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PRATARME

2013-aisiais paminétas Zemaiciy kriksto jubilie-
jus. Lietuva prie§ 600 m. pasirinko kriksta. Prasi-
déjo misy krasto integracija i Vakary kultarg. Tad
zurnalo Meno istorija ir kritika devintojo numerio
tema — sakralumas, sakralieji artefaktai, senieji ir
$iandieniniai kontekstai. Zurnalo autoriai aprépé
didelj chronologinj sakralinio meno tarpsnj: nuo
europietiSko varpo genezés ir sklaidos kriks-
¢ioniskajame pasaulyje iki dvasiniy krikscionio
patir¢iy $iuolaikinio dailininko vitrazuose. Suda-
rant zurnalg stengtasi atskleisti sakraliniy kary-
biniy erdviy jvairove, neapsiribojant viena meno
ar paveldo ragimi. Salia sakraliniy architektiiros
teorijy, Stanistawo Wyspianskio vitrazy Krokuvos
Pranciskony baznycioje tyrimy, spausdinama ir
Lietuvos visuomenei pristatoma i$skirtinés svar-
bos didziulio tiriamojo darbo — Konstantino Sir-
vydo Punkty sakymy - dalis, kurioje i$skleidziama
Konstantino Sirvydo lietuvi$ka frazeologija, lie-
tuviy kalbos zodziais prabylantis krik§¢ionybés
pasaulis, neabejotinai patrauksiantis ikonografijos
tyréjy ar teology démesj. Saviti, bet labai svarbus
lietuviy ir lenky kultiroms aspektai pateikiami
tiriant Adomo Mickeviciaus Véliniy interpretacijas

lietuviy ir lenky teatruose.

Varia skyriuje spausdinamas JAV tyréjy straipsnis
apie plieno liejyklas, paremtas dokumentine foto-
grafija ir interviu, keliantis dokumentikos tyrimy

etinius ir teisinius aspektus.

Sikart VARIA skyriuje spausdinamas gana vientisas
tematinis ciklas, skirtas $iuolaikinés visuomenés
aktualijoms. Mokslininky grupé pristato naujausius
tyrimus, susijusius su kultariniy ir karybiniy indus-
trijy perspektyvomis. Teigiama, kad komunikaciniy
veiksmy kaita rinkos ekonomikoje yra susijusi tiek
su politiniu, socialiniu visuomenés diskursu, tiek ir
su to diskurso paskatintu technologijy vystymusi.
Svarbiausia turinio skleidimo terpe tampa sociali-
niai tinklai, kuriems sudaré salygas komunikacinés
technologijos. Straipsniuose kritiskai analizuojama
Lietuvos karybiniy industrijy vieSa komunikacija
su kultdros ir kiirybos sektoriumi, teigiama, kad
kitokie komunikacijos modeliai ir aktyvus pilie¢iy
ir vartotojy jsitraukimas j kiirybos procesg $iuolai-
kiniy kritiky ir teoretiky matomas kaip vieninte-
lis tinkamas atsakas j kultiiros legitimacijos krize.
Straipsniuose teigiama, kad ilgainiui didéjantis poli-
tinis bei socialinis spaudimas vers meno organizaci-
jas perziureéti veiklos budus ir ,,plésti savy zitrovy
ratg“ Tai, ar teatrai ir muziejai taps gyvos bendrys-
tés vieta, atsiveriancia jvairialypéms auditorijoms ir
islaisvinancia jy karybinj aktyvuma, priklausys nuo

visy kulttros lauko dalyviy.

Devintajame Zurnalo tome yra nauja rubrika Ikono-
grafija. Zurnalo sakraling tematika papildo archi-
tekto dailininkko Jono Luks$és Kauno $ventoviy
piesiniai, atskleidziantys nejtikétinai gausig Kauno

$ventoviy, konfesijy jvairove.

Nijolé Taluntyté
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PREFACE

The anniversary of baptism of Zemaiciai has been
celebrated grandly. 600 years ago when choosing
the baptism Lithuania turned to look into Europe
decidedly. The integration of our land into the wes-
tern culture was started. Therefore, the topic of the
ninth issue of the journal Meno istorija ir kritika
(Art history and critics) is sacredness, sacral arte-
facts, ancient and nowadays’ contexts. The authors
of the journal have embraced a vast chronological
period of sacral art from the genesis and spread
in the Christian world of European bell to spiri-
tual experiences of a Christian in the stained glass
created by the modern artist. When compiling the
journal the variety of sacral creative spaces without
restriction to a narrow kind of art or heritage. Next
to the theories of sacral architecture, research of
Stanistaw Wyspianski’s stained glass in Church of
the Franciscan Order in Krakow, there is published
and introduced to the Lithuanian society a part of
exceptional importance huge research of Konstan-
tinas Sirvydas’ Punktai sakymy where Konstantinas
Sirvydas’ Lithuanian phraseology is extended, the
Christian world speaking in the Lithuanian langu-
age undoubtedly will draw the attention of icono-
graphy researchers or theologians. Unique, however,
very important aspects of sacredness in Lithuanian
and Polish cultures are presented when researching
interpretations of Adomas Mickevi¢ius' Vélinés (the
day for commemorating the dead) in the Lithuanian
and Polish theatres.

Chapter Varia presents the article of the USA rese-
archers about steel mills based on documentary

photography and interview revealing ethical and

legal aspects of documentary researching.

This time the chapter VARIA deals with quite com-
pact thematic series dedicated to issues of contem-
porary society. The group of scientists presents the
newest research related to perspectives of cultural
and creative industries. It is stated that the change
of communication activities in market economy is
linked to both political, social discourse of society
and technological development encouraged by this
discourse. Social networks that create conditions
for communication technologies become the main
medium of context spread. In the articles where
public communication between Lithuanian creative
industries and cultural and creative sector it is stated
that other communication models an active invol-
vement of citizens and users into creation process is
observed by present critics and theoreticians as the
only suitable response into cultural legitimisation
crisis. In the articles it is indicated that continuously
increasing political and social pressure will make art
organizations review own ways of activities and at
least formally “increase the number of own specta-
tors. Therefore, whether theatres and museums will
become the place of live communication open to
diverse audience and freeing their creative activities,

will depend on all participants of cultural field.

The new column Iconography has appeared in the
ninth issue of the journal. The sacral thematic is sup-
plemented by the drawings of Kaunas sanctuaries of
the architect-artist Jonas Luksé revealing incredibly

rich variety of sanctuaries, religions in Kaunas.

Nijolé Taluntyté
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Vytautas LEVANDAUSKAS
Vytautas Magnus University, Lithuania

SACRAL ORIGIN THEORIES
OF CLASSICAL ORDER

Key words: order, Vitruvius, architectural theory,

sacrality

Classical order is particularly important in Euro-
pean architectural history. It is associated with anci-
ent Greek and Roman culture, Renaissance art and
finally with retrospektyvisms of New Ages. Order
(Lat. Ordo, fr. Ordre, germ. Order - order) for cen-
turies raimained to be the essential system of tem-
ples, public or residential buildings and it consisted
of three parts: 1) the main - column; 2) covering
part above the column - entablature and 3) pedestal

below the column.

The column was the most important form of artis-
tic expression and it was the centre of attention
for architects, artists and customers. For centuries
artists searched for its perfect proportions, calcu-
lated structural properties, created a wide range of
decor options, but each time they used to discover
that it is not possible and even it is not necessary to
surpass what once was created by Greeks and deve-
loped by Romans. Thus, there was contemplation
about the divine nature of a column, its similarity to

human beings and its organic origin.

The aim of this article is to review the main theo-
ries of orders from ancient times until the XIXth
century, emphasizing their aesthetic and spiritual
essence and the explanations of sacred column ori-
gin. This work is not meant to be a comprehensive
review as it was not possible to read all architectural
works. In 1832, in Vilnius University, Department
of Architecture, a rich library in this field was des-
troyed during the liquidation of the university;

books were stolen and transported to Kiev, Kharkov

and elsewhere. Therefore, when collecting data, the
majority of publications were read abroad or their
translations into Russian, Polish and Czech langu-

ages were used.

The oldest known work, containing the outlined
rules of architecture is Vitruvius Pollios treatise
The Ten Books on Architecture, published in the 1st
century BC and dedicated to the Emperor Augus-
tus. Vitruvius attempted to summarize the Greek
architecture, although he lived two centuries after
their classical period (the V-IIIth c. BC). In this
treatise order is often associated with gods. In the
following line he explains the origin of the ancient

Doric order:

When Doras, the son of Helen and nymph
Ftija, reigned in Achaia and in the entire Pe-
loponnese, in the old city of Argo he made a
temple, which accidentally took a Doric shape
of order and then he built temples of the same
order in other Achaia cities, even though the-

re were no rules of proportions then'.

Vitruvius also indicates other orders that fit to be
used for various temples of gods. The temples for
Thunderer, Heaven, Sun and Moon should be open
as these gods manifest in open, glowing sky. The
temples for Minerva, Mars, and Heracles are Doric
temples as the bravery of these gods requires build-
ings without any decorations. The Corinthian order
would be most appropriate for the temples of Venus,

Flora, Proserpina and nymphs since these dieties



are so tender that architecture also requires slender
forms, colourfully decorated with leaves and twirls.
What concerns the temples for Juno, Diana, Father
Liberi and similar dieties, having applied Ionic
order, an intermediate link between strict Doric and
soft Corinthian buildings would be filled*.

In his treatise Vitruvius presented the following
lyrical legend about the form of Corinthian col-

umn’s capitel:

A young girl, Corinth citizen, having attained
the marriageable age, fell unwell and died. Her
wet nurse, gathered her small things, which a
girl cherished very much, put them into a bas-
ket, brought it to the graveyard and put on the
grave. A tile had been placed over the basket
to protect it from the weather. Accidentally,
the basket was put on on the root of Acanthus.
In spring, the pressed Acanthus’ root let the
leaves and sprouts out. The sprouts had grown
through the basket’s edges, reached the heavy
tile and curled up in rolled tips. At that time,
Callimachus (Kallimachos. - V. L.), who was
honoured by the Athenians for his elegant,
delicate marble works, was going through
that tombstone and noticed a basket and it
covering leaves” tenderness; he was impressed
by that spectacle, original form and in accor-
dance with that view he created the columns
in Corynth, established their proportions and

the rules of Corithian order>.

For several centuries Vitruvius treatise has been
forgotten. Only in the XVth century it was discov-
ered again and commented by theorists of Renes-
saince. It also gave birth to new interpretations of
order’s origin. After Vitruvius, the first work, exam-
ining the issues of order was an architectural trea-
tise by Italian theorist Antonio di Pietro Averlino,
who was also called Filarete (1400-1465). Filarete
was a representative of the firmly rooted Christi-
anity and he created theories of order’s origin that
corresponded to the spirit of that period. Filarete
wrote a lot about Biblical character Adam, search-
ing for a relationship between God and a human
being. It could be assumed, he claimed, that those

who invented orders, should have discovered a high

and well-built man, such as Adam was, because if
God created his body, then consequently, it was cre-
ated beautiful and extremely proportious, only later
nature divided people into high, short and those of

medium height*.

Sacred theories of classical order’s origin were
developed in the Christian direction by Sebastiano
Serlio (1475-1555), the Rennaissance theorist of the
XVIth century. In his books on architecture, he set
to “correct” Vitruvius and suggested to use various
orders in a different way. We, Christians, have to fol-
low a different order, he wrote, and recommended
to apply the Doric order for churches, sanctified for
Jesus Christ, St. Peter, St. Paul, St. George and other
saints, who were not professional soldiers but had
enough strength and power to donate their lives for
Christian faith. According to Serlio, the churches of
Corinthian order should have been related to St. Vir-
gin Mary, who was and remained virgin even after
giving birth and in general for all the saints whose
lives were virginity. The churches of Ionic order
should have been assigned to all the saints, whose
way of life was to be among the soft and tender, in
other words, for holy wifes, the former honorable
mothers’. Serlio’s order sacralization was a new way
to express the spirituality of a building. It was a tran-
sition to the symbolic semantics, which transferred

physical appearance into the second place.

Giacomo Barozzi da Vignola (1507-1573) ir Andrea
Palladio (1508-1580) were the most famous archi-
tects of Italian Renaissance whose theoretical works
introduced classical forms into European architec-
ture. Their treatises summarized Vitruvius’ theories,
provided order’s canons, methods of their composi-
tion and construction rules. Vignola® and Palladio’s”
treatises were mostly widespread among the archi-
tects of northen European countries (including
Lithuania) and they were often quated in works of
local theorists. The books of these two Renaissance
giants were designed to be applied in practice as
they were perfectly illustrated instructions for pro-
fessional architects. However, due to such an appli-
cable nature, in Vignola and Palladio’s works less
space was left for aesthetic contemplation and issues

of order’s origin.

1
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Palladio’s follower Vincenzo Scamozzi (1552-1616)
completed theoretical explorations of the XVIth cen-
tury Renaissance architects when in 1615, in Venice
he published a huge treatise The Idea of a Universal
Architecture®. There he developed Filarete’s disclo-
sed idea of the divine order’s origin. Scamozzi in a
new way gave a meaning to order’s, i.e. order’s (pro-

cedure) Latin lexeme ordo as the antipode of chaos:

Order (i.e. order — V.L.) has to be found in all
the things, otherwise confusion would prevail
and everything would turn into that Chaos,
contemplated and sung by sages ans poets; we
will indicate that architecture, as the creator
of the finest science, must contain order in
itself (...). Thus we can claim, that the creat-
ed things are composed of order (i.e. order -
V. L.), created by God; that order, as well as
decorations, dominate in all the things and
it is also clearly visible in sciences and noble

arts (...)°.

Thus, Scamozzi gave a huge spiritual meaning to a
classic form, claiming, that in architecture order is
a part of the same universal order created by God.
Having highlighted the divine origin of the order,
Scamozzi also individually assessed every order
type. In particular, he adored the Corinthian order

and considered it to be superior to others:

there is no such order among them all, which
would be more pleasant and beautiful as the
Corinthian one (...). In ancient times this
order was used for decoration of temple fa-
cades and internal parts so as to show that
the noblest and the most superior things are
meant for gods (...). We will add that this or-
der expresses the transparency of soul, which
is suitable only in the presence of Supreme

Being!®.

Renaissance theorists’ theories of the dicine origin
formulated a new approach the order as a spiritual

phenomenon.

In the XVIth century works of architectural theory
appeared in other countries. In 1550, in Ziirich, an

architect and wood carver Hans Blum published a

book V. Columnae or description and application of
five orders. Blum suggested an original derivation
of a Toscanian column: some architects claim that it
has gain its name from the giant Tuscan which was
supposedly a German ancestor, as this column was
the thickest and the largest of all. Blum’s attempt to
associate a Toscanian column with the myth of his
nation was new and perhaps the only one pheno-
mena of this kind in the XVIth century. However,
the author is original not only because of that. He
compared the proportions of Toscanian column
with a fat peasant and even called it a peasant
column. It was an obvious order’s desacralization
by drawing attention to people from lower social
stratum. However, Blum highlightes order’s sacra-

lity elsewhere. He claims:

(...) This art is not invented from scratch, as it
occurred thousands of years ago, reigning for
Solomon who ordered the building of Jerusa-
lem temple and royal palace of the Corinthian

style, as it is said by Joseph'!.

In the XVIIth century the centre of architectural
theoretical thought was transferred to France. New
talents appeared after Philibert De LOrme’s (1510-
1570) First Volume on Architecture, published in
1568. One of the most prominent talents was Roland
Fréart de Chambrai (1606-1676) — a representative
of a noble family who had the highest impact on the
social layers of his country. He became extremely
famoust after publishing Parallels of Antique and
Modern Architecture in 1650. Chambre repeated
Blum’s described biblical theory of the Corinthian

order:

though I do not dare claim that this profile
(the Corinthian order - V. L.) exactly cor-
responds to the profile of Salamonstemple
(...), the more I am convinced that it is as
close to that as it can generally be according
to the descriptions, provided by the Bible and
famous historians and which are testified by
Villialpand in his huge treatise'>. Chambrai
continues: If the churches and altars are built
for those noble young ladies who, when de-
fending Christianity in their youth age, suffe-

red the cruelty of tyrants but overcame all the



tortures due to their strenghth, then is it pos-
sible to find something more expressive and
corresponding to their dedication than this
divine order! (...). In short, as it decorated
the famous temple in Jerusalem, which never
had any compeer, it can be rightly called yhe

blossom of architecture, the order of orders

(.8

In the evolution of architectural science, Chambrai
was also distinguished as one of the first Hellenistic
apologists who denied everything that did not meet
the ancient Greek forms and aesthetic ideals. Later it
became norm for the classicists of the XVIII-XIXth
centuries but Chambre passed them all for more
than a century. The author reminded Vitruvians
description of the Doric order, where it was com-
pared with a powerful man, such as Heracles (Her-
culis) was, who was always depicted as barefoot.
Therefore, Chambrai concludes that Greek Doric
order has to be without base either, in other words,
it must be barefoot. Greek Doric order had no base,
it appeared only in Roman times. Thus, this theorist,
referring to the image of the ancient god, made an

attempt to dismiss that was not Greek.

