘graphemes’ (in an
expanded sense). I wanted to create a situation where the hierarchy between
the text and image is overturned. In this case, looking at the images is easier
than reading. Here, I have tried to play with the cultural conventions of maps,
to ‘transpose’ the stories into their diagrammatic representations, and to create
five different diagrams or, more precisely, ‘diagrammatic ecologies.

In my doctoral art project, each of the individual artworks is introduced
and exposed via both textual and visual fragments. How can those fragments be
read and made sense of? This certainly requires some additional effort from the
reader and/or viewer, which can be either rewarding or frustrating. Interestingly,
the English word ‘noise’ derives from the Latin word nausea (‘seasickness’),
which in turn can be traced back to the Greek naus (‘ship’). The root of the word
‘noise’ etymologically relates to nausea and seasickness. Reading this mate-
rial could be like sailing through a severe storm. Indeed, the fold-out project
“Spaces and Surfaces” may appear nauseous to its reader-viewer who needs to
engage with the work by turning the pages circularly, looking against the light,
and facing all kinds of other orientation-related difficulties. Here, I found it
important to disrupt the normative reading process — the unusual form of the
text immediately negates the text, but at the same time it comes as a material
necessity that allows the work to generate productive differences and different
readings.
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Simple Words

After encountering A Concordance to the Poetry of Saloméja Néris (1980) by the
literary theorist Viktoras Alekna (1915-2008), I was tempted to ask: what does
this frequency dictionary of 7264 words reveal to us? This collection of ‘simple’
words by the poet Saloméja Néris (1904-1945) who was both a literary and
a political figure, comes from a rather complicated historical period. I trans-
ferred the whole concordance onto a single surface with more frequent words
appearing larger in relation to the less frequent ones. The installation “Simple
Words” (2012) is constructed according to the laws of geometrical perspective,
and it renders the whole poetic discourse by Néris as an ‘instant photography’
which also acts as a word map that lists every single word ever used by the poet.
The resulting work invites the viewers to immerse themselves into the oeuvre of
Neéris and regard this collection of author-specific words as an archive, a data-
base, or a museum. Besides that, I asked seven contemporary poets to write
their own poems while employing only the words found in the Néris” word
map. During the opening the new texts were presented by the poets Dainius
Gintalas, Vaiva Grainyté, Ieva Gudmonaité, Benediktas JanuSevi¢ius, Ausra
Kazilianaité, Mindaugas Nastaravi¢ius and audiovisual poetry project nunu
(Gabrielé Labanauskaité, Zygimantas Kudirka, and Darius Jurevi¢ius).

Svajiinas

For the period of October 25-27, 2013, the entire film hall of the Tadas
Ivanauskas Museum of Zoology in Kaunas has been turned into the installa-
tion “Svajanas.” This was a part of the art project “The Boheme of the Liberty
Boulevard: Places of Memory” that sought to spark a public debate about the
contemporary identity of Kaunas’ most famous boulevard. According to the
Lithuanian State Enterprise Centre of Registers, Svajinas was the most common
name among those born between 1960-1975. “Svajanas” is an attempt to envi-
sion a part-real, part-fictional, artist who supposedly lived in this city during the
1980s.

188

SUMMARY

In my private family archive I found a tape recording of “Sky and Earth,”
a Lithuanian rock opera recorded back in 1981. During the restauration of the
recording, I got interested in one of the songs that lasts only one and a half
minutes. I found myself puzzled over the correct way of transcribing the word
kiiréjas (‘creator’), the last word in the lyrics of the song: uncapitalized, it refers
to a creating person who has a right to err, but written with the capital ‘'K, it
turns into ‘God. The word “Svajanas” can also be written both as a proper noun,
and a word for ‘dreamer’ Where does the notion of ‘Svajunas-the-dreamer’ fit in
in our system of knowledge?