In the XVIIIth century, the problem of sacral sym-
bolism was not as popular as it was before. Then
theorists were dabating whether the order came
from the similarity to the human body or whether
it developed from wooden constructions. Jacques-
Francois Blondel (1705-1774), the adherent of Ant-
hropomorphic theory, in his Cours darchitecture
reminded that the logic of the divine order’s pur-

pose cannot be ignored:

Take a look at Greek history and you will no-
tice that Doric buildings were almost without
exception assigned to Jupiter, Mars, Hercules,
Ionic were assigned to Cybele, Juno, Proser-
pina and Corinthian - to Vesta, Flora, Hebei;
if these three orders, together with Toscanian
and Compositional, were eqully applied for
all types of buildings, then, such inconsisten-
cy would create greater that it can be imagi-
ned architectural monotony and inaccuracies

in details'.

Italian scholar and journalist Francesco Algarotti
(1712-1764), in his Essays on Fine Arts, related
sacral order origin’s explanations with the sear-
ches of organic origin. He wrote: (...) The images of
various forms’ trees thin as spruce, stumpy as beech
and also those of medium thickness, to which people
face everyday, could give birth to the idea of different
orders... It is easy to imagine how the most enduring
and the largest boards were attached to the ends of the
thickest tree trunks that were used for abutment. The
entablatures, made of several parts were put on the
top of those boards, whereas it was different with the
trunks of slimmer trees. I would say it is not difficult
to understand how appeared the two initial forms,
which determined the Doric and Corinthian order
and which, when being transmitted from one master
to another, finally reached such beauty that one aut-
hor - a foreigner, even stated that these were given to
human by God as objects, the invention of which far
exceeded the capabilities of the human mind". Here,
Algarotti had probably in mind a German foreigner
Leonhard Christoph Sturm (1669-1719) who wrote
that the Doric and Corinthian orders were given
to people by God. Sturm is also quated by another
German author - Georg Wolfgang Krafft (1701-
1754) 16,

At the end of the XVIIIth century, there were such
theorists that skeptically evaluated Villalpand’s inter-
pretation of the Corinthian order’s origin. Francesco
Milizia (1725-1798) was extremely skeptical. In the
book Principo di architettura civile he wrote:

Father Villapand who generously searched for
its (the Corinthian order - V. L.) origins dre-
amed- and he himself believed in that- as if
God ordered Salamon to create this order and

Greeks took it over from Jerusalem temple!”.

Antoine Quatremere de Quincy (1755-1849) was
critical about Vitruvius’s interpretation on the Doric
order’s origin. He was convinced that the Doric
order could have been created only by imitating the

primitive wooden construction's.

Archeologic discoveries of the XVIII-XIXth cen-
turies, achievments in exact sciences and finally

educational philosophy encouraged architectural
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theorists to be more accurate but everything that
was created from Vitruvius to Classical times was

not forgotten.

Lithuania also was not left behind by the theory of
the divine order’s origin. They came through yhe
works of other theorists, who have been studied and

assisted in shaping the view of artists.

The oldest architectural works of the XVI-XVIIIth
centuries, written in Polish and spread in Lithuania
were mainly practical manuals of construction and
farming. Rules of order construction have been
learned from Vignola and Palladio. However these
two authors less attention paid to the problems of
order’s origin. Wojcech Bystrzonowski'® refered to
Scamozzi. Martin Knackfuss, the developer of early
Lithuanian classicism, responding to the anony-
mous letter about Vilnius City Hall construction in
1782, wrote:

of those, who I have been reading about,-Ve-
netian architect Andrea Palladio, Vincenzo
Scamozzi (...). I respect the latter for his no-

velty when defining the Ionic top (...)%.

Department of architecture in Vilnius University
has accumulated a set of theoretical works among
which there were Vitruvius’ The Ten Books on Archi-
tecture (published 1800-1801), treatises*! of Blon-
del, Scamozzi and other authors. Representatives
of Lithuanian classical school were well aquainted
with rules of the Classical order and mythological
and anthropomorphic theories were helpful when

shaping their artistic worldview.

Anthropomorphic theories, looking for similarities
to a human being, were directly related to the sacral
ones. Ancient Greek and Roman gods were human;
biblical character Adam, created by God, had to be
of divine proportions. It was a long time since Vitru-
vius associated the order with proportions of a man,
a woman or a girl. Laurynas Gucevicius, the devel-
oper of Lithuanian mature classicism, was educated
by anthropomorphic theories. His student Michal
Szulc, having become a professor of Vilnius Univer-

sity, also focused on the relationship between human

and order proportions. His lectural notes contained
a numeration of human body proportions accord-

ing to Vitruvius and Albrecht Diirer?.

The developer of Late Classisicm, a professor of
Vilnius University and an architect Podczaszynski,
following the French rationalist Jean Nicolas Louis
Durand (1760-1834), distanced himself from
anthropomorphic theories. In his treatise Architec-
tural Basics for Academic Youth, he wrote: (...) It
would be better to adopt those rules that derive their
(orders’ — V.L.) shape from their purpose than to rely
on the imitated similarity between the Toscanian cor-
nice and human face seen from the profile”. How-
ever, even though Podczaszynski was utilitarian,
in his work he preferred and most probably he was
the only one who often used the most fragile, poetic
and non practical in our conditions the Corinthian
order (Ziliciai manor, Vilnius Evangelical Lutheran
Church, Vilnius University Aula).

Podczaszynski’s student Hipolit Rumbovicz in his
treatise On the Orders as Such also criticizes the ant-
hropomorphic theory: How it is possible that, for ins-
tance, the human shape all parts of which are created
for their own purpose can be an example for the sup-
port made of inanimate matter**? Meanwhile anot-
her Podczaszynski’s student Jan Sobolewski in his
treatise On the Beauty of Buildings, written almost
at the same time, claimed that the most beautiful
architectural forms are those that imitate nature if

this imitation is wisely thought-over:

Thus, the purpose of human creation, regar-
dless its focus, approaches to the purpose of
the natural creation, because people follow
nature and it is what brings nature and people
together. This following has to be intelligent as
only pefect things can be followed by (...)%.

Works of Vilnius University architectural theorists
clearly reveal how sacral theories of order, having
gone through anthropomorphic stage, achieved the
searches of organic origin. Architectural theorists’
attempts to provide order with a spirit did not disap-

pear without a trace.
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KLASIKINIO ORDERIO SAKRALINES KILMES TEORIJOS

Reiksminiai ZodZiai: orderis, Vitruvijus, Renesansas, architektiiros teorija, sakralumas

Santrauka

Straipsnyje siekiama apzvelgti pagrindines orderiy teorijas nuo Antikos laiky iki XIX a., gilinantis j jy dvasing esme,

sakralizuotus klasikinio orderio kilmés aiskinimus.

Seniausias zinomas veikalas, kuriame iSdéstytos architektiros taisyklés, — Vitruvijaus traktatas Desimt knygy apie

architektirg, ileistas I a. pr. Kr. Autorius mégino apibendrinti graiky architektara, nors pats gyveno daugiau kaip

dviem Simtmeciams praéjus po klasikinio jy periodo (V-III a. pr. Kr.). Vitruvijus nurodo, kokius orderius dera

naudoti jvairiy dievy $ventykloms. Minervos, Marso, Heraklio §ventyklos statomos doréninés: $iy dievy narsumas

reikalauja pastaty be puosybos. Veneros, Floros, Prozerpinos ar nimfy $ventykloms tinkamiausias buty korintinis

orderis, nes tos dievybés tokios §velnios, jog ir architektarai dera taikyti lieknas formas, spalvingai papuostas lapais

ir uzraitomis. O Junonai, Dianai ir panasioms dievybéms skirtas $ventyklas reikéty statyti pagal jonéninj orderj,

kurio $ventyklos jsiterpty tarp griezty doréniniy ir $velniy korintiniy pastaty.

13

1

*NOISNIWIA WNIOVS

SLOVIILYY ANV Ld4V 40 SIIYO0OdHL



14

IR ARTEFAKTAI

MENO TEORIJOS

SACRUM DIMENSIJA:

I.

Klasikinio orderio kilmés teorijas krik§¢ioniskaja kryptimi plétojo XVI a. Renesanso teoretikas Sebastianas Serlio
(1475-1555). Knygose apie architektiirg jis sitlé kitaip naudoti skirtingus orderius ir rekomendavo doréninj orderj
taikyti bazny¢ioms, skirtoms Sv. Petrui, Sv. Pauliui, Sv. Jurgiui ar kitiems $ventiesiems, kurie turéjo tvirtybés ir jégos
aukoti gyvenima Kristaus tikéjimui. Serlio sukurta orderiy sakralizacija buvo naujas budas dvasingumui iSreiksti.
Tai - peréjimas i simboline kriks¢ioniy $ventyjy semantika.

XVTI a. italy Renesanso architekty teorinius ie$kojimus uzbaigé Palladio sekéjas Vincenzo Scamozzi (1552-1616),
1615 m. Venecijoje iSleides didziulj traktata Apie visuotinés architektiiros idéjg. Scamozzi suteiké klasikinei formai
dvasine prasme, teigdamas, jog orderis architektiiroje — tai tos pacios visuotinés Dievo sukurtos tvarkos dalis. Rene-

sanso teoretiky dieviskos kilmés teorijos suformulavo nauja poziirj j orderj kaip i dvasios reiskinj.

XVI a. architektiiros teorijos darby pasirodé ir kitose salyse. 1550 m. Ciuriche i$¢jo architekto ir medzio raizytojo
Hanso Blumo knyga V' Columnae, arba penkiy orderiy aprasymas ir pritaikymas. Toskaninés kolonos proporcijas
jis lygino su storu valstieciu ir netgi vadino ja valstietiska. Tai buvo akivaizdus orderio desakralizavimas, atkreipus
démesj | zemesnj socialinj sluoksnj.

XVII a. architekttirinés teorinés minties centras persikélé j Pranctizija. Po Philibert’o De L’Orme (1510?-1570) dar
1568 m. sukurto Pirmojo tomo apie architektiirg iskilo naujy talenty. Vienas ryskiausiy buvo Roland’as Fréart’as
de Chambrai (1606—1676), pasizyméjes kaip vienas pirmyjy helenizmo apologety, neigusiy visa, kas neatitiko
antikinés Graikijos formy ir estetiniy idealy.

XVIII a. orderiy sakraliskos simbolikos problema jau nebuvo tokia populiari kaip anksc¢iau. Teoretikai labiau
diskutavo, ar orderis kilgs i$ panasumo | zmogaus kiing, ar iSsirutuliojo i§ mediniy konstrukcijy.

XVII-XIX a. archeology atradimai, tiksliyjy moksly pasiekimai, pagaliau $vie¢iamoji filosofija skatino architekta-

ros teoretikus buti tikslesnius, taciau tai, kas buvo sukurta nuo Vitruvijaus laiky iki klasicizmo, nebuvo pamirsta.

Orderiy dievigkos kilmés teorijos neaplenke ir Lietuvos. Jos atéjo su kity $aliy teoretiky darbais, kurie buvo studi-
juojami ir padéjo formuoti menininky paziaras. Vilniaus universiteto architektaros teoretiky darbai akivaizdziai
atskleidzia, kaip sakraliSkosios orderio teorijos, peréjusios antropomorfinj etapag, susitelké ties organine architekta-

ros kilme.

Gauta 2013-04-20
Parengta spaudai 2013-07-01
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CITATOS IR JU IDENTIFIKAVIMO BUDAI
KONSTANTINO SIRVYDO PUNKTUOSE SAKYMU

Reiksminiai ZodZiai: Konstantino Sirvydo Punktai
sakymuy; Sventasis Rastas; Vulgata; Baznycios Tévai;
biblinés citatos; biblinés aliuzijos; marginalijos;

Sirvydo naujadarai; citaty rodikliai; teksto sluoksniai.

Konstantino Sirvydo Punktai sakymy (toliau — SP)
laikomi vienu paciy reik$émingiausiy ir vertingiau-
siy lietuvisko zodzio ir apskritai lietuviy kultaros
paminkly. Tai knyga, prakalbusi apie krik§¢ionis-
kyjy vertybiy versmes originaliu nepasiskolintu
paties Sirvydo balsu. Kalbininky ir kultaros tyri-
nétojy SP vadinami pirmaja originalia lietuviska
knyga, pirmaisiais originaliais lietuviskais pamoks-
lais, pirmuoju lietuviskos knygos vertimu j lenky
kalbg (Patiejuniené 2005, 344; Ul¢inaité, JovaiSas
2003, 359; Zinkevicius 1996, 252; 1988, 256). Taciau
$ios knygos originalumo samprata iki $iol néra argu-
mentuotai pagrijsta ir tvir¢iau apibrézta. Neaisku, ar
rengiant §j pamoksly rinkinj buvo remtasi kokiais
nors $altiniais (o jei buvo - tai kokiais), nuosekliai
netirta ir pati pamoksly sandara: jy struktara ir turi-
nys, teksto sluoksniai (Gelumbeckaité 2003, 54). Dar
1994 m. Guido Michelini Lituanisticoje i$spausdin-
tame straipsnyje Lietuviy kalbos senyjy rasty lingvis-
tinés analizés klausimai buvo iSsakes svarbig mintj:
norint pereiti nuo senosios lietuviy kalbos iSoriniy
ypatybiy analizés prie gilesniy tyrimuy, reikia turéti
senyjy rasty kritiniy leidimy, kuriuose bty pateikti
panaudoti $altiniai (Michelini 1994, 13)". SP iki $iol
néra rimciau pateke né j teology ir Biblijos tyréjy
akiratj. SP tekste esantys rasybos, morfologiniy
formy, sintaksiniy struktary, stilistikos netolygu-
mai ir jvairavimas buvo dazniausiai priskiriami tar-
miy misiniui, pamoksly retorikai, raomosios kal-
bos formavimuisi. I§vardytos priezastys ir buvo tas
svarbiausias postiimis, paskatines labiau pasigilinti i

SP teksto ypatumus ir jo geneze.

1. SVARBIAUSI PUNKTU SAKYMU TYRIMU
ASPEKTAI

Kalbinis Sirvydo darby aspektas jau nemazai tyri-
nétas. Mokslo tikslais buvo ne kartg perleidziamas
ir jo rasytinis palikimas. Ypa¢ didelio démesio yra
susilauke jo Zodynai, kuriuos tyré ir parengé spau-
dai Kazys Pakalka (1979; 1997). Punkty sakymy
pirmosios dalies lietuviskas tekstas pirma kartg
Simono Daukanto ir Motiejaus Valanciaus inicia-
tyva pakartotinai buvo iSleistas 1845 metais kunigo
Leono Montyvdo (Montvydas 1845). Pirmoji SP
dalis 1884 m. Gottingene perleista ir vokieciy kal-
bininko Richardo Garbés (Garbe 1884). Fotogra-
fuotinj SP abiejy daliy leidimg 1929 metais i$leido
kitas vokieciy kalbininkas Francas Spechtas (Specht
1929). Abu vokieciy kalbininkai pridéjo savo jvadi-
nius straipsnius apie SP kalba. Ypa¢ vertinga ir iki
$iol aktuali yra Spechto studija. Tiesa, vienas kitas
dalykas ¢ia jau sensteléjes, nes senyjy rasty, tarmiy,
leksikos tyrinéjimai beveik per Simtmetj yra gerokai
pasistiméje j priekj. SP perikopiy vertimo autorystés
klausimu yra rases Jonas Kabelka (1938), Vaclovas
Birziska (1939; 1960), Zigmas Zinkevi¢ius (1988).
I$samiausig Sirvydo bibliografija sukaupé Vaclo-
vas Birziska (1960). SP geneze¢, tarminj pagrinda,
leksika ir fonetika, kultarine Sirvydo aplinkg, jo
pavardés kilme i$samiausiai yra tyres Zigmas Zin-
kevicius savo straipsniuose ir knygose (1968; 1971;
1972; 1977a; 1977b; 1980; 1981a; 1981b; 1988;
1996). Daug démesio Sirvydo rasybai, tarminiams

ypatumams, linksniy ir prielinksniy vartojimui savo
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darbuose skiria Jonas Palionis (1967; 1995; 1999).
Kazys Morkutnas (1967; 1980) yra sudares SP veiks-
mazodziy indeksa, apra$es dvigarsiy vartojima.
Istorinés ir dalyviy sintaksés tyrimuose Sirvydu
daug rémési Vytautas Ambrazas (1979; 1990; 2006)
ir jo disertantai (Erichsmeier 2005; JudZentis 2004;
2008; Vasiliauskiené 2008).

Taciau SP taip pat yra ir pirmosios originalios lie-
tuviskos homilijos - $ventosios iskalbos atmaina,
aiskinanti Sventojo Rasto skaitinj (Pociiité-Abuke-
viciené 2002, 368; Subacius 2010, 17). Sis SP aspek-
tas buvo tirtas gana menkai. Iki $iol buvo daugiau
koncentruotasi ne j pamoksly struktaros ir turinio
dalykus, bet ieskota Sirvydo filosofinés minties ir
egzistencinés problematikos istaky baroko epochos
mastytojy darbuose, gilintasi j pamoksly stilistika.
Sirvydo pamokslus su Mikalojaus Dauksos ir Petro
Skargos pamokslais yra lyginusi Viktorija Vaitke-
viciaté (2006; 2008). Baroko stilistika, retoriks,
baroko idéjy epochos atspindzius pamoksluose
tyré Eugenija Ul¢inaité (1978; 1984), Darius Kuolys
(1987; 1992). SP reiksminguma literatarinés raiskos
ir stiliaus formavimuisi yra iSkéles Jurgis Lebedys
(1977, 83-86).

Sirvydo gyvenima ir veikla, remdamasis jézuity
archyvais, tyré Paulius Rabikauskas (1982; 2002).