I have used the restored sound recording as part of the installation. The
place itself was tucked away in the very middle of Laisvés Boulevard, inside the
film hall of the cinema theatre of Kaunas Museum of Zoology. Opened back
in 1981 and abandoned later on, today it rarely opens its doors to anyone. Red
covered notebooks were offered to the visitors at the entrance to the film hall.
Inside the notebooks, I have placed two sheets with texts separated with a black
and white photo of an artefact: the original magnetic tape. One of the texts was
titled “Black box,” and it was an introduction written by me. The second text
was an excerpt from the Scenes of Bohemian Life, a book by the 19th century
French novelist Henri Murger (1822-1861). The excerpt has been specially
translated to Lithuanian for the occasion, and was written as a belletrist chron-
icle of the “unnoticed” bohemian life in the 19th century Paris. Throughout
his work, Murger keeps repeating like an axiom that boheme is a stage in the
artist’s life and is only possible in Paris. Inside the dark film hall, there was one
lit-up spot and, on the top near the ceiling, a unique directional speaker that was
designed to emit soundwaves in a very narrow beam, like a searchlight. Its effect
is rather strange: one finds it difficult to determine the source of the sound; to
a listener in the hall, it would appear that the sounds they hear originate inside
their head. Combined with the fact that at the entrance to the hall the speaker
was completely inaudible, the effect was rather convincing. The recording of
the song could only be heard in the area few metres around the lit-up chair.
Although the cinema hall can house an audience of a few hundred, “Svajanas”
could only be heard by that one person who happened to be in the lit-up spot.
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While sitting comfortably in the seat and listening to the soundtrack, one could
read through the texts in the notebook. The combination of the antique ambi-
ence of the film hall and the looped soundtrack acted like a time machine and
transported one back into the 1981 ...or 1851.

As institutions of creation and preservation of collective memory, muse-
ums too can be intuitively experienced as places of memory. However, the
Museum of Zoology also seemed like a peculiar anomaly because it is intended
as a place for learning about natural life: it is where the natural world gets intro-
duced to the public, only as an inside-out version of itself: a display of dead life.
Because there, the natural creations get preserved as ‘frozen’ in time and space.
Differently from humanity, the world of animals is not historical; and the entire
museum exposition is arranged as a systematic order that reflects the evolution-
ary process. What is the place of “Svajanas” in this whole order? After having
been transferred to the museum, the installation blended in with the zoological
display and became a yet another object to be studied and examined.

The Traveller

The Baltic Sea both joins and separates nine countries that lie around it:
Lithuania, Latvia, Estonia, Russia, Finland, Sweden, Denmark, Germany,
Poland, and the neighbouring Russian exclave, Kaliningrad. What would
happen if we joined the geopolitical and linguistic maps? In order to translate
a German word into Lithuanian, we would normally look it up in the bilin-
gual German-Lithuanian dictionary. However, from a geographical point of
view, Lithuania and Germany are not direct neighbours and have Poland and
Russia lying between them. Thus we would first need to translate the word from
German into Polish, then to Polish into Russian, and only then from Russian
into Lithuanian. This exercise would allow us to simulate the literary migration
between the locations. It is likely that, by the end of these procedures, not all the
words or phrases would reach the ‘target’ intact, and they would rather acquire
some additional meanings instead. This way a geographical travel would inform
a translation process by forcing us to travel through the dictionaries, while
rendering the traveller as a translator.
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“The Traveller” (2015) is thus presented as a certain portolan - a navigational
sea chart composed of 10 biggest bilingual dictionaries that include all the
languages of the countries lying around the Baltic Sea. Besides that, the diction-
aries are arranged according to the four cardinal directions. By mediating
between two languages, the bilingual dictionaries act as certain customs offices
that regulate the legal flow of meanings between the countries. “The Traveller”
thus invites the viewers to play a cartography game and discover new semantic
trajectories.