2. PUNKTU SAKYMU CITATU POZYMIAI

Pradiniame SP teksto analizés etape biblinius var-
dus ir juos supantj konteksta buvo paméginta susieti
su atitinkamomis Sventojo Rasto vietomis, pasire-
miant Petro Kimbrio Biblijos vardy Zodynu (Kimb-
rys 2000). Tuomet ir paaiSkéjo, kad dauguma ty
vardy funkcionuoja kaip sudedamoji citaty i§ Sven-
tojo Rasto dalis. Beveik tuo pat metu pradétos tirti ir
SP marginalijos: buvo analizuojamos jose pateiktos
lotyniskos frazés ir $ifruojami ten esantys sutrum-
pinimai bei nuorodos. Nuorodos marginalijose
paprastai nukreipdavo j tas Siksto ir Klemenso Vul-
gatos vietas (BSIVV 2007), kuriomis buvo paremtas
greta esantis lietuvigkas ir lenkigkas SP tekstas. Mar-
ginalijose esancios lotyniskos citatos daZniausiai
pazodziui sutapdavo (jei nebadavo kiek patrum-
pintos) su atitinkamomis citatomis lietuviskame ir

lenkiSkame SP tekste.

Marginalijose esancias nuorodas, padéjusias iden-
tifikuoti lietuvisko SP teksto citatas, neretai dar
prireikdavo kruops$ciai tikrinti ir tikslinti. Véliau,
geriau perpratus lietuvisko teksto struktara, stilis-
tika, komponavimo metodika bei jo kalbinio jvaira-
vimo prigimtj, buvo aptikta nemazai ir tokiy citaty,
apie kurias jokios informacijos nei SP marginalijose,
nei paciame pamoksly tekste nebuvo. Pasirodé, kad
Sirvydas pirmenybe teiké citavimui. Parafraziy SP

gerokai maziau. Pasitaiko aliuzijy ir atpasakojimy.
Atpazinti citatg SP tekste galima remiantis $ia infor-
macija ir $iais i$vardytais poZymiais:

1. Marginalijoje lotyny kalba pateikiamomis nuoro-

domis j Sventajj Rasty ir cituojamg autoriy.

2. Nuorodomis pamokslo tekste: kas tai pasaké arba

i$ kur vienas ar kitas pasakymas buvo imtas.

3. Iterptiniais ZodZiais, j citatg jterpiamais paaiski-
nimais, citatos komentavimo stilistika pamoksly
tekste.

4. Paminétu bibliniu ar kitu tikriniu vardu; retesniu

zodziu arba Sirvydo sukurtu naujadaru.

5. Stiliaus ir kalbiniais skirtumais tarp citatos ir

pamoksly teksto.

Marginalijose paprastai pateikiami: lotyniski punkty
ir jy daliy (papunk¢iy) pavadinimai, bibliniy ir kity
citaty fragmentai su nuorodos j $altinj santrumpa
arba tik nuorodos santrumpa. Citaty vieta margina-
lijose nurodoma ne visada, o pati citata lotyniskai
taip pat dazniausiai pateikiama ne visa ir ne visada.
Tada svarbu remtis ir kitais auksciau i$vardytais
paciame pamoksly tekste aptinkamais pozymiais.
Iki tre¢dalio atvejy informacijos apie citatas margi-
nalijose visai néra arba ta informacija bana nepilna
(pvz., nurodoma Sventojo Rasto knyga, bet nenuro-
domas jos skyrius ar versetas), yra neteisingu, tyréja
klaidinan¢iy nuorody, kurios daznesnés SP II. Cita-
tos marginalijose ir ty citaty zodziai taupant vietg

trumpinami.

Gana sudétinga ir painu SP tekste identifikuoti
aliuzijy jvaizdzius, parenkamus i$ paciy jvairiausiy
Sventojo Rasto ar religiniy autoriy veikaly viety ir

meistri$kai Sirvydo jkomponuojamus j nataralig



teksto tékme. Ne vienas ty jvaizdziy buvo neteisingai

priskirtas paties Sirvydo plunksnai (zr. 3.5. ir 4.).

4. NEBIBLINES CITATOS IR JU ATPAZINIMAS

3.1. Kaip jau minéta, daznai apie citatg pateikiama
informacija ir patys citavimo poZymiai téra mini-
malas. Citatos egzistavima gali rodyti, sakysim, tik
stiliaus pokytis paciame SP tekste. Marginalijose
esan¢iomis nuorodomis (jei jos apskritai pateikia-
mos) taip pat ne visada galima pasikliauti, nes jos
dazniausiai yra labai konspektyvios ir nepilnos: tik
autoriy ir veikaly inicialai, Sventojo Rasto knygos
santrumpa, bet nenurodytas jos skyrius arba verse-
tas arba jis gali bati nurodytas netiksliai. Pasitaiko
atvejy, kai citata rodo tik koks vienas Zodis, Zodzio
dalis arba autoriaus ir veikalo inicialai, jterpti i

pamoksly tekstg arba nukelti j marginalija:

3.2. SP I 308 sakoma: Mifek tieg S. Hieronym.
Jkaytimu rafSto / a piktibiu kuno n{e} mifefi.

Lotyniska santrumpa S. Hieronym. ir jterptinis
zodis tieg yra neabejotini ¢ia esancios citatos pozy-
miai. Jokios kitos informacijos nei apie autoriy, nei
apie cituojama $altinj nepateikta. Net ir iskélus prie-
laidg, kad cituojamas Sv. Jeronimas, $altinio paieska
uztruko. Citata buvo paméginta perteikti dabartine
lietuviy kalba (keliais variantais), o po to i$versti j
lotyny ir angly kalbg (taip pat keliais variantais).
Tokiu badu pirmiausiai pasiseké aptikti $ios citatos
atitikmenj angly kalba: Love the science of Scripture,
and you will not love vices of the flesh’. Ir tik po to
buvo identifikuotas lotyniSkas originalo $altinis,

pasitelkus Corpus Christianorum Series Latina:

EPISTOLA CXXV. AD RUSTICUM MONA-
CHUM: Iram vince patientia: AMA SCIEN-

TIAM Scripturarum, et carnis vitia non ama-

bis’.

3.3. Sirvydas buvo gerai susipazings su protestan-
tizmo pradininky ir jo pagrindéjy darbais. SP I 257
jis astriai kritikuoja Jono Kalvino teiginj, kad joks
Sakramentas negali panaikinti nuodémeés, Zmogus

vis tiek lieka sutepes savo sielg:

Teyp heretikay patis vnt fawis ipasifta / kad

ira biaurus fuodimis nuodemiu dargus; Kadung

tiki ir mokia iog nufid{e}imay notfiteydzia vnt
krykfSto / ney vnt kito kurio Sakramento / bet
prid3iuwi ir prifeki aba kayp butu ifigieri prieg
dufifa}y atliekti.

Siuo atveju rémimosi $altinj nustatyti buvo Siek tiek
paprasciau: marginalijoje labai sutrauktai pateikta
vieno i$ Jono Kalvino veikaly nuoroda Caluin. lib:
iuftit: 3. cap: 12. g. 4. ir lotyniska citata: omnia homi-
num opera nihil funt nifi fordes & c. cap: 12. 9. 9. &11.
IS Sios informacijos pavyko atsekti, kad Sirvydo
buvo remtasi: Johannes Calvinus. Institutio Chris-
tianae religionis, lib. 3, cap. 12.4. Citata marginali-
joje patrumpinta. Ne visai aiSku, kuri knygos vieta
nurodyta skaiciais, einanciais po $ios citatos, bet SP
1257 puslapio turinys rodyty, kad Sirvydas greiciau-
siai dar polemizavo ir su $iame Kalvino veikalo lib.

3, cap. 3.11. i$déstyta nuodémeés ir kaltés samprata.

3.4. SP 11 7 puslapio marginalijoje nurodytas $altinis:
Flo: lib: 2. De geft: Roman: cap. 15. Pa¢iame pamoksly
tekste pasakyta:

Teyp Rimionis ne noreio pagadint miefto
Karthagines / idant iaunimads iu nepatoftu ir

nuog pateykos nepapiktu.

Sio 3altinio identifikavima apsunkino ta aplinkybé,
kad buvo remtasi ne pirminiu $altiniu, o Liucijaus
Anéjaus Floro padaryta Tito Livijaus knygos san-
trauka, pavadinta ,,] dvi knygas sutraukta Tito Livi-
jaus 700 mety kary istorija“, kur kalbama apie III
Pany karg. I$ pradziy buvo iskelta keletas prielaidy
dél marginalijoje sutrumpintai nurodyto Saltinio
ir ty prielaidy pagrindu patikrinta keletas galimy
autoriy: Juozapas Flavijus, Gaius Flaminius Nepos,
Liucijus Anéjus Floras, Kvintas Fabijus Piktoras,
Titas Livijus, Kvintas Kurcijus Rufas. Atsizvelgta ir
j tai, kad marginalijose pateikiamoje informacijoje
galéjo jsivelti klaida. Galiausiai buvo atsekta vieta
auk$c¢iau minétame Liucijaus Anéjaus Floro veikale,
kuria Sirvydas remiasi ir j kurig daro aliuzija: Lucius
Annaeus Florus EPISTOMAE DE TITO LIVIO
BELLORVM OMNIVM ANNORUM DCC LIBRI .
LIBER I (continuatio) XXXI. Bellum Punicum Ter-
tium II. 15:

Scipio Nasica servandam, ne metu ablato

aemulae urbis luxuriari felicitas inciperet;
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medium senatus elegit, ut urbs tantum loco
moveretur. Nihil enim speciosus videbatur

quam esse Carthaginem, quae non timeretur.

3.5.1. Kai kurie raiskais pasakymai (tropai), placiai
funkcionave to meto religiniuose rastuose, badavo
klaidingai priskiriami garsiems autoriams ir i$ ten
klaidingai percituojami kity. Tokiy vienas kitas
pasitaiko ir SP. Kalbédamas apie eretikus (protestan-
tus), kurie tiki basiantys iSganyti tik savo tikéjimu,
ir prieStaraudamas jy nuodémés sampratai, Sirvy-

das sako:

SP 1 257: Grasieys tadu i5 wirfSaus daros / o
widuy biaurieys / kayp mefStas [niegays apipit-

tas.

Sirvydo pasitelktas tropas kayp mefStas [niegays
apipittas néra jo paties originalus posakis*, bet pri-
skiriamas Martynui Liuterjui, ta¢iau minéta forma
Liuterio veikaluose niekur néra uzfiksuotas. Nepai-
sant to, daugelis Liuterio tyréjy pripazjsta, kad $is
palyginimas visiSkai atitinka jo mokymo ir raiskos
dvasia. Artimiausiais jam laikomi du epizodai i§
Disputatio de iustificatione (1536):

AS esu anksciau sakes, kad miisy teisingumas
yra méslas dievo akivaizdoje. Taigi jei Dievas
renkasi grazinti méslg, tai jo valia, jis tai gali
daryti (versta i§ Luthers Works, vol. 34, 184)°.

Visi isteisinti galéty didZiuotis savo darbais, jei
jie priskirty dievui garbe dél saves. Tuo biidu
jie nebity méslas, bet puoSmena (versta i§
Luther’s Works, vol. 34, 178).

3.5.2. Kitu atveju Sirvydas pateikia kaip Augustino
zodzius velnio ($étono) palyginimg su prie lencitgo

priristu $unimi, kuriam Zmogus duodasi jkandamas:

SP II 71: Ir todrin ftebifi S. Aug{u}ftinas / Kri-
kscionies to durnibey / kuris duoftis tam fSuni
tynéiugu pririfftam ikufti. Wesdekite broliey
tieg / kaypo durnas ira 5mogus tafay / kuri fSuo
tynéiugu pririfitas ikunda. Tu iop per gierius
dba tapinimus ne prieyk / o anas tawifp ne dris
prifiartint. fot gali / metities gali / ikuft nieku
budu nie gali / tiktay norinti.

Augustino darbuose apie lojancius Sunis (lot. canis

latrans, canes latrantes) kalbama 7 kartus, bet niekur
jie nesiejami su velniu ar grandinémis (lencitgais).
Lotyniskas tropas canis latrans krik$¢ioniy autoriy

buvo vartojamas pagonims ir eretikams apibudinti®.

3.6. SP buvo cituota ar kitaip paminéta per 30 jvairiy
autoriy (plg. su Gelumbeckaité 2006, 245; 2008, 393-
396; 2009, 68). Tai Baznycios tévai, prancizy teo-
logai mastytojai, romény autoriai, protestantizmo
pradininkai ir jo pagrindéjai, $ventieji: Atanazijus
Aleksandrietis, Aurelijus Augustinas (10 karty),
Barlaamas ir Juozapatas, Bazilijus Didysis, Rober-
tas Belarminas, Berengaras Tarietis, Bernardas
Klervietis, Ciceronas, Ulrichas Cvinglis (lot. Ulri-
cus Zuinglius; vok. Ulrich Zwingli) Liucijus Anéjus
Floras, Grigalius I Didysis (3 kartai), Hugonas Sen-
viktorietis, Jeronimas (2 kartai), Jonas Auksaburnis,
Jonas Kalvinas (2 kartai), Jonas I$maldininkas (lot.
Joannes Eleemosynarius); Kiprijonas Kartaginietis,
Kirilas Aleksandrietis, popiezius Klemensas VI, Sv.
Laurynas, Leta (romieté, minima Jeronimo laigke),
Martynas Liuteris (2 kartai), Martynas Tarietis;
Mikalojus i§ Miros (2 kartai), Ovidijus, Pseudo-Di-
onizijas Areopagitas, Sulpicijus Severas, Teofilaktas
i Ochridos, Tertulianas, Tomas Akvinietis (6 kar-
tai), Alfonso de Tostado de Madrigal.

Dauguma jy citaty ir aliuzijy Saltiniy buvo nustatyti
remiantis auk$¢iau minétais pozymiais ir patikrinti
pagal Patrologia Latina, Patrologia Graeca ir Corpvs

Christianorum Series Latina ir Series Graeca.

5. BIBLINES CITATOS IR JU ATPAZINIMAS

3.1. Apie citatos buvimg SP I 381 (tiksliau, kaip buvo
nustatyta véliau, dvieju trumpuciy citaty) galima
spéti tik i§ uzuominos paciame pamoksly tekste —

ape toki fkund3iasi rafStas:

Akmuo ira kietas / kas akmenis krimta / tay ira
to {fwieto giero iefSko / taps kietu kayp akmuo vnt
dayktu i3ganimuy fawo reykiamu / fukietes io $ir-
dis kayp vola: ape toki fkundsiasi rafitas. Sukietino
weydus fawo labiaus negi vota’ (Jer 5,3). Sirdi fawo
padeio aba padare kayp adamantu (Zch 7,12).

Vulgata: ler 5,3: induraveruntfacies suas super

petram

Za 7,12: et cor suum posuerunt adamantem



Tokiais atvejais citatos paieskai btidavo pasitelkia-
mos Sventojo Rasto konkordancijos - ieskoma ati-
tinkamos frazés konkordancijoje. Paieska tapdavo
gerokai paprastesné, jei citatoje pavykdavo aptikti
tikrinj daiktavardj ar $iaip kokj retesnj Zodj, kurj
baty galima perteikti dabartine lietuviy kalba ir

i$versti j uzsienio kalbas.

3.2. Tacdiau kai kuriais atvejais senesnio zodzZio ar
paties Sirvydo sukurto naujadaro apibréztys ,Lie-
tuviy kalbos Zodyne* (LKZ)?, néra tiek tikslios, kad
jomis remiantis citatg baty galima lengviau atpa-
zinti, pvz., SP 1 120-122 psl.:

Ir Apafit{a}tas fako. Ne efme futinkuncieys aba
ne turime [utektes muftit i5 mufu / bet wifa
Jutekte mufu ira i3 Diewo (2 Kor 3,5).

Zodis sutekt¢ LKZ apibréziamas kaip ,gausumas®,
$iuolaikiniame Sventojo Rasto vertime tai ,tin-
kamumas®, o lotynigka jo reik§mé ,tinkamumas,
pasitikéjimas, pasikliovimas, saviklova®“ Sios citatos
atitikmuo A. Rubsio ekumeniniame Sventojo Rasto

leidime i$verstas taip:

2 Kor 3,5: Ir ne todél, kad bitume savaime
tinkami kg nors sumanyti tartum is saves, bet

miisy tinkamumas i$ Dievo.

Atitinkama vieta Vulgatoje:

II Cor 3,5: non quod sufficientes simus cogitare
aliquid a nobis quasi ex nobis sed sufficientia

nostra ex Deo est

Galbat tinkamas zodis ¢ia galéty bati ,,gebéjimas“??

3.3. Kaip jau minéta, nustatyti tikslig citatos vieta

labai padeda ir tikrinio vardo pavartojimas citatoje:

SP 1 191: Kayp didinfime 3orobabeli: nes ir
anas kayp jinklas vnt deSines rumkos (Sir
49,11); (Zerubabelis — Persijai priklausiusios

Judéjos provincijos valdytojas).

Vulgata: Sir 49,11: quomodo amplificemus Zo-
robabel nam et ipse quasi signum in dextera

manu

3.4. Tadiau neabejotina, kad pats dazniausias SP

citaty rodiklis yra j jas jterptas zodelis tieg, SP tekste

pavartotas 308 kartus (SP I 157 kartus; SP II 151
kartg):

SP IT 223: Melinemis | tieg / io i3giditi efme
(Iz 53,5).

Vulgata: Is 53,5: livore eius sanati sumus

SP 1T 223: I3gidik / tieg / dusiu mdno / nes
nufideiau tau (Ps 41,5).

Vulgata: Ps 40,5: sana animam meam quo-

niam peccavi tibi

SP II 223: Ne reykia / tieg / fweykiemus gidi-
toio / bet ferguntiemus ir ligonimus (Mt 9,12).

Vulgata: Mt 9,12: non est opus valentibus me-

dicus sed male habentibus.

SP 192: Kayp dfi}de tieg daugibe faldibes tawo
W(ilefSpatie / kur{iju i3deiey tiemus / kurie bi-
ios tawis (Ps 31,20).

Vulgata: Ps 30,20: quam magna multitudo
dulcedinis tuae Domine: quam abscondisti ti-

mentibus te

SP1197: IefSkokite tieg wiefSpaties / kotay gal but
raftas / 3adinkite io / kotay arti ira (1z 55,6).

Vulgata: Is 55,6: quaerite Dominum dum inve-

niri potest invocate eum dum prope est

Sirvydas nebuvo pirmasis, pasirinkes tokj citaty
nurodymo buadg. Tieg tuo paciu tikslu vartojamas ir

Mikalojaus Dauksos Postiléje'?, plg.:

SP I 304: Weysdekite tieg idant Sirdis iufu ne
apfunktu apfiriimu ir girtiby (Lk 21,34).

DP 16: Weizdékité tieg / ir dabikites to /
idant artes né butu Syris iufu apfitkintos nig

apfiriiimo/ ir girtibes ripéfciu...

Vulgata: Lc 21,34: Adtendite autem vobis ne
forte graventur corda vestra in crapula et ebrie-

tate

3.5. Pries cituojant arba jau pacitavus daznai nuro-
doma, kam pasakyti Zodziai priklauso, be to, citata,
ypa¢ SP II, i§ teksto dar i$skiriama ir skyrybos
zenklais, pvz., SP II 119: katba Wiefpats; katba
Chryftufas; Tare Chryftus 3ydamus; SP 11 252: Teyp
ApafStatas bito; SP 11 253: Ape tu teyp katba per

*
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Izdiosiu pats WiefSpats; SP 11 87: katba Dowidas
fswyntas; SP 11 125: Ape kuriu ifmano dnuos 30d5ius
/ Daktaray ir i{5}gulditoiey r{d}fSto; {d}pe kuriu
ifmano ir i{5}guldiia ApafStatas 50d3ius; SP 1I 211:
ir ApafSt:; ir ApafStatas r{d}fSo; Ir Ionas S; SP 1I 161:
kayp vntay d3iaugies Dawidas Swentas Karalus; SP 11
158: kayp r{a}ftas bito; Katba W. Diewas; Tay rdfStas
i{3}guldsia tays {3}odzieys; SP 11 170: O izguldidamas
Anietas / koki tay rubay butu / katba; SP 11 74: taria
Iobas S.; katba Iobas fSwyntas; Grygarius S. teyp
izguldsia tay; SP 1 380: Teyp rafStas bito; SP I 380-
381: Aba paduos anuos tris dayktus / ape kuriuos
Jkaytome Ewangelioy; ape toki [kund3iasi rafStas; SP 1
203: Nes teyp bito WiefSpats ape tay Ewangeliofe; kayp
izgutde pats jodsieys anays; SP 1 191: kayp rodsiafi
i5 rafito; SP 1 121: Teyp fwyntas Auguftinas anuos
3od3zius isguflidzia; SP 1 112: kuri rafStas wadina;
pagal {5}od3iu paties Chriftaus; SP 1 113: istare tuos
didzius j0d{3}ius Iobas S.; SP 1 90: atmindamas vnt
anu jodsiu WifelfSpaties; SP 1 54: kayp ApafStatas
vnt to ragina; SP 1 52: kayp ApafStatas katba; pagal
ApafStato; SP 1 48: kaip ApafStatas bito; SP 1 49: kayp
katba Petras fSwyntas.

3.6. Pasitaiko atvejy, kai Sirvydo teiginj iliustruojan-
Cios citatos §liejamos viena prie kitos be jokiy tarpy
ar jterpty komentary. Tai grei¢iausiai lémé konspek-

tyvus, sutrauktas pamoksly turinys:

SP I 240: Vgni tieg degundiu ajugiefia wun-
duo / a mielasirdingas darbas priesinafi
nufideimamus (Sir 3,30). Nufideimus tawo
atpirk meylasirdingays darbays / ir neteyfibes
tawo fufimilimu vnt pawargufiu (Dan 4,24).

Vulgata: Sir 3,33: ignem ardentem extinguit

aqua et elemosyna resisti peccatis

Dn 4,24: peccata tua elemosynis redime et

iniquitates tuas misericordiis pauperum

SP I 278: Prifakimas Wife}fSpaties s{w}iefus /
apsweicius akis (Ps 19,9). Iey nori ineyt giweni-
man / af3julaykik prifakimus (Mt 19,17).

Vulgata: Ps 18,9: praeceptum Domini lucidum

inluminans oculos

Mt 19,17: si autem vis ad vitam ingredi serva

mandata

SP 11 169: I{5}dugu geribes io / katba Powilas
S. ir kantribes / ir ilgatukio io paniekini? ne
3ynodamas iog geribe Diewo tawi gaylen v{5}
griekus tawo wiada? bet palig vukietinimo
tawo / ir fyrdfijes nefigayliicios kraui fau
ruftibi Diewo dienon ruftibes / ir dprayfSkimo
teyfibes fudo Diewo: kuris / atduos kuriamgi
wienam palig darbu io (Rom 2,4-6). Sufmitek
vnt dusios tdwo / megdamas Diewuy (Sir
30,24).

Vulgata: Rm 2,4-6: divitias bonitatis eius et
patientiae et longanimitatis contemnis igno-
rans quoniam benignitas Dei ad paenitentiam
te adducit secundum duritiam autem tuam et
inpaenitens cor thesaurizas tibi iram in die irae
et revelationis iusti iudicii Dei qui reddet uni-

cuique secundum opera eius

Sir 30,24: miserere animae tuae placens Deo

3.7. ] citata gali buti jterpiamas paaiskinimas
(komentuojama citatos viduje!), pradedamas jun-
giamaisiais zodziais tai yra ir kai kuriais atvejais nuo

citatos dar papildomai atskiriamas skliaustais:

SP I 114-115: Ira kielas (tay ira dayktas / kuri
daro) kuris 3moguy regifi tiefus a gatas io weda
ing fmerti (Pat 16,25).

Vulgata: Prv 16,25: est via quae videtur homini

recta et novissimum eius ducit ad mortem

SP I 42: Namay tieg mano / tay ira baznicia /
namay ira maltdos / a ius padarete hotu tatru
(Mt 21,13).

Vulgata: Mt 21,13: domus mea domus oratio-
nis vocabitur vos autem fecistis eam speluncam

latronum

SP II 245: 3odis / tieg / tay ira funus Diewo
/ kunu tapo (Jn 1,14) / tay ira / {5}mogum /
vnt iemes buwo regietas / ir fu 5monemis piar-
buwineio (Bar 3,38).

Vulgata: Io 1,14: Et verbum caro factum est

Bar 3,38: in teris visus est et cum hominibus

conversatus est

SP II 179: Attankifiu Kunigaykséius (tay ira



pakorofiu) ir funus karalu / ir wifus kuriey
wilki rubays fwecima{3}iamifkieys / ir a{t}
tankifiu wifus kuriey puykaudami 3inge per
Stankfti (Sof 1,8-9).

Vulgata: So 1,8-9: visitabo super principes et
super filios regis et super omnes qui induti sunt
veste peregrina et visitabo omnem qui arrogan-

ter ingreditur super limen

SP 1I 96-97: Kas wayk/cioio tieg tumfibefe / ir
nera iam [wiefos tay ira: kas buwo apfunkintas
didjiomis priefpaudomis / ir ne turi iofe
tymgwibes ir linxmibes / tegul tieg wilti turi
WiefSpaties w{djrdi / ir tegul nufitaydsia vnt
Diewo fdwo (Iz 50,10).

Vulgata: Is 50,10: qui ambulavit in tenebris et

non est lumen ei speret in nomine Domini et

innitatur super Deum suum

3.8. Minéta aiSkinamoji frazé (tay ira...) gali eiti ir

po citatos:

SP 1 14: Imk faw knigas did3ias / ir rasik iofe
plukfnu 5mogaus (Iz 8,1) / tay ira fupraftinay
rasik / adunt kiekwienas 3mogus fkaytit ir

ifimanit galetu tas knigas.

Vulgata: Is 8,1: sume tibi librum grandem et

scribe in eo stilu hominis

SP II 189: Praufiu / tieg / per wifas ndktis
towu mdno (Ps 6,7) / tay ira / per wifas naktis

werkfiu v{3}u nufideimus mano.

Vulgata: Ps 6,7: lavabo per singulas noctes lec-

tum meum

perdet eam et qui odit animam suam <...> in

vitam aeternam custodit eam

SP I 110: Swietas fu iuo / tay ira fu Diewu /
prief§ durnus tay ira priefl nufideieius / ka-
riaus (ISm 5,20).

Vulgata: Sap 5,21: pugnabit cum illo orbis ter-

rarum contra insensatos

SP 11 118: Kiekwienas tieg / kuris gime i35 Die-
wo / grieko ne ddro / (iBmanik numarinunéio
dusiu / nes majus daro) nes fekta io (tay ira

Diewo milifta) iumpi ira (1 Jn 3,9).

Vulgata: 1 Io 3,9: omnis qui natus est ex Deo
peccatum non facit quoniam semen ipsius in

eo manet

3.9. Atpazinti citatas ir i$skirti jas i$ originalaus auto-
rinio Sirvydo teksto sluoksnio labai padeda skirtingi
ju stilistiniai ypatumai, staiga pakitusi retorika ir gra-
matinés formos. Dazniausias citaty pozymis — ne tie-
sioginé, o liepiamoji, geidziamoji, tariamoji veiksma-
zodziy nuosaka, pirmasis ar antrasis veiksmazodzio
asmuo, pirmojo ar antrojo asmens jvardziy, mano,
tavo vartojimas vietoj savo dél pazodinio vertimo,

klausiamuyjy, skatinamuyjy sakiniy tipai:

SP 1160-161: Mes tieg pafiuti ir paduki / nu-
klidome nuog kielo tiefos / izitfome vnt kielo
ne teyfibes ir prapulties. Ku mumus padeio
aukfStibe ir pafiputi{mjas / kokiu {njaudu mu-

mus turtas atnesie? (ISm 5,6-8).

Vulgata: Sap 5,6-8: erravimus a via veritatis
<...> lassati sumus in via iniquitatis et perditi-
onis <...> quid nobis profuit superbia aut quid

divitiarum iactatio contulit nobis
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Vienu kitu atveju Sirvydas biblines citatas i$skaido j
atskiras frazes ir tarp jy terpia savo platenius komen- SP1223: Itiefiau dungalu mano vnt tawis (Ez

tarus ir paaikinimus: 16,8).

SP 1266: Kas tieg mili dusiu fawo vnt to {wieto
prazudis iu / tay ira kas inteykia kunuy fawo
aba gieydulamus io priefl Diewo noru / pra-
puldins dusiu fawo: a kas ne kincia dusios
Jawo: tay ira ne tepina kuno / aba ne daro to
/ ko nori pikti pagieydimay io / vat vm3ino

giwenimo azulayko iu (Jn 12,25).

Vulgata: To 12,25: Qui amat animam suam

Vulgata: Ez 16,8: expandi amictum meum su-

perte

SP I 354: Ne duokite fSwento daykto fSunimus /
ney berkite aba barftikite 5imciugu iufu pokim
meytelu (Mt 7,6)

Vulgata: Mt 7,6: Nolite dare sanctum canibus

neque mittatis margaritas vestras ante porcos
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SP 1 355: Kayp faldsios ira katbos tawo ga-
muriu mano / tabiaus negi medaus koris (Ps
119,103)

Vulgata: Ps 118,103: quam dulcia faucibus

meis eloquia tua super mel

SP I 320: Ku tolaus tureiau darit winni¢iey

mano / o ne padariau? (Iz 5,4)

Vulgata: Is 5,4: quid est quod debui ultra facere

vineae meae et non feci ei

SP I 4: Saute tegul ne azufifeydsia vnt ruftibes
iufu (Ef 4,26).

Vulgata : Eph 4,26: sol non occidat super ira-

cundiam vestram

SP II 39-40: Ir / kad darote Etmuznu / ne tru-
bikite (Mt 6,2). Kad meldes / ieyk kamaron
Jawo / ir azufiweris melfkis (Mt 6,6).

Vulgata: Mt 6,2: cum ergo facies elemosynam

noli tuba

MLt 6,6: cum orabis intra in cubiculum tuum et

cluso ostio tuo ora

SP 11 68: Nuziemindawau tieg pafniku {d}usiu
mano (Ps 35,13).

Vulgata: Ps 34,13: humiliabam in ieiunio ani-

mam meam

SP II 71: Sswifk o Iudo fSwyntes tdwo / ir
atduok ap{3}adus tawo / nes ne priduos tolaus
/ idant pereytu tawimp Belialas / wifas pra-
puote (Nah 2,1).

Vulgata: Na 1,15: celebra Iuda festivitates tuas
et redde vota tua quia non adiciet ultra ut per-

transeat in te Belial universus interiit

SP 11 201: Niekas notima dusios mdno man /
bet af$ nuog fawis pati{e}s demi iu (Jn 10,18)

Vulgata: Io 10,18: nemo tollit eam a me sed ego

pono eam a me ipso

3.10. Atskiry Sirvydo pamoksly punkty analizé
rodo, kad citatos sudaro mazdaug 20-25 procentus
pamoksly teksto. SP I trec¢iojo pamokslo VI punkte
(SP I 98-104) esama 11 citaty i§ Biblijos, po viena

Aurelijaus Augustino ir Tomo Akviniecio citatg ir 3

aliuzijos. Be to, lotyniSkoje marginalijoje dar duota
nuoroda j Roberto Belarmino veikalg ,Tredecima
Controversia Generalis de Gratia Generi Humano in
Primo Parente Collata® Citatos sudaro 23 proc. viso
$io punkto teksto (128 zodziai i§ 554). SP II penktojo
pamokslo II punkte (SP II 116-120) vartojama 12
citaty i$ Sventojo Rasto. Aliuzijy $iame punkte néra.
Citatos sudaro 30 proc. teksto (143 Zodziai i$ 333).

SP pirmosios dalies pamoksly tekste identifikuota
550 bibliniy citaty: 251 i§ Senojo Testamento ir 299
i§ Naujojo Testamento.

3.11. Sudétingoms abstrak¢iomis biblinéms sgvo-
koms perteikti buvo kuriami naujadarai. Sirvydas
i$siskyré nepaprastu atidumu ir démesingumu kie-
kvienam Sventojo Rasto Zodziui, kiekvienai jo fra-
zei. Jei, pavyzdziui, jis sukurdavo nauja termina,
naujadarg, tai jj tikslumo délei neretai aiskindavo
dar papildomai, pasitelkdamas pazodinj vertimg is

lotyny kalbos:

SP I 308: Sedes tieg atfkirtinis aba kuris pats
wienas kur giwiena / ir tites (Rd 3,28).

Vulgata: Lam 3,28: sedebit solitarius et tacebit

Plg. Antano Rubsio vertima: Tesédi jis vienas

tyloje.

Pateiktame pavyzdyje Sirvydas nesiriboja vien savo
sudarytu naujadaru atskirtinis (LKZ atsiskyré-
lis“). Jis per aba dar prideda kuris pats wienas kur
giwiena — lotynisko Zodzio solitarius ,pats vienas,
vienisas, atsiskyres, pavienis“ prasminj vertima j lie-

tuviy kalbg.

Akivaizdus ypatingas Sirvydo jautrumas kiekvieno
7odzio prasmei ir perteikiamos prasmés niuansui,
ry$kios ir jo pastangos terminologizuoti bei abstra-
huoti kalboje jau funkcionavusiy zodziy reik§mes ar
jas pritaikyti ir keisti pasitelkus darybos priemones.
Tik toks kruopstus darbas galéjo buti sékmeés laidas i
be galo sudétingo abstraktaus SP turinio perteikimag
ir jo atvérimg kitiems, pasitelkus Sventajame Raste
ir jo interpretatoriy veikaluose apmastyta zmonijos
kultarine ir dvasine patirtj. Pasiremkime dar keliais
jo Sventojo Rasto vertimo fragmentais. PavyzdZiui,
biblinése citatose esancias lotyniskas savokas hospita-

litas, consors, temporalis, fides jis vercia atitinkamais



savo sukurtais (kiek galima remtis LKZ) terminais

sveciameilé, daliaémis (arba dalinykas), ikmetis, tiké:

SP II 241: Meyle broliftes tegul atliekt iufpi / ir
Sweciameyles nozumirfSkite (Hbr 13,1-2).

Vulgata: Hbr 13,1-2: caritas fraternitatis ma-

neat hospitalitatem nolite oblivisci

SP 199: Per kuri / tay ira lesu Chriftu did{3}
iaufius ir brungius adeimus mums dowanoio
idant per iuos taptume Diewo prigimimo da-

liaiemieys aba dalinikays (2 Pt 1,4).

Vulgata: I Pt 1,4: per quae maxima et pretiosa
nobis promissa donavit ut per haec efficiamini

divinae consortes naturae

SP 1 188: ne daboiames tiemus dayktamus /
kurie regifi / bet kurie ne regis. Nes kurie regis
/ ikmecieys ir{a} / o kurie ne regis vm3zinays (2
Kor 4,18).

Vulgata: II Cor 4,18: non contemplantibus no-
bis quae videntur sed quae non videntur quae
enim videntur temporalia sunt quae autem

non videntur aeterna sunt

SP 1 256: Ape tiki tieg kayp eldiia fufikufe
(1 Tim 1,19).