Dia-Grams

How did the letters emerge? It is customary to believe that letters were invented
and shaped by a human hand. In his book The Stroke: Theory of Writing (1985),
a Dutch font designer, typographer and theoretician Gerrit Noordzij focuses on
the “the underlying ‘written’ quality of all letters, with whatever technology they
have been formed.” I became fascinated by both his mathematical precision and
his realistic illustrations that act as certain diagrams of a writing process. I found
all these brush-drawn singular letters and their combinations strange, to me they
appeared as three-dimensional transparent objects. Traditionally, the letters are
drawn on the book stock paper using a dry Chinese ink that gives the stroke
its dark tone. The illusion of depth is created as the darker areas are formed
where the stroke layers overlap. Right after I made this observation, I stopped
being a reader and became an observer. The experience of perceiving handwrit-
ten letters as three-dimensional objects led me to experiment with reproducing
and recreating the letters as spatial models in the simulated digital environment.

“Dia-Grams” (2017) is a series of video projections that follow an imagi-
nary writing device that leaves traces — virtual strokes — while moving in the digi-
tal space. The digital surface created by the digital strokes acts like a projection
surface for the research-related material such as texts, illustrations, and photo-
graphs. When projected onto these digitally modelled surfaces, the photogra-
phic images bend and stretch, thus loosing part of their realness. Digital photo-
graphs are but the sets of data that can be rendered - for example, as a surface
texture that can cover the virtual room like a wallpaper.
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Orbis Pictus 360°

The artwork title is a reference to Orbis sensualium pictus (1658), a first illus-
trated textbook published by the Czech pedagogue Jan Amos Komenski (1592~
1670). Komenski’s book has been used for over 150 years in European schools.
It was the first book to teach the art of reading all other books. In his introduc-
tion, Komenski writes: “Come, boy, learn to be wise. What does it mean, to be
wise? To understand rightly, to do rightly, and to speak out rightly all that are
necessary. But first, you need to learn the plain sounds, of which mans speech
consists; which living creatures know how to make, and your tongue knows
how to imitate, and your hand can depict. Afterwards we will go into the world,
and we will view all things.”

Komenski’s Orbis pictus invites the reader to ‘translate’ the wood-block
prints into the familiar sounds and then connect them with the abstract signs
of language. It is a manual of visuality that sets out to present the deceptively
continuous world as a collection of learnable fragments. It can also be under-
stood as a precursor to a film scenario because it features a sequence of ‘frames’
and a corresponding soundscape. During “Science and Life” (2018), the VAA
doctorate degree show, I installed a book display in the Reading Room of the
VAA Library. The display featured an arrangement of five pages reproduced
from the Komenski’s book, along with the original soundscape designed specif-
ically for the installation. I used the illustrated pages from the original book
spreads, where the images were presented along with the letters and words, and
then separated the images from all the written signs. While respecting the ambi-
ent silence of the library, the accompanying soundscape composition of field
recordings could be heard through the pair of headphones. In the soundscape,
one could periodically hear the Latin pronunciation of the alphabet letters (the
alphabet we use is considered ‘Latin, although the pronunciation is clearly not).
The panoramic explication of letters follows the logic of the alphabet and goes
fromato z.
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The Echo of Words Apart

The work uses the opening poem from the book Words Apart (1967) by Jonas
Mekas (1922-2019). An escapist island sits in the midst of the troubled waters
of the show. Twenty two words are floating in the ultramarine darkness of the
screen, along with the faint reflection of the viewer’s face. This is what the viewer
of “The Echo of Words Apart” sees close-up. The work is comprised of several
elements: the tablet computer with a custom-written algorithm; microphone
stand; sound speaker; and the connecting wires. The entire arrangement sits on
the dot-shaped vinyl film stuck to the gallery floor. It is basically a prototype of
the basic language instrument, or a sampler for the visitors to play with. Because
of the lack of any instructions, the interested viewer has no choice but to rely
on their personal cultural and technological experience. One needs to touch
and feel things if one wants to understand them. Dragging the words across the
touch screen of the tablet plays a sample with the voice reading the words out
loud. The intonation of voice changes unpredictably: at times it goes up, then it
goes down again. This creates a surprise effect for a viewer who sees the words
floating on the screen. Discovering the working principles of the installation
is particularly entertaining. Mekas’ poem is thus turned into a re-arrangeable
collection of words that are linked not only poetically, but also graphically and
acoustically. A visitor who is open to a curious and playful interaction will expe-
rience the expanded pleasures of reading. Perhaps this is why children were the
most active users of the installation.