Vulgata: I Tim 1,19: circa fidem naufragave-

runt

3.12. Kai kurios bibliniy citaty aiskiai rodo, kad Sir-
vydo buvo remtasi Siksto ir Klemenso Vulgata, kuri
nuo 1592 m. buvo laikoma kanoniniu Kataliky Baz-

nycios tekstu, ir versta is jos:

SP II 211: WiefSpatie / atwerk iiemus i{5}du
tdwo wer(my wundenio giwo (Sk 20,6)"'.

Vulgata: Nm 20,6: Domine Deus <...> aperi eis

thesaurum tuum fontem aquae uiuae

SP II 211: Ne pades nieko i{3}day bediewiftes
(Pat 10,2).

Vulgata: Prv 10,2: nil (non) proderunt thesauri

impietatis

Kitose Vulgatos versijose auksciau cituoty eiluciy i§
Skaic¢iy knygos dvidesimtojo verseto apskritai néra,

taciau batent jos Sirvydo yra nurodytos SP II 211

marginalijoje. Siksto ir Klemenso Vulgatos Patarliy
knygos desimtojo skyriaus antrajame versete, kaip ir
SP II 211 marginalijoje, randame nil, o kitose versi-

jose vartojamas non.

3.13. SP cituojama ar kitaip remiamasi dauguma
Sventojo Rasto knygy. I§ Senojo Testamento nesi-
naudota (arba nepavyko aptikti jokiy duomeny, o
autorius nuorody nepateikeé) tiktai 3 Istorinémis kny-
gomis: Ruatos knyga, Ezros knyga ir Esteros knyga; ir
3 Prana$y knygomis: Amoso knyga, Abdijo knyga
ir Michéjo knyga. IS Naujojo Testamento neaptikta
jokiy nuorody ar uzuominy j tris laiskus: Laiska File-
monui, Jono antrg laiskg ir Jono trecig laisky. Ypac
daznai minimos ir cituojamos Prana$y ir I$minties
knygos, o i$ Antrojo kanono knygy - Siracido knyga;
i$ Naujojo Testamento — Evangelija pagal Matg, Lais-

kas romieciams ir Pirmas laiskas korintie¢iams.

3.14. SP II lenkisko teksto biblines citatas Jonas
Jaknavi¢ius'* daugiausiai yra émes i§ Jokabo Wujeko
1599 metais isleisto Sventojo Rasto vertimo:
SP 11 8: Tatay tieg dienoy pafniko iufu rundafi
noras iufu (Iz 53,3)
Wujekas: ofo prawi / wd3ieni poftu wiflego
nayduie fie wold wafsda'?
Vulgata: Is 53,3: ecce in die ieiunii vestri inve-

nitur voluntas

SP 1II 52: Biioios tieg kur ne buwo baymes
(Ps 14,5)

Wujekas: Tdm dr3eli od boid3ni / gdsie nie
byto ftrdchu

Vulgata: Ps 13,6: trepidaverunt timore ubi non
erat timor

SP 1I 39: VfSeygas tieg Sirdiy fawo pagu{l}de
abo pafidgte (Ps 84,6)

Wujekas: Rozlosyt wftgpowdnia w  fercu
[woim

Vulgata: Ps 83,6: ascensiones in corde suo
disposuit

SP II 157: Bediewi ne teyfibes io fugauna ir nu-

tweria / ir wirwemis nufideimu fdwo [ufirif$d
(Pat 5,22).
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I.

Wujekas: Nieprdwosci iego poimdia niezbo3-
nikd / d powroszdmi grsechow fwych 3wiazan

bywa.

Vulgata: Prv 5,22: iniquitates suae capiunt im-
pium et funibus pecatorum suorum constrin-

gitu

Taciau lenkisko teksto bibliniy citaty $altinius dar
reikia sistemingai ir kruopsciai tirti (Rutkovska
2012). SP Ilenkisko teksto biblinés citatos su Wujeko
1599 m. Sventojo Rasto vertimu daznai nesutampa.
Galimas daiktas, kad jos buvo verstos paties Sirvydo
tiesiai i§ Vulgatos arba buvo paimtos i$ kito lenkisko

Sventojo Rasto vertimo.

6. BIBLINES ALIUZIJOS

Aliuzijy jvaizdziai gali bati parenkami i§ paciy jvai-
riausiy Sventojo Rasto viety ir jais prisodrinamas
sudétingas daugiapakopis barokinis Sirvydo saki-
nys. Zemiau cituojama sakinio apimties iStrauka i
SP paremta 6 bibliniais tekstais: Psalmynu, Joktbo
laisku, I$minties knyga, Jobo knyga, Izaijo knyga,
0Ozéjo knyga:

SP 1 107: Trumpas pagiwenimas / kuriu trum-
piby rodsia mumus rafstas / kad metus mufu
wadina worotinklieys (Ps 90,9) / 3oly (Iz
40,6-8) / ziedu (Job 14,2; 1z 40,6-8) / dumays
aba garu (Jok 4,14) / Siesielu / (Job 14,2; ISm
5,9) praeygu graytu eld{ifios vt wunden{i}o /
prafkridimu paukscio vnt oro (ISm 5,10-11) /
putu aba kunkatu vnt wund{ejnio (Oz 10,7) /

ir kitays wardays.

Vulgata: Ps 89,9: ani nostri sicut aranea me-

ditabantur

Tac 4,14: quae enim est vita vestra vapor est ad

modicum parens deinceps exterminatur

Sap 5,9-11: transierunt omnia illa tamquam
umbra et tamquam nuntius percurrens et
tamquam navis quae pertansit fluctuantem
aquam cuius cum praeterierit non est vesti-
gium invenire neque semitam carinae illius
in fluctibus aut avis quae transvolat in aere

nulluminvenitur argumentum itineris illius

sed tantum sonitus est alarum verberans le-
vem ventum et scindens per vim itineris ae-
rem commotis alis transvolavit et post hoc

nullum signum invenitur itineris illius

Iob 14,2: quasi flos egreditur et conteritur et
fugit velut umbra et numquam in eodem sta-

tu permanet

Is 40,6-8: vox dicentis clama et dixi quid cla-
mabo omnis caro faenum et omnis gloria
eius quasi flos agri exsiccatum est faenum et
cecidit flos quia spiritus Domini sufflavit in
eo vere faenum est populus exsiccatum est
faenum cecidit flos verbum autem Dei nostri

stabit in aeternum

Os 10,7: transire fecit Samaria regem suum

quasi spumam super faciem aquae

Taip pat plg. Iob 24,18: levis est super faciem

aquae

Ir Siuo atveju Sirvydas atsakingai, taciau labai api-
bendrintai nurodo, i$ kur tie jvaizdziai paimti: kuriu

trumpiby rodsia mumus rafStas.

ISVADOS

Iki $iol kalbédami apie Konstantino Sirvydo Punktus
sakymuy (SP) kaip apie viena svarbiausiy senosios lie-
tuviy kalbos $altiniy, jo teksta dalydavome j dvi dalis:
perikopes (verstinis Evangelijy istrauky tekstas) ir
pamoksly santraukas (originalus Sirvydo tekstas).
Naujausios SP teksto studijos rodo, kad pamoksly
santrauky tekstas néra vienalytis (homogeniskas).
Jis sudarytas i$ autorinio sluoksnio ir citaty. Sirvydas
cituoja i$ didziosios dalies Senojo ir Naujojo Testa-
mento knygy. Taip pat knygoje cituojama ar kitaip
minima per 30 jvairiy autoriy. Tai Baznycios tévai,
prancizy teologai mastytojai, romény autoriai, pro-
testantizmo pradininkai ir jo pagrindéjai, $ventieji.
Citatos sudaro nuo 20 iki 25 proc. pamoksly teksto.
Sirvydas prioriteta teikia citavimui. Pamoksly citatos
identifikuotos remiantis marginalijomis, informacija
paciame tekste: jterptiniais zodziais (tieg) ir paaiskini-
mais (tay ira...), retesniais zodziais, tikriniais vardais;
taip pat teksto stilistikos ir sakinio struktiiros poky-
ciais. Citaty identifikavimas turéty padéti patikslinti



Sirvydo sukurty ar terminologizuoty Zodziy apibréz-
tis LKZ. Tikslis ir atsakingi bibliniy citaty vertimai
rodo ypatinga Sirvydo kalbos pojutj, kalbininko
talentg, jsigilinima j kiekvieng Sventojo Rasto Zodj
ir jo prasme. Pasitelkes naujadara, Sirvydas aiSkumo
délei daznai $alimais dar jterpdavo ir pazodinj ver-

tima i$ lotyny kalbos.

Parafrazés SP néra budingos. Pasitaiko hagiografiniy
atpasakojimy. Autoriniame tekste taip pat nemazai
biblinés ir to meto baznytinés metaforikos (aliu-
zijy, jvaizdziy), kurig identifikuoti néra paprasta. Ji
meistriSkai jlydyta j sirvydiska sudétingos strukta-
ros barokinj sakinj. Be citaty, biblinés, baznytinés ir
tuometinio gyvenimo realijy aliuzijos ir jvaizdziai
autoriniame tekste sudaro dar vieng svarby kulta-

rinj pamoksly kloda.

Medziagos atrankos pamokslams principai, jos per-
teikimas ir komentavimas, poleminis turinys, atsa-
kingas ir kruopstus citavimas (dazniausiai paminint
ar nurodant $altinius ir / ar autorius), teksto struk-
taros logika rodo, kad $i Sirvydo knyga grindziama
moksliniy veikaly metodika ir turi moksliniam
tekstui badingus pozymius. Cia pirmiausiai ir slypi
$ios knygos originalumo esmé ir verté. Metafory ir
palyginimy Sirvydas pats beveik nekaré, o sémési
iy i Sventojo Rasto. SP turinyje atspindéti ne vien
pamoksly sakymui, bet ir teologijos bei Sventojo

Rasto studijoms reikalingi dalykai.

SP Sventojo Rasto citatos verstos i$ Siksto ir Klemenso
Vulgatos. Lenkisko teksto bibinés citatos SP II dau-

giausiai paimtos i§ Wujeko 1599 m. Biblijos vertimo.

Saltiniai

1. BSIVV - BIBLIA SACRA IUXTA VULGATAM VER-
SIONEM adiuvantibus B. Fisher, I. Gribomont, H.
E. D. Sparks, W. Thiele recensuit et brevi apparatu
critico instruxit ROBERT WEBER / Editionem quin-
tam emendatam retractatam praeparavit ROGER
GRYSON DEUTSCHE BIBELGESELLSCHAFT,
Stuttgart, Gesamtherstellung C. H. Beck, Nordlingen
Alle Rechte vorbehalten, 2007.

2. BIBLIA, TO JEST KSIEGI STAREGO I NOWEGO
TESTAMENTU, Z LACINSKIEGO NA JEZYK
POLSKI PRZELOZONE PRZEZ KS. D. JAKOBA
WUJKA. Dostowny przdruk z autentycznéj edycyi

10.

11.

Krakowskiéj z. r. 1599, potwierdzonej przez S.
Stolice Apostolska i. j. w. ksiedza Arcybiskupa
Gnieznienskiego i Poznanskiego Z KILKOMA
UWAGAMI, W KTORYCH SA UMIESZCZONIE
SLOWA PODLUG HEBREJSKIEGO ORYGINALU
ZMIENIONE. STARY TESTAMENT ZAWIERA
W SOBIE WSZYSTKIE KSIEGI HEBREJSKIEGO
ORYGINALU. WARSZAWA: BRYTY]JSKIE I ZA-
GRANICZNE TOWARZYSTWO BIBLIJNE 1923.
BIBLIJA arba SVENTASIS RASTAS. Ekumeni-
nis leidimas. Versta i§ hebrajy, araméjy ir graiky
kalby / ST i$ hebrajy, araméjy ir graiky kalby
verté Antanas Rupsys, NT i§ graiky kalbos verté
Ceslovas Kavaliauskas, Vilnius: Lietuvos Biblijos
draugija, 1999.

Biblijos vardy Zodynas / sud. Petras Kimbrys, Vil-
nius: Aidai. 2000,

DP - Poftilla CATHOLICKA. Tai eft: I3guldimas
Ewangeliu kiekwienos Nedelos ir Swetes per wiffus
metus. Per Kiiniga MIKALOIV DAVKSZ’ Kanonika
Médnikuy, i3 1¢kiflko pergtildita. Su wald ir dataidi-
mu wireufiuiy. W Wilniui / Drukarnioi Akadémios
SOCIETATIS IESV, A.D. 1599.

Floras, Liucijaus Anéjaus — Lucius Annaeus Flo-
rus EPISTOMAE DE TITO LIVIO BELLORVM
OMNIVM ANNORUM DCC LIBRI . LIBER I (con-
tinuatio) XXXI. Bellum Punicum Tertium II. 15.
In: Epositomae Historiae Romanae Flori ab E. S.
Forster editi apud Loeb Classical Library, Londinio,
MCMXXIX.

Kalvinas, Jonas - INSTITUTIO CHRISTIANAE RE-
LIGIONIS IN LIBROS QUATUOR NUNC PRIMUM
DIGESTA CERTISQUE DISTINCTA CAPITIBUS
AD APTISSIMAM METHODUM AUCTA ETIAM
TAM MAGNA ACCESSIONE UT PROPEMODUM
OPUSNOVUM HABERI POSSIT IOANNE CALVI-
NO AUTORE 1559. In: CORPUS REFORMATORUM.
VOLUMEN XXX. IOANNIS CALVINI OPERA QUAE
SUPERSUNT OMNIA./ EDIDERUNT GUILIELMUS
BAUM EDUARDUS CUNITZ EDUARDUS REUSS
THEOLOGI ARGENTORATENSES. VOLUMEN
II. BRUNSVIGAE APUD C. A. SCHWETSCHKE
ET FILIUM (M. BRUHN) 1864.

LKZe -Lietuviy kalbos Zodynas, 1-20 (1941-2002):
elektroninis variantas / red. Gertruda Naktiniené,
Vilnius: Lietuviy kalbos institutas, 2005 (www.
lkz.1t).

Main volume text [OPERA OMNIA S. HIERONY-
MI.] Hieronymus Stridonensis: SANCTI EUSEBII
HIERONYMI STRIDONENSIS PRESBYTERI EPIS-
TOLAE SECUNDUM ORDINEM TEMPORUM
AD AMUSSIM DIGESTAE ET IN QUATUOR
CLASSES DISTRIBUTAE. (C,S) QUARTA CLAS-
SIS COMPLECTENS EPISTOLAS AB INEUNTE

ANNO 401, USQUE AD 420. SIVE HIERONYMI
VITAE FINEM. EPISTOLA CXXV. AD RUSTICUM
MONACHUM. In: Patrologia Latina. The Full Text
Database. Vol. 22.

Luther’s Works, Volume 34: Career the Reforme IV/
Edited by Helumut T. Lehmann, Lewis W. Spitz,
Augsburg Fortress Press, 1960.

Tazbir, Janusz 1984. Piotr Skarga Kazania sejmo-
we | opracowal Janusz Tazbir przy wspoétudziale
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12.

13.

Mirostawa Korolki. Wroctaw: Zaktad Narodowy
imienia Ossolinskich.

SPI-PVNKTY KAZAN od Adwentu 4% do Poftu /
Litewskim igzykiem, z wytlumaczeniem na Polskie
PRZEZ Ks$iedza KONSTANTEGO SZYRWIDA /
Theologa Societatis IESV / Z DOZWOLENIEM
STARSZYCH wydane. W WILNIE W Drukarni
Akademiey Societatis IESV Roku M. DC. XXIX.
SP II - PVNKTY KAZAN NA POST WIELKI
Iezykiem Litew{kiem Przez W. X. CONSTANTEGO
SZYRWIDA Theologé Societatis IESV ndapifane. &
Teraz na Polfki Iezyk przettumaczone / y oboiem
do Druku podéne. Zd pozwoleniem Stdrfych. W
Wilnie / W Drukdrni Akademii Societatis IESV.
Roku Pariskiego, 1644.
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Psalters von Johannes Rehsa, Pastor zu Konigsberg
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Ubersetzung des Psalters in die deutsche Sprache
von Martin Luther nach der Ausgabe aus dem Jahre
1545, unter Mitarbeit von Friedemann Kluge. Mit
einer Einleitung versehen und herausgegeben von
Friedrich Scholz, Biblia Slavica, herausgegeben von
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Sutrumpinimai

Bar

Barucho knyga

Dan; Dn Danieliaus knyga

Ef; Eph Laiskas efezie¢iams
Ez Ezechielio knyga

Hbr Laiskas hebrajams
I$m; Sap IsSminties knyga

Iz; Is Izaijo knyga

Jer; Ier Jeremijo knyga

Jn; To Evangelija pagal Jong
1Jn; 110 Jono pirmas laiskas
Job; Iob Jobo knyga

Jok; Tac Jokubo laiskas

2 Kor; II Cor  Antras laiskas korintie¢iams
Lk; Lc Evangelija pagal Luka
Mt Evengelija pagal Mata
Nah; Na Nahumo knyga

Oz; Os Ozéjo knyga

Pat; Prv Patarliy knyga

Ps Psalmynas

2Pt II Pt Petro antras laiskas
Rd; Lam Raudy knyga

Rom; Rm Laiskas romiec¢iams
Sir Siracido knyga

Sk; Nm Skai¢iy knyga

Sof; So Sofonijo knyga

Zch; Za Zacharijo knyga
Nuorodos

1

Virginija Vasiliauskiené ir Kristina Rutkovska 2008-

20011 m. parengé mokslinj kritinj Konstantino Sirvydo
Punkty sakymy leidima. Jo rengima rémé Valstybiné lie-
tuviy kalbos komisija.

2

Jerome: Letters and Select Works (Nicene and Post-Ni-

cene Fathers, Volume 6, Second Series) by Philip Schaff and
Henry Wace. To Rusticus, letter CXXV,11, 1999, p. 248.

3

Hieronymus Ad Rusticum, ep. 125.11; Main volume

text [OPERA OMNIA S. HIERONYMI.] Hierony-

mus Stridonensis:

SANCTI EUSEBII HIERONYMI
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Salt Lake City, USA
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1963, 365-366). Siuo metu, kol néra tam priestaraujanciy
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biblines citatas verté pats. Tolesni tyrimai turéty parodyti,
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13 BIBLIA, TO JEST KSIEGI STAREGO I NOWEGO
TESTAMENTU, Z LACINSKIEGO NA JEZYK POLSKI
PRZELOZONE PRZEZ KS. D. JAKOBA WUJKA.
Dostowny przdruk z autentycznéj edycyi Krakowskiéj z.
r. 1599, potwierdzonej przez S. Stolice Apostolska i. j. w.
ksigdza Arcybiskupa Gnieznieniskiego i Poznanskiego Z
KILKOMA UWAGAMI, W KTORYCH SA UMIESZC-
ZONIE SLOWA PODLUG HEBREJSKIEGO ORYGI-
NALU ZMIENIONE. STARY TESTAMENT ZAWIERA
W SOBIE WSZYSTKIE KSIEGI HEBREJSKIEGO ORY-
GINALU. WARSZAWA: BRYTYJSKIE I ZAGRANICZNE
TOWARZYSTWO BIBLIJNE 1923.

QUOTATIONS AND METHODS OF IDENTIFYING THEM IN
KONSTANTINAS SIRVYDAS’ PUNKTAI SAKYMU

Key words: Konstantinas Sirvydas’ Punktai sakymy, the Holly Scriptures, Vulgate, Fathers of the Church,

Biblical quotations, Biblical allusions, marginalia, Sirvydas’ neologisms, indicators of quotations, text layers.

Summary

Until the present, when we used to talk about Konstantinas Sirvydas Punktai sakymy (SP) as one of the most im-

portant sources for the Old Lithuanian language we divided his text into two parts: pericopes (the text translated

from excerpts from the gospels) and summaries of sermons (Sirvydas’ original text). The most recent research of SP

shows that the text of the sermons is not homogeneous. It consists of the author’s section and quotations. Sirvydas

quotes from a large part of the books of the Old and New Testaments. Also in the book there are quoted or otherwise

mentioned more than 30 different authors. These are Fathers of the Church, French theological thinkers, Roman

authors, initiators and founders of Protestantism and saints. Quotations make up from 20 to 25 per cent of the texts


http://www.lkz.lt

of sermons. Sirvydas gives priority to quotations. The quotations from the sermons are identified by marginal notes,
information in the text itself, interpolated words (tieg), explanations (tay ira...), rarer words, proper names, changes
in the text stylistics and structure. The identification of the quotations should help to make more accurate the defi-
nitions of LKZ (Lithuanian Academy Dictionary), words created or given special meaning by Sirvydas. Accurate and
careful Biblical translations show a special feel for the language, the linguist’s talent, his deep understanding of each
word of the Holy Scripture and its meaning. Making use of a neologism Sirvydas for clarity’s sake frequently inserted

alongside a literal translation from Latin.

Paraphrases are not characteristic of SP. Saints’ lives are sometimes retold. In the author’s text there is also a fair
number of Biblical and ecclesiastical metaphors which are not easy to identify (allusions, images). They are mas-
terfully integrated into the complicated structure of Sirvydas’ baroque style. In addition to the quotations, Biblical,
ecclesiastical allusions and allusions to the facts of every day life, and its various aspects in the author’s text create

still another important cultural layer of the sermons.

The principles of choice of materials for the sermons, the rendering, commentary, polemical content, responsible
and painstaking quoting (for the most part mentioning or showing the sources and/or the authors) the logic of the
structure of the text show that this book of Sirvydas is founded on the methodology of scientific works and has the
hallmarks of a scientific work. Here most of all lies the essence and value of the originality and value of this book.
Sirvydas himself hardly created metaphors and comparisons, but gathered them from Holy Scripture. In the content
of SP have to be found necessary items not only for preaching sermons, but for studies of theology and the Holy

Scriptures.

The quotations of the Holy Scriptures in SP are translated from the Sistine and St. Clemens Vulgate. The Polish Bi-
blical citations of SP II are for the most part taken from Wujek’s 1599 Bible translation.

Further investigations of the SP text should confirm even more certainly the fact that the Biblical quotations were

translated by Sirvydas indeed.

Gauta 2013-09-01
Parengta spaudai 2013-11-03
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TO ENGAGE OR TO BE ENGAGED: AMONG
DIFFERENCES AND SIMILARITIES OF THEATRE

IN LITHUANIA AND POLAND!

Key words: theatre in Lithuania, theatre in Poland,
Enlightenment, Romanticism, engaged theatre,

engaging theatre.

INTRODUCTION

The aim of this article is to discuss and to compare
several aspects of two ethe in neighbouring theatre
cultures of Lithuania and Poland. As Lithuanian and
Polish theatre histories are not only already establi-
shed but also were opened to a process of revision
and reformulation, usually gravitating from basal
documentary scholarship towards broad realms of
cultural history, this altogether provides with refe-
rence and inspiration to undertake an intriguing task
to compare the bedrocks of theatre concepts in both
countries. Moreover, it altogether invites for a possi-
ble redefinition of their similarities and differences
as the cultures of two countries that until 1795 were
part of joint Commonwealth in the eye of numerous
commentators are regarded as naturally overlapping,

interweaving and complementing each other.

This was exactly the case of narrative on Polish
Romanticism and Adam Mickiewicz as its funda-
mental figure. Mickiewicz’s residence and activities
in Vilnius made not only the present Lithuanian
capital into one of the “cradles” of Romanticism; it
also coloured the imaginary development of Lithu-
anian culture of XIXth century with all the shades
of romantic mentality and pursuits, sometimes
extending Lithuanian version of Romanticism well

into beginning of the next century.

The uneasiness with sometimes nonchalant usage of
the term “Romanticism” in Lithuanian cultural his-

tory was signaled as late as in 2000 in a dedicated

conference hosted by Institute of Art and Culture
in Vilnius. Among the papers, presented at the con-
ference, explicitly framed as “Romanticisms after the
Romanticism’, historian Eligijus Raila’s argument at
the beginning and the background of Lithuanian
Romanticism deserves a special attention. Exploring
individuality and attitude to religion - key issues in
Romanticist mentality, Raila argued that ideology of
Enlightenment dominated in the Lithuanian intel-
lectual field until 1863 (the year of January Uprising)
whereas as such Lithuanian version of Romanticism
should be regarded as a continuation of Enlighten-

ment paradigm as well as a reaction to it

Thus, this article addresses two issues. First, I would
like to discuss and compare two conceptions of
theatre, the one that brings us back to the Romanticist
world-view and another that is rooted in Rationalist
tradition of equaling theatre to the tool for improve-
ment of its audiences. Secondly, I would like to show
how these different yet sometimes overlapping con-
ceptions informed the formation and development of
theatre in Poland and in Lithuania, producing par-
ticular sets of ideas of a) what theatre is in relation to

the society and b) what theatre is expected to do.

My argument, hereby, is based on the difference
between engaged and engaging theatre. Polish the-
atre scholar Pawet Moscicki in his 2008 book Politics
of Theatre. Essays on Engaging Art, dwelling on Jean-
Paul Sartre, Antonin Artaud, Bertholt Brecht and
above all Jacques Ranciere and Alain Badiou, draws



a line of difference between engaged and engag-
ing theatre as the former equals a display of social
antagonisms on the stage to participation in social
sphere, whereas the latter questions the very essence
of social divisions®. Following Ranciére’s conception
of political Mo$cicki argues that the engaging the-
atre is a foremost form for evoking a certain type of
anthropological shift in the audience, for nurturing
audiences’ awareness of changeability in the struc-
ture of the reality and, above all, the engaging theatre

has to “change adverse places into livable ones™.

Such a distinction takes to the next one that I have
derived from the discussion on popular or mass
theatre where the question is usually raised: who
makes such a theatre. Is it a theatre by the people,
or for the people? As Patrice Pavis observes, that is
an issue of rather political and not aesthetical field®
and as such it proves very relevant for my discus-
sion on theatre concepts where one could be called a
romantic appeal for the action and another - a ratio-

nal quest for improving the audience.

The last pair of terms is the bourgeoisificating and the
enchanting effect the theatre is capable to produce.
The first instance describes the theatre that nurtures
social advancement, i.e. the theatre that functions like
a catalyst for an emancipatory process of bourgeois
class-formation. Whereas I use the term enchanting
in a sense to which Ludwig Tieck, Adam Mickiewicz
and other Romanticists were used to. Enchantment
here denotes a transformational power, a part of rit-
ual that performers initiate on stage or indeed among

and together with the audience.

CASE NO. 1 DEJMEK’S DZIADY

On 4 April, 1843 a Polish poet Adam Mickiewicz
in his famous lecture XVI from four year course on
Slavic literature at Collége de France is now believed
having set a theory for a romantic tradition in Polish
theatre and drama. A departure point for Mickie-
wicz was an assumption that a truly Slavic drama is
yet to be written. Modestly omitting his own semi-
nal drama Dziady - The Forefathers Eve, written
between 1822 - 1860, he argued that most of cur-
rently available Polish plays are too contaminated

with foreign influences and as such couldn’t possibly

become a channel for revelation and dissemination

of specific Slavic spirit®.

Metaphysical and mythical aspect in the theatre for
Mickiewicz was of crucial importance, as he per-
ceived the stage as a place where revelation in very
religious sense happens’. At the core of his messian-
istic theory was a notion that the Slaves have never
experienced a revelation of God in their original
Pagan religion®. Consequently, due to the lack of
solid mythology, they have retained the original and
sophisms free spiritual strength that might prove
vital not only for the preservation of the Slaves
themselves, but also for the rest of the Western cul-
ture in its present dire state. This strength has only
to be evoked de profundis of Slavic spirit and Mick-
iewicz saw the literature and above all drama and

the theatre at its aid as a way to do it.

Yet Mickiewicz has not stopped there. In his lec-
ture he also outlined the specifics of such a staging
/ revelation as well®. First, in a very modern way
he denounced a hierarchy in basic elements of the
theatrical event. A revelational experience had to be
based on a self-governing ritual of the masses that
attend the event. A performer, comparable to the
folk story-teller, had to function here as a catalyst.
His function was to channel revelational words of
a playwright and to initiate an enchantment that in
its turn would establish the sense of togetherness in

experiencing the primordial power.

At Collége de France Mickiewicz himself gave a
sample of such a sensation. Attendees of his lectures,
including Jules Michelet and George Sand, among
others left numerous notes on the effects the lecturer
was capable to produce. First it was the “actor” him-
self to quote Michelet with “delicate yet completely
wild features of the face partly covered in a wavy
beard and hair, speaking in sublime and accentu-
ated manner”'’. Then Mickiewicz introduced a type
of improvised lectures to the French audience. It is
believed that he would thoroughly prepare the texts
beforehand, but would not take them to the lec-
tures'!. Finally, to describe the atmosphere of these
“communions” or “spiritual feasts”, I quote Michelet
again: “His eyes full of blood were flashing, and we,

the French, were drowning in tears. I had never seen
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such lightnings before and I shall remember them

forever!?

It altogether brings us to the enchantment — a key term
in Mickiewicz’s theory. Admittedly Mickiewicz begins
with the literary spine of the production as every
worthwhile literary work has a divine element in it: “a
gentle breath from above™. Yet it is a performer and
staging that make transcendence visible and transport
the beholders to the supernatural world. Divine pres-
ence at the mystery of the performance is to be evoked
by a person that mediates and shares the common pri-
mordial sensitivities. Mickiewicz is very explicit here:
such a performer is comparable to the folk storyteller
that tells a story in his own name assuming certain part
in the plot'. Thus, division between reality and fic-
tion disappears; as it disappears between a performer
and his audience. Mickiewicz rejects the conventional
theatre building that imposes spatial separation: the
production, he foresees, needs an arena and he gives
the example of Cirque Olympique that actually existed
in Paris until 1862".

An elaborate notion of theatrical event obviously
had to have its own cause. By the time of Mickie-
wicz lecture the state of Lithuanian-Polish Com-
monwealth was off the European political map for
almost half of a century. Thus an utmost eupho-
ria, reached at the performance, had to lead to the
action. Mickiewicz’s far reaching project linked a
revelational performance with spreading of primor-
dial Slavic spirit across the Europe and subsequent
raise of power capable to fight the supremacy of
dehumanized politics embedded in imperial expan-
sion of Prussia, Austria and above all Russia. This
altogether was seen not only as a chance for resur-
rection of Polish statehood, but also as a cure for the

whole Western culture.

Thus was the Mickiewicz’s model. Resting on typi-
cally Romantic triad of “revelation-inspiration-cre-
ation” it emphasized the performative aspect of the
theatre and, above all, the spectator as integral part of
the theatrical event. Using the modern terminology
we could probably speak of a prototype “spectactor”
as the performances outlined in Mickiewicz lecture
are clearly done by everyone attending the event. Fur-

thermore, Mickiewicz delivers a theory of an engaging

theatre as it allows experiencing the changeability for
each and everyone gathered at the theatre - an almost
physical experience that can possibly be translated

into terms of the change in the reality.

As Polish scholars Malgorzata Sugiera and Mateusz
Borowski note, in the course of the time Mickie-
wicz theory has not lost any of its appeal. In fact, in
Poland it has become a basis and inspiration for so
called “theatre of change’, a “performative” theatre
sub-field, where emphasis on processual rather than
final, on experience rather than artifact is discern-
ible in the works of Jerzy Grotowski, Tadeusz Kan-
tor and Gardzienice Theatre among others'®. Yet my
example comes from a very conventional theatre:
the 1967 production of Adam Mickiewicz Dziady at
Teatr Narodowy in Warsaw. I have chosen it to illus-
trate how the power of tradition can permanently

inhabit the expectations of the audience.

The production in point was directed by Kazimierz
Dejmek (1924-2002), a head manager of Teatr Nar-
odowy at the time. Nothing in Dejmek’s preceding
social trajectory could be associated with a subver-
sive aims or ideas. On the contrary, in 1949 Dejmek
declared his readiness “to serve and to co-create our
political reality”, which won him a large credit at the
field of power!’”. His 1967s production of Dziady was
intended to celebrate 50" anniversary of October
Revolution in Russia, thus Dejmek spoke of “pro-
gressive” version of famous classic: “Being a mate-
rialist I shifted Authors Christianity and Mysticism
from devotional sphere into folk rituals alongside
emphasizing revolutionary and patriotic features of

the drama”'®

Yet the government officials were suspicious from
the outset. The rumor spread, and public interest
in DejmeK’s Dziady rose steeply. In the course of
performance the audience vividly reacted to the
patriotic and anti-Russian verses and Dejmek was
accused of making “anti-Soviet” production. Thus
by the middle January 1968 the government decided
to cancel the production altogether. Everybody
knew that fourteenth performance of January 30 is
the last one and the packed auditorium erupted with
anti-governmental slogans. Upheaval continued on

the streets, under the Mickiewicz monument, at the



University of Warsaw and became an overture to the
massive political crisis, comparable to that in France
the same year. Consequently, Dejmek was expelled
from the Communist Party and from Teatr Naro-

dowy altogether.

In his seminal book Teatra Polskie. Historie Dariusz
Kosinski takes DejmeK’s Dziady as an evidence of
longevity and power of Romanticist tradition that
exploded in Polish audiences: “what bursted and
claimed its rights in 1967 and 1968 at Teatr Narodowy
was a previously suppressed Romanticist theatre par-
adigm, a paradigm that calls not for representation
and admiration of theatre art, but for its usage™.
Thus, the grain of engaging to action rooted in Mick-
iewicz theory and solidified in Polish audience expec-
tations on what theatre is called for cut across initial
aims and goals of Dejmek’s Dziady and actually called

for a change in the structure of the reality.

CASE NO. 2 VAITKUS’ DZIADY

The idea of theatre that would use Lithuanian lan-
guage on stage started to evolve by the very end of
the XIXth century. Its architects for a departure point
chose a simple notion: the theatre in mostly illiterate
rural regions of Lithuania could hold back intensive
rusification, foster the rural communities and bring
in a bit of enlightenment. Besides, as public gather-
ings (especially in urban milieu) the performances
were to contribute to social contacts possibly result-
ing in formation of Lithuanian families - a crucial

aspect for Lithuanian bourgeois class formation?!.

The initiatory texts, what circulated in at that time
illegal Lithuanian press shared the common belief
that educated few have to bring the idea of gather-
ing to make and watch the play to the people. The
systematic approach was applied. First the plea for
a Lithuanian drama was announced, and then read-
ily produced texts gradually spread throughout the
Lithuanian villages mostly with a help of students
who were coming for summer vacations from their
studies in Saint Petersburg, Warsaw or Cracow. The
idea proved to be successful as these secret gath-
erings (that were illegal and punishable under the
Russian law) by the turn of the centuries grew into

considerable numbers.