In this work, I was interested in things like pauses in reading when the
reader breathes in, or the different speeds of quiet reading and reading out
loud. Reading the words out loud thus works as an echo, akin to a short-term
memory. This pre-arranged reading situation is meant to both reflect and echo:
the female reader’s voice is picked as a reference to Echo, the mythical nymph
described by the Roman poet Ovid. It comes from an ancient Greek myth
about the youth called Narcissus who got enamoured with his own reflection
on the surface of water and was incapable of understanding that this was his
own image. Echo, who was punished by the gods for her chattiness and was only
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able to repeat the endings of the phrases of others, fell in love with Narcissus.
However, due to her condition, Echo was unable to say anything to her beloved,
apart from repeating his own words back to him. Narcissus got metamorphosed
into a blooming flower, and the nymph — an ‘echo. The myth has many connota-
tions, including the one about blind or unrequited love as a difference between
the eye and the ear.

Conclusions

In a way, each and every one of us is a Hamlet — a human being who is unable to
make up his or her mind. We know too much, yet we do not do enough. It seems
that thinking and doing are pulling us in the opposite directions, and the former
seems to keep undermining the possibility of the latter. While one would like to
automatically associate it with knowledge, artistic research is not merely about
generating static knowledge; it is also a form of a truly mettlesome action.

In my “Research Essay,” I refer to the philosophers Edmund Husser] and
Jacques Derrida; in their work they have shown how Western science, philos-
ophy and history inevitably depend on writing because the latter forms the
very basis of intersubjective communication and, consequently, all objective
knowledge. For this reason alone, being a form of action with its own epistemic
pretences, artistic research is always-already a form of writing. Here I problem-
atise both the preliminary splitting-up of the art doctorate into the ‘artistic-
creative’ and ‘research’ parts, and the absence of formal distinction between the
‘research’ part and a piece of classical academic writing. In the phonetic prose
that dominates academic field, the notion of ‘writing’ is understood in a rather
narrow sense. Due to a common practice in academia to articulate the ‘inner
voice’ of the researcher, it is also automatically assumed that an artist-researcher
too should entrust themselves to the same ways of writerly externalisation. As
far as artists-researchers are concerned, such ‘humanitarian help’ openly under-
mines an important premise that artworks, with all their inherent conceptuality
and materiality, are always-already ‘texts’ (in the most general sense). Therefore,
just like all other texts, artworks too can be used to articulate research. I discov-
ered that, while writing in the narrow sense appears as an (epistemic) obstacle,
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the notion of writing in general offers itself as the first and most adequate possi-
bility of artistic research that might actually contribute to the positive (epis-
temic) break.'

The dominant paradigm of academic artistic research can be overcome
and played over by the ‘artistic expositions’ and ‘artistic arguments’ of which
I spoke in my “Research Essay,” and which I have put to an experimental use
in my “Trace-Maps.” ‘Artistic argument’ can be understood as an irreducible
assemblage of artistic ideas and epistemic claims, where the material and epis-
temic types of ‘noise’ play a positive role. While artistic arguments resist being
reduced to the typographically transfigurable truths, they require both the audi-
ence and the readers to do some interpretational work of their own. During
the research, the process of articulation occurs via both the artist-research-
er’s ‘inner voice’ that gets transposed into the typographically rendered lines,
and the material ‘noise’ of the artefacts themselves. In other words, thanks to
these ‘material articulations, the ‘research’ part of the art project is capable of a
differential self-representation and reproduction. This is why it is important to
simultaneously rethink and expand on the notion of ‘reading’ Neither artists-
researchers nor viewers-readers can abstain from interpreting the original
‘texts, by which I mean all the contemporary and unavoidably ‘post-conceptual’
artistic practices and artefacts. In this context, reading should be purposefully
directed at the materiality of art projects. Which was exactly what I have tried to
achieve in “Trace-Maps”: read through my own artistic practice and emancipate
the specificity of artistic knowledge.