Thus there was a launch of Lithuanian theatre and a
cornerstone of its ethos - theatre is made for the peo-
ple to improve them. “Gifted authors and actors are
so capable to imitate everything that they can steer
one’s heart in every direction <...> These emotions
are glorious as they soften hearts, guide towards the
truth and kindness, in short - they beautify and edu-
cate the human.” - stated Lithuanian press in 1879%.
In the course of the time the patterns of improve-
ment were changing rapidly yet in every case the
theatre retained the status of authority that told its
audience how to live and behave. For the Lithuanian
theatre the aim of bourgeoisification of its audien-
ces was its engagement too. First it was promotion
of native language, then in the early XXth century
theatre was reminding of the glorious moments in
Lithuanian history to foster patriotism and ideas of
national resurrection, whereas after the WWT and
during the First Independence these were giving a

way for establishing the bourgeois values.

Thus the theatre audience was expected to listen
attentively and passively adopt the ideas that were
expressed on stage, in the same manner as it hap-
pens in a classroom. It comes as a little surprise
that the majority of Friedrich Schiller dramas were
staged at the State Theatre in Kaunas — major theatre
company in Interwar Lithuania. Schiller in his
aesthetical writings gave a strong background here,
arguing that it is a stage where “the thoughtful and
the worthier section of the people diffuse the light of
wisdom over the masses”. Besides, a stage defined
in such way, in Schiller’s opinion was capable to turn

people into a nation.

The superiority of the stage embedded in a con-
cept that equals theatre to moral institution had
yet another aspect, namely the aesthetic one. In the
course of time a fraction of Lithuanian theatre field
was gradually developing the notion of theatre as an
autonomous form of art. This was usually done by
every younger generation of writers, directors and
actors, who claimed that theatre imposes its own rules
and is capable to change the society by perfecting its
aesthetic sense. Even today the Statute of Lithuanian
National Drama Theatre states: “it is an institution for
creating and disseminating a professional theatre art

»24

of the highest aesthetical quality”*.

33

1

*NOISNIWIA WNYOVS

SLOVIILYY ANV Ld4V 40 SIIYO0OdHL



34

IR ARTEFAKTAI

MENO TEORIJOS

SACRUM DIMENSIJA:

I.

Curiously it is the Soviet regime that provoked Lithu-
anian theatre makers to remember the emancipating
power of the theatre in the second half of the XXth
century. This time, not the direct notations (these
were the domain of the official Soviet aesthetics), but
artistic innovation and creativity were turned too. As
Christopher Innes and Maria Shevtsova observe “The
theatricality of political and social criticism <...>
became a hallmark of the Eastern European directors
who acquired, or were granted, the role of spokesper-
son for their nations <...> It is important to note that
theatricality as a form of double-talk, which became
a necessity under communism, metamorphosed
after communism into a highly elaborated aesthetics
in which critical perspectives were deeply embed-
ded. Indeed, they were often buried deeply enough
in the plethora of startling conceits, tumbling visual
and aural images, and movement and dance, which,
at first sight, looked fully incongruous, to make them

seem totally enigmatic?

Two items in this longish quote deserve special atten-
tion. The status of “a spokesperson” that directors
were granted or were taking upon themselves implies
the same hierarchical relationship with their audi-
ences. Whereas “the plethora of startling conceits” and
“tumbling images” disguising the political agenda is a
key phrase as it exposes an aesthetical exclusivity that
circumvent not only the eye of censor, but also that
of the layperson. The Lithuanian engaged theatre of
the late Soviet period invented a kind of semi-opaque
mode of communication known as metaphorical the-
atre: very demanding and challenging because of aes-
thetic refinement in the eye of censors it could pass
for a disinterested artistic imagination, while, ideally,
the audience was expected to find a critical diagno-
sis of surrounding reality in it. Yet, as Edgaras Klivis
observes, it is the common knowledge of possible
intervention of a censor as well as the superior sta-
tus of theatre artists as the heralds of the truth or the
liberty, made the metaphorical theatre effective and

possibly subversive®.

Parts of Dziady were translated into Lithuanian
and first published in 1899, yet the first produc-
tion of Mickiewicz’s drama took place almost a
century later on April 13, 1990 and was directed by

Jonas Vaitkus at Lithuanian State Drama Theatre in

Vilnius. Both the date and the name of the direc-
tor are of utmost importance here. First, the open-
ing night coincided with the USSR’s ultimatum
requesting to revoke the Declaration of Indepen-
dent Lithuania in two days, and thus to reestab-
lish Lithuanian SSR. Secondly, director Vaitkus
was broadly known for its fierce anti-Soviet stance.
Thirdly, in 1990 April 13 was a Good Friday - a
commemoration of crucifixion of Jesus Christ and
his death in Catholic culture.

Thus it would be difficult to find a more respon-
sive emotional canvas for an opening of production
where mysticism and ritual centres on the main
theme of suffering and possible change. Yet Vaitkus’
Dziady proved to be an elaborated highly emotional
and picturesque testimony of human suffering that
by no means called for an immediate action. Lithu-
anian theatre critic Grazina Mareckaité described
several interesting discrepancies between Mickie-
wicz drama and performance: “the difference here is
such as between vision and construction <...> This
is not a spontaneous creative work of a poet. The
director, emphasizing construction of the produc-
tion, intentionally does not allow forgetting: we are
at the theatre and observe how this production is
made”” Another, Lithuanian-Polish theatre critic
Alwida Bajor noted that the production despite its
emotional impact was inspiring the “subsequent
contemplation” as if its effect would come with
some delay®®. Moreover, asked about members of
audience which were seen leaving before the pro-
duction ended, Vaitkus stated, that it is a “normal”
occurrence?, thus showing that immediate “usage”
and above all togetherness or “community” to use
Mickiewicz’s wording are not among his aims: the
theatre is made for the people, who are entitled

either to accept and contemplate or to reject it.

CONCLUSION

Dejmek’s and Vaitkus' Dziady were separated not
only by the more than two decades, different cultural
and political contexts and subsequent reverberations
in the society. More importantly they were products
of different ethe and ideas on how theatre produces

its effects in the social field. On the one hand one



can observe the collaboration, which implies a lack of
hierarchy between the stage and the auditorium, on
another — a certain type of prometheism where theatre
artists assume a mission towards their public presum-
ably in need of one. These expectations and objectives
the theatre is associated with as their roots have dif-
ferent approaches to togetherness and improvement
yet their common ground lies in the same pursuit
for a change. Despite the obvious differences in how
engaging and engaged theatre functions the meeting
point here is a constant belief in a political mission
of stage. Evoking community, providing an “anthro-
pological shift” or assuming position of a mentor are
in fact two strategies for promotion of the change in
reality, whereas their differences reveal how differ-
ently the development of particular national culture

can shape theatre theory and practice within.
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»SIE VERSTEHEN KEINE KUNST, ABER BEGREIFEN IHREN GEIST”.
DIE STELLUNG DER KRAKAUER FRANZISKANER
ZURKUNST UM 1900
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der Sakralkunst, Wandmalerei, Stanistaw Wyspianski.

Karel Dostal-Lutinov, der am 17. Mai 1898 Sta-  Ihre so auflergewohnliche Kunst? Und er flgte
nistaw Wyspianski in Krakau besuchte!, stellte sofort hinzu: ,,Bei uns hdtten sie Sie nicht einmal in

ihm die Frage: ,, Verstehen die Franziskanerbriider  ihre Kirche hineingelassen®. Wyspianskis Antwort
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Koéciot Sw. Franciszka i klasztor franciszkanéw 1: 1000

A. koiciol: 1.stara zakrystia, 2. kaplica BlL. Salomei, 3. kaplica Mgki

Panskiej, 4. dawna zakrystia kaplicy Meki Panskiej, 5. kaplica Matki H|
Boskiej Bolesnej, 6. kruchta; B. klasztor: I. zabudowania wokol

wirydarza klasztornego: 7. kruzganki, 8. nowa zakrystia, 9. dawna kap-

lica Wloska, obecnie biblioteka, 10. dawna kaplica Sw. Eligiusza, ki,

11. sala Sw. Bonawentury; II. zabudowania przy dziedzificu gospodar-

czym; IIL zabudowania przy dawnym murze klasztornym — dawny

browar.

Abb. 1. Grundriss des Franziskanerklosters in Krakau (nach dem Katalog Zabytkéw Sztuki w Polsce)
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lautete: ,,Aber natiirlich, die verstehen schon. Frei-
lich, sie verstehen keine Kunst, aber begreifen ihren
Geist“?. Die Ausfiihrung der Wandmalereien der
Krakauer Franziskanerkirche (poln. kosciét Fran-
ciszkanow) im Jugendstil war ein aufsehenerregen-
des Ereignis. Die Worte des Krakauer Kiinstlers
geben ohne Zweifel zutreffend die Griinde wieder,
die die Ordensbriider zur Akzeptanz des Werkes
bewogen haben mogen. Gleichzeitig konnen sie
aber auch als Ausgangspunkt fiir eine Erklarung
des Konflikts dienen, der im Jahr von Dostals
Besuch um die Entwiirfe der Glasfenster fiir die-
selbe Kirche zwischen den Franziskanern und

Wyspianski entstanden war.

In Krakau lieflen sich die Franziskaner im Jahre
1237 nieder und begannen bald mit dem Bau ihres
Klosters (Abb. 1). Der Ostteil der Kirche wurde
auf dem Grundriss eines griechischen Kreuzes
errichtet. In Verldngerung jener Zentralform wur-
den noch im 13. Jahrhundert im Westen ein lang-
liches, fiinfjochiges Hauptschift sowie im Norden
ein Nebenschift hinzugebaut, das man dann im 17.
Jahrhundert zur Kapelle der Erzbruderschaft der
Passion des Herrn (poln. kaplica Arcybractwa Meki
Pariskiej) umgestaltete. Die Kirche hatte im Mittel-
alter wahrscheinlich und in der Neuzeit mit Sicher-
heit kein Fenster und keinen Eingang in der West-
fassade des Langhauses. Im 15. Jahrhundert wurde
das Gotteshaus umgebaut; damals fiigte man unter
anderem den vieleckigen Chorabschluss hinzu®.
Weitere bedeutende Umgestaltungen erfolgten im
17. Jahrhundert, als die Kirche ganzlich barocki-

siert wurde®.

Am 18. Juli 1850 brach ein grofler Brand aus, der
einen nicht kleinen Teil Krakaus vernichtete. Die
Franziskanerkirche brannte teilweise ab, beschadigt
wurde auch ihre Ausstattung. Infolge der noch in
der ersten Halfte der fiinfziger Jahre des 19. Jahr-
hunderts unternommenen Restaurierungsarbeiten
wurden barocke Elemente entfernt und die Kirche
in ihren mittelalterlichen Zustand ,,zurtickversetzt.
Anderungen nahm man auch an der Struktur des
Bauwerkes vor. Zugemauert wurde der einzige
(abgesehen von dem Kreuzgang) Eingang an der
Nordseite und durch einen neuen an der Westseite

ersetzt, iiber dem man auch ein grofies spitzbogiges

Fenster einfiigte’. Hierdurch wurde der Eindruck
einer rdumlichen Einheitlichkeit geschaffen, die
sich in der Dominanz der Eingang-Altar-Achse

offenbarte.

Die Arbeiten an der Franziskanerkirche zogen sich
tiber die gesamte zweite Hélfte des 19. Jahrhunderts
hin. Schritt fiir Schritt ergénzte man die Innenaus-
stattung, darunter auch den Hoch- und die Seitenal-
tare sowie den Musikchor. Ende der siebziger Jahre
des 19. Jahrhunderts mauerte man den Eingang von
der Bracka Strafe aus und stellte ihm auch eine bis
heute erhaltene Vorhalle voran. Alle Architektur-
und Ausstattungselemente erhielten einen neugoti-

schen Charakter’.

Am 16. Februar 1894 veroffentlichte die Krakauer
Tageszeitung Czas ,,das Programm des Wettbewerbs
fiir die Innenpolychromie der Franziskanerkirche zu
Krakau®. Die Entwiirfe sollten ,den Stilcharakter
der Innenarchitektur des Gotteshauses“ berticksich-
tigen. Zur sofortigen Ausfithrung waren dabei nur
die Entwiirfe fiir den Ostteil der Kirche bestimmt,
der, wie schon oben erwdhnt, auf dem Grundriss
eines griechischen Kreuzes errichtet worden war.
Dariiber hinaus sollten in jedem Projekt ,,vier Felder
leer gelassen werden, die fiir spiter auszufiihrende

Figuralkompositionen gedacht waren‘®.

Keiner der zum Wettbewerb eingesandten Ent-
wiirfe iiberzeugte die Jury’. Man beschloss, keinen
ersten Preis zu verleihen und beschriankte sich auf
die Zuerkennung von zwei gleichrangigen Preisen.
Eines der preisgekronten Projekte wurde zur Aus-
fihrung empfohlen. Mit den Arbeiten begann man
im Friihling 1895. Die Aufsicht dariiber tibernahm
der Architekt Wladyslaw Ekielski. Bald stellte sich
allerdings heraus, dass die Polychromie nicht gut
ausgefallen war. Ekielski fing an, sich nach einem
anderen Kiinstler umzusehen, dem er den Auftrag
hitte iibergeben konnen. Er entschied sich fiir einen
jungen, gerade aus Paris zurtickgekehrten Kiinstler

namens Stanistaw Wyspianski.

Dieser fertigte einen ganz neuen Entwurf an, nach
dem im Zeitraum von Juli bis Dezember 1895 die
Wandgemélde im Zentralraum der Kirche aus-
gefiihrt worden waren. Die ,Kunstkommission®

nahm sie dann am 30. Dezember 1895 offiziell



ab. Kleine Korrekturen und Verbesserungsarbei-
ten, wie etwa die Ausmalung der geometrischen
Sockelpartie mit Bliitenmotiven, zogen sich frei-
lich noch einige Jahre hin. Dann, im Jahr 1897,
entwarf Wyspianski auf personliche Initiative des
Guardians Samuel Rajss hin Glasmalereien fiir das
Presbyterium sowie fiir das Westfenster des Lang-
hauses. Von den urspriinglich sieben entworfenen
Glasfenstern des Presbyteriums fiihrte die Tiroler
Glasmalerei- und Mosaikanstalt in Innsbruck 1899
sechs aus, das siebte, westliche Fenster entstand in
derselben Firma erst im Jahre 1904. Unausgefiihrt
blieben Darstellungen der drei selig gesproche-

nen Klarissinnen Kinga (Kunigunde), Salomea

und Jolanta (Jolenta), die im Chorfenster dem hl.
Franziskus gegentiber platziert werden sollten.
Ihre Stelle nahm dann die von Wiadystaw Ros-
sowski und Bernard Rice aus Innsbruck entwor-
fene Figur der seligen Salomea ein, die wiederum
1908 aufgrund zahlreicher Interventionen durch
ein Bildnis derselben Heiligen ersetzt wurde, das
Wyspianski schon in den Jahren 1902 und 1904

entworfen hatte.

Wyspianskis Dekorationsmalereien bedecken das
ganze Gewolbe jenes Kirchenteiles, der thm zur
Ausschmiickung in Auftrag gegeben worden war
(Abb. 2), sowie fast vollstindig die Winde mit Aus-

nahme der vier grofien Felder, wo man in den Jahren

Abb. 2. Stanistaw Wyspianski. Ausgestaltung des Gewdlbes in der Krakauer Franziskanerkirche (nach Architekt, 1901)
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1898-1903 von Wtadystaw Rossowski gemalte Olbil-
der gehdngt hat (Abb. 3)!°. Die Wande teilte man in
drei oder vier Zonen ein, die dann unterschiedlich
ausgefiillt wurden: im unteren Teil mit Quadrat-

gittern, auf die etwas spiter flache Bliitenmotive

aufgetragen wurden, unter denen Rosen, Stiefmiit-
terchen und Kapuzinerkressen zu erkennen sind,
oben - nur im Querschiff — mit einem Lilienfries
und am Anfang des Presbyteriums mit Kronen,

nach Vorbild jagiellonischer Miinzen, und mit

Abb. 3. Stanistaw Wyspiatiski. Dekoration der Franziskanerkirche in Krakau (Foto Joanna Wolafiska)



Abb. 4. Die Nordseite des Chores der Franziskanerkirche in Krakau mit den Wandmalereien und Glasfenstern von
Stanistaw Wyspiatiski (Foto Piotr Guzik)
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Abb. 5. Die Siidseite des Chores der Franziskanerkirche in Krakau mit den Wandmalereien und Glasfenstern von
Stanistaw Wyspiatiski (Foto Piotr Guzik)
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Abb. 6. Stanistaw Wyspianski. Heiliger Franziskus, Glasfenster im ChorabschlufS der Franziskanerkirche in Krakau

(Foto Piotr Guzik)
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Abb. 7. Stanistaw Wyspiatiski. Selige Salomea, Glasfenster im Chorabschluf$ der Franziskanerkirche in Krakau
(Foto Piotr Guzik)



mittelalterlichen polnischen Adlern, dartiberliegend
befinden sich zwei Streifen mit geometrischen Moti-
ven aus Herzen, Pfauenaugen und kleinen Flammen.
In der Nihe von Fenstern stellt der Kiinstler Streifen
von heimischen Feldblumen dar, wie etwa Kornblu-
men, Margeriten, Lilien, Strohblumen und Vergiss-
meinnicht. Am Gewdlbe sind Sterne zu sehen und
im Westjoch die ,,Milchstrafle® - ein Motiv von sich
wiederholenden wellenartigen Linien. Die Flachen
oberhalb der Apsisfenster sind mit symbolischen
Darstellungen wie einem Kelch, einer Dornenkrone

und einer Hostie gefiillt.