In my art project, I regard artistic practice as a system of experimental writ-
ing driven by the logic of difference or “differential reproduction.” Considered
retrospectively, the new experiences and understanding appear to be gener-
ated (and folded onto one another) by the epistemic (Gr. epistémé), technical
(techné) and aesthetic (aisthésis) elements. For this reason, “Trace-Maps” refer
not only to the ‘context of justification’ (rational reconstruction of the research),

1 Inhis La Formation de lesprit scientifique ( The Formation of the Scientific Mind, 1938), the French philosopher
of science and literary theorist Gaston Bachelard (1884-1962) writes about the yet unthought and
unconscious “epistemological obstacles” [obstacle épistémologique] which he describes as psychological and
cultural barriers on the way to knowledge and understanding.
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but also to the ‘context of discovery’ In other words, in the series of outlines to
the seven pieces of my artistic research, my attempt was not only to exhibit the
arrangement of images and texts, but also to create the conditions for the viewer-
reader to see and experience things for themselves. All the artworks presented
here are clearly imbued with textuality, however the latter is also responsible
for their particular spatiality too, as it determines the spatial distribution of
the parts around the project. Generally speaking, most of the new objects are
crafted with old tools. In this case, the photographs and texts in the introductory
material and documentation represent these very same ‘old tools’ that shape
the publication of a new kind of artistic project (‘technical object’). It is highly
likely that their deconstruction, re-application, and re-mediation is capable
of liberating new epistemic objects-questions.

Today, the work on the doctoral art project comes with several side-
effects: apart from expanding the theoretical and artistic horizons, it also
hybridises the artist’s self-understanding. The elements of this new complex
identity can be stacked along like the chain of train cars: artist-researcher-
experiencer-educator-writer-organiser.” It is, of course, nice when the artist
gets to be the locomotive, however this whole train always risks derailing from
its institutional tracks. Furthermore, the art doctorate studies themselves can
be seen as an inherently experimental system where one is free to experiment
not only with the artistic identity, but with how one relates to the academic
community. Sometimes the research supervisors too are forced to leave their
professional comfort zones and, in the course of debating, allow themselves to
migrate between the contexts of discovery and justification. It does seem that
art doctoral studies are able to put all the involved parties into a state of (un-)
productive stress. Meanwhile the transformative power of art has the potential
to explode the institutions of art and academic research from within. Although
this art project is not merely about patching up the holes of knowledge. Artistic
research produces knowledge that refuses to be disciplined. Artistic research
can generate knowledge beyond the disciplinary boundaries which artistic and

2 This repertoire of artistic identities has been discussed by Lina Michelkevi¢é in her essay “Lingual
Discourses in Artistic Research and the Role of the Talking Artist” (2015).
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academic communities might otherwise find useful: it can potentially generate
the epistemic ‘noise’ On the positive side, this noise can always generate new
questions.

Having in mind the difficulties of writing in the words worthy of research
on the one hand, and the toil of reading through long and complicated texts
on the other, I aimed at the minimum required word count of thirty thousand
words. Such is the overall size of this art project. However the word count can go
up or down depending on the reader (e.g,, an algorithm or a thinking person);
it can also vary as a result of a simple human error, or an impossibility of a
single — ‘correct’ — reading. And even though I have already reached the required
word limit, it can still mean that I have either gone too far, or did not advance
at all. With its inherent aim to divide everything into their constituent parts,
the analytic-discursive thought reminds me of the Zeno’s paradox about the
arrow that never reaches its target: if we keep dividing the remaining parts of its
trajectory in two, the division process will be endless; meanwhile we will have
to nonetheless arrive at some kind of a conclusion, even if the arrow appears
to stay in place. On the one hand, it is, indeed, paradoxical that our rational
mind is capable of concluding that movement is impossible. On the other hand,
all living practice rarely arrives at its ‘conclusions.” These practices are always
bound to converge upon one another, bifurcate and spawn their own hybrids.
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