Figurale Szenen befinden sich ausschliellich im
Presbyterium, gleich vor den Fenstern, die diesen
Teil der Kirche erhellen. An der Nordseite (Abb. 4)
sind es der Erzengel Michael mit Schwert und dar-
unter der Engelsturz; an der Stidseite (Abb. 5) eine
Darstellung der Caritas und darunter die der Mut-
tergottes mit dem Kind und zwolf Sternen um den
Kopf.

Wyspianskis Glasfenster im Presbyterium themati-
sieren die Stigmatisierung des hl. Franziskus und das
Rosenwunder (Abb. 6), die selige Salomea (Abb. 7)
(urspriinglich sollten dort, wie bereits erwéhnt,
die drei ersten polnischen Klarissinnen abgebildet
sein — Abb. 8) sowie zwei Naturelemente, die aber in
vier Fenstern dargestellt sind. Das Feuerelement ist
in den zwei Nordfenstern zu sehen (Abb. 4): in dem
einen symbolisiert durch brennende Holzscheite
mit hochschiefSenden blauen und gelben Flammen,
in dem anderen durch hellrote Lilien und Mohn-
blumen. Wasserdarstellungen brachte der Kiinstler
in den Sudfenstern an (Abb. 5), und zwar auch in
Gestalt von Blumen, diesmal aber Wasserblumen:
Schwertlilien und Teichrosen. Die zwei anderen
Elemente sollten im Mittelfenster der Chorapsis
abgebildet werden, beinahe vollstindig hinter dem
Hochaltar verborgen. Wyspianski wollte dort einen
hinter dem Pflug gehenden Bauern als Sinnbild der
Erde sowie am Himmel vorbeiziehende Wolken als
Symbol der Luft darstellen. Doch dieses Glasfenster

Abb. 8. Stanistaw Wyspiatiski, Die drei seligen Klarissinen Kinga (Kunigunde), Salomea und Jolanta (Jolenta),
unausgefiihrter Entwurf fiir das Glasfenster im Chorabschluf$ der Franziskanerkirche in Krakau (Foto Piotr Guzik)

45

1

*NOISNIWIA WNIOVS

SLOVIILYY ANV Ld4V 40 SIIYO0OdHL



I. SACRUM DIMENSIJA: MENO TEORIJOS IR ARTEFAKTAI °

{\‘\ L 0
niu i
W s

— A\ &) ==
A NN paA
i !(‘Q N

¢ j‘ﬂ l(

;eém§ﬁ
Y55 /' Y‘ V2

L\\'i WF%‘

NI

§"‘*‘: A [ K

N i\€§§.\! e

?/ \3 “1
\ \% n

. Abb. 9. Stanistaw Wyspiariski. Gott der Schipfer, Glasfenster in der Westfassade der Franz.
i Michal Kurzej)

iskanerkirche in Krakau (Foto



ist nicht zur Ausfihrung gekommen und wurde
durch ein in Innsbruck entworfenes Werk ersetzt.
Die bertihmteste jener Glasmalereien befindet sich
in dem Fenster, das wihrend der Restaurierung der
Kirche nach dem Brand im Jahr 1850 tiber dem
Westeingang hinzugefiigt worden ist. Sie stellt Gott
im Augenblick der Weltschopfung dar (Abb. 9).

In seiner Polychromie kniipft Wyspianski zweifel-
los an die gotische Architektur der Franziskaner-
kirche an. Seinem Lehrer Jan Matejko folgend, der
in den Jahren 1889-1891 in der Marienkirche eine
mustergiiltige Dekorationsmalerei nach mittelalter-
lichen Ornamentvorbildern geschaffen hatte, wen-
dete auch er gewisse Grundsitze der mittelalterli-
chen Polychromie an. Er verband sie aber mit einer
dem Jugendstil typischen Blumenstilisierung, den
gewellten Linien der ,,Milchstraf$e” und der flieffen-
den Bewegung von dichtgedringten Flammen und
Herzen. Sein Werk sprengt die Rahmen der Tradi-
tion und bricht mit ihr. Wyspianski verletzte hier-
durch das bis dahin streng beachtete ,Dogma“ der
Sakralkunst - nihil innoventur nisi quod traditum

est — im formellen Bereich!'.

Wie oben bereits erwdhnt, hatten alle zuvor fiir
die Kirche ausgefithrten Arbeiten einen neugo-
tischen Charakter, wie sich auch die Bilder von
Wiadystaw Rossowski an die Tradition der damals
in Krakau allgemein akzeptierten, durch gewisse
Elemente des Miinchner Realismus bereicherten
Geschichtsmalerei Matejkos hielten. Deshalb kann
es verwundern, dass die Polychromie nicht nur
von der Krakauer Kunstkritik, sondern auch von
den Ordensbriidern selbst so gut aufgenommen
wurde. Diese Verwunderung brachte Karel Dostal
in dem am Anfang angefiihrten Gesprich deutlich
zur Sprache. Ursachen dieser Akzeptanz fiir das
Schaffen des jungen Kiinstlers sind allerdings nicht
so sehr in der neuartigen Form des Werkes, als viel-
mehr in den symbolischen Inhalten der verwen-
deten Motive zu suchen, das heifft — Wyspianskis
Worten zufolge - nicht in der ,,Kunst® selbst, son-
dern in deren ,Geist. Denn was den Charakter
der Kirchendekoration mafgeblich geprdgt hat,
war die franziskanische Haltung zur Welt. Dies
beweisen sowohl zahlreiche Bliitenmotive als auch

der unausgefiihrte Fries mit Vogeldarstellungen.

Wiadystaw Ekielski berichtet in seinen Erinnerun-
gen: ,,Wo heute der schone Lilienfries zu sehen ist,
plante Wyspiariski einen anderen [Fries — W. B.],
und zwar auf jene Legende gestiitzten, nach der
der hl. Franziskus Vigel um sich versammelte und
mit ihnen sprach. So wollte er dort einen Fries mit
Darstellungen von fliegenden Vigeln verschiede-
ner Art anbringen: Schwalben, Spatzen, Zeisige“!.
Die Integration von floralen Motiven entsprach
tibrigens auch der mittelalterlichen Tradition. Im
Jahre 1880 brachte der Kunsthistorische Ausschuss
der Krakauer Akademie der Wissenschaften und
Kiinste die Sammlung Schedula diversarum artium
von Theophilus Presbyter in der Ubersetzung von
Teofil Zebrawski heraus, ein mittelalterliches Trak-
tat iiber Techniken und Verfahrensweisen auf ver-
schiedenen Gebieten der Malkunst, Glasmalerei
und des Kunsthandwerks". In der Einleitung zum
dritten Buch schrieb der mittelalterliche Verfasser
iiber Tugenden, die den Kiinstler zieren sollten.
Am Ende seiner moralisierenden Ausfithrungen

fiigte er hinzu:

Ermutigt durch die Unterstiitzung dieser Tu-
genden hast du, treuerster Sohn, voller Ver-
trauen die Arbeit am Hause Gottes begonnen
und hast es mit solcher Anmut geschmiickt.
Decken und Wiénde hast du mit unterschie-
dlichen Darstellungen in den verschiedensten
Farben verziert, und du hast gewissermafien
den Betrachtern das Bild des Paradieses ge-
zeigt, wie es voll unterschiedlicher Blumen
blitht, wie es in Grasern und Bléttern griint
und wie die Seelen der Heiligen fiir ihre vers-
chiedenen Verdienste mit den Heiligenschei-
nen belohnt werden, und so hast du bewirkt,
dass sie (die Betrachter) Gott, den Schopfer,
in Seinen Geschopfen loben und den Wun-

derbaren in Seinen Werken preisen14.

Zum Konflikt mit der neuen Kunst kam es jedoch,
als der Konvent gegen die Darstellung der drei seli-
gen Klarissinnen im Fenster des Presbyteriums pro-
testierte (Abb. 8), ,,behauptend, dass sie zu hisslich
seien und dass die Kanons es nicht erlaubten, in der
Kirche irgendetwas Abscheuliches unterzubringen; so

verlangte man auch eine neue Komposition, in der
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Abb. 10. Bernard Rice, Wiadystaw Rossowski. Selige
Salomea, Entwurf fiir das Glasfenster im Chorabschlufs
der Franziskanerkirche in Krakau (Foto: Tiroler
Glassmalerei- und Mosaik-Anstalt, Innsbruck)

die Gesichter ,schoner; auch wenn ohne Spuren der
Askese abgebildet wiren“'. Der Guardian Rajss war
der Meinung, dass die von Wyspianski entworfenen
Gestalten ,,wie Leichen wirkten™®. Dem Konflikt
lagen, wie es scheint, unterschiedliche Auffassungen
von Sakralkunst zu Grunde, die der Kiinstler und
die Franziskaner vertraten. Die Auferungen iiber
die Hisslichkeit der Gestalten und deren leichen-
artiges Aussehen verweisen uns an die dsthetische
Doktrin der kirchlichen Kunst des 19. Jahrhunderts.
TIhre theoretischen Grundsitze wurden in Anleh-
nung an die idealistische Asthetik formuliert, wobei
man die Malerei der italienischen Primitiven sowie
der Nazarener, die wiederum an jene ankniipften,
als bestes kiinstlerisches Vorbild ansah!’. Es war
Wriadystaw Luszczkiewicz, der solche Meinungen
noch in den achtziger Jahren des 19. Jahrhunderts
auf Krakauer Boden verbreitete. Im Artikel Wie
sind die Grundsdtze der religiosen Malerei? schrieb
er, dass die Sakralkunst keinen realistischen Cha-
rakter haben diirfe, da sie kein Handwerk sei, das
»die Natur mit einem Pinsel oder einem MeifSel
fotografiere, sondern ,.eine erhabene Sache®. Religi-
ose Kinstler ,,reiffen die Frommen mit der Gefiihls-
kraft ihrer Werke hin und fiihren sie vor die Majestdit
Gottes und in die Gesellschaft der Heiligen“'8. Diese
Gefiihlskraft diirfe sich aber nicht in einer gewal-
tigen, iibertriebenen und veristischen Expression
von Werken der Malerei und Plastik offenbaren.
Das Sakrale 16st sich namlich von der Realitét der
Tatsachen und Gefithle und strebt in Richtung
eines Ideals, das durch eine verfeinerte und ruhige
Kunstform auszudriicken ist. ,,Die wahrsten Gefiihle
des Menschen®, betonte Luszczkieiwcz, ,,dufSern sich
nicht in heftigen Bewegungen und Gesten. Der religi-
ose Kiinstler sieht das ein und vermeidet tibertriebene
und wilde Gesichtsausdriicke, da sie weniger wahr
sind und nicht unbedingt wirkliche Gefiihle offen-
baren. Er bevorzugt jene feinen Zeichen am Gesicht,
jene Kopfneigungen und Blicke, die zwar nicht so auf-
fallig sind, und doch umso aussagekriftiger ihre Her-
kunft aus der Tiefe der Seele bezeugen. Mehr noch:
heftige Bewegungen und Gesichtsausdriicke sind,
als momentan und fliichtig, dem Kunstwerk kaum
gemdf, denn dieses soll ja ewig bewegungslos sein -

so bliebe eine heftige Gebdrde gleichsam in der Luft



héingen“?. Den Sakralcharakter der Kunst erziele
man dadurch, dass man das Irdische und Zeitli-
che (Gefiihle, Ereignisse, menschliche Schonheit)
einem tberzeitlichen Ideal unterordnet®. Und es
sei eben das Ideal, das — als Wiedergabe einer voll-
kommenen Idee in einer sichtbaren Gestalt — der
Kunst erlaube, tiber das Diesseitige hinauszugehen,
und ihr damit die Moglichkeit schafft, die gottliche
Majestit mit ,,sinnlichen® Mitteln sehen zu lassen.
»Die hichste Reinheit des Ideales, so Hegel, ,,wird
[...] darin bestehen, dass die Gotter, dass Christus,
Apostel, Heilige, BiifSer und Fromme in ihrer seligen
Ruhe und Befriedigung vor uns hingestellt werden, in
welcher sie das Irdische mit der Noth und dem Drang
seiner mannichfachen Verflechtungen, Kimpfe und

Gegensitze nicht beriihrt*!.

Eine so idealisierte Gestalt der seligen Salomea ent-
warfen Rossowski und Rice (Abb. 10). Der jungen,
schonen und gleichzeitig keuschen und frommen
Nonne waren Strapazen des diesseitigen weltlichen
Alltagslebens, heftige Gefithls- und Gedanken-
stiirme genauso fremd wie korperliche Symptome
des Alterns. Dabei erhielt sie doch Merkmale des
Realismus so in der Gestaltung der Gewénder wie
in den Gesichtsziigen. Der Idealismus bestand in
der ,Verschonerung® der gesamten an sich realen
Abbildung. Wyspianski brachte dagegen seine Non-
nen um ihre Schonheit. Lineare, flache, rhythmisch
tber die Bildfliche verteilte Gestalten der drei alten
Frauen mit blassen Gesichtern wiesen keine Spur
der Idealisierung im oben beschriebenen Sinne auf.
Thre Stilisierung naherte sich vielmehr dem Symbol,
einem eigenartigen Zeichen, das in die formell-
dekorative Komposition der Glasmalerei eingefiigt
war. Der Kunst des ausgehenden 19. Jahrhunderts
war in demselben Mafle eine Abwendung von dem
postnazarenischen Idealismus wie von der Buch-
stablichkeit des Naturalismus eigen. Im Roman
La cathédrale von Joris-Karl Huysmans beschreibt
der Protagonist Durtal ein Bild Fra Angelicos mit
den folgenden Worten: Der Maler ,.erhebt die Engel
und Heiligen zu einem mit Gott vereinten Leben,
zum allerhéchsten Gipfelpunkt der Mystik. Angelico
ist ein Maler der in Gott versunkenen Seele‘®?. Eine
solche Haltung erweckte in Durtal keine Begeiste-

rung. ,Nur ein Ménch, heifdt es weiter im Roman,

»mochte solche Bilder schaffen“*. Die ,,zeichenartige"
Stromung in den figuralen Darstellungen machte es
moglich, iber den bisherigen Modus der Kirchen-
kunst hinauszugehen. Sie erlaubte es auch, religiose
Inhalte in einer symbolischen Form auszudriicken,
die allerdings gleich fern von einer siifilichen Emp-
findsamkeit wie von einem rein irdischen Realismus
war. Die Distanz zur realen Welt verlieh den nach
solchen Regeln geschaffenen Werken einen sakralen
Charakter*.

Zwischen Wyspianski und den Krakauer Franziska-
nern bestand also ein wesenhafter Unterschied in
der Auffassung der Sakralkunst. Die Ordensbriider
akzeptierten vollig die Neugotik, die traditionelle
Geschichtsmalerei und eine idealistische Gestal-
tung von Heiligenbildern, wihrend Wyspianski die
Grundsitze der Art nouveau verwirklichen wollte.
Zu einem Konflikt ist es freilich nach dem Abschluss
der Malarbeiten nicht gekommen, denn iiber die
Meinungsunterschiede hat ihnen doch der ,Geist®
hinweggeholfen - die Ubereinstimmung beider
Seiten tiber den Grundgedanken der Dekoration,
und dieser war das von dem hl. Franziskus herriih-
rende Lob der Natur. Auch das Glasfenster mit dem
hl. Franziskus l6ste keine kritischen Bemerkungen
aus, denn die asketische Gestalt des Ordensstifters
entsprach der hagiographischen und ikonographi-
schen Tradition. Erst die Darstellung der drei seli-
gen Klarissinnen war Anlafi eines leidenschaftlichen
Widerspruchs, indem sie die tiefe Kluft zwischen
der ,Form® und dem ,Geist“ der neuen Kunst auf
der einen Seite und dem postnazarenischen Idealis-
mus auf der anderen erkennen lief. Dieser Konflikt
war so tief, dass weder Pater Rajss noch sein Nach-
folger die Innsbrucker Firma mit der Ausfithrung
des westlichen Glasfensters mit dem Gott-Schopfer
beauftragen wollten. Getan hat dies erst 1904 - und
das auch praktisch auf eigene Verantwortung - der

nédchste Guardian, Pater Peregryn Haczela.

Notes
! Vgl. Doboszewska, Alina (Hg.). Kalendarz zycia i twérczosci
Stanistawa Wyspiariskiego. 26 marca 1898 - grudzien 1907. In:
Wyspianski, Stanistaw, Dzieta zebrane 16/111, Krakéw, 1995, S. 8.
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,JIE NESUPRANTA MENO, BET SUVOKIA JO DVASIA“
APIE KROKUVOS PRANCISKONU POZIUR] ] MENA APIE 1900 M.

Reiksminiai ZodZiai: vitrazai, art nouveau, sakralinis menas, Stanistaw Wyspianski, tapyba

Santrauka

1850 m. per didjjj Krokuvos gaisra sudegé viduramziais statyta PranciSkony bazny¢ia. Jos atstatymas uztruko ilgai.

1894 m. paskelbtas presbiterinés dalies dekoro konkursas. Konkurso rezultatai netenkino, todél darbai pavesti jau-

nam, tik kg grjzusiam i$ studijy Paryziuje, menininkui Stanistawui Wyspianskiui. 1895 m. jo atliktus piesinius suda-

ré langus apréminantys géliy motyvai, geometriniai ornamentai, frizas su lelijomis ant sieny, figarinés tarpulangiy

kompozicijos prie Didziojo altoriaus: $iaurinéje puséje — Mykolas Arkangelas ir puole angelai, o pietinéje — Dievo

Motina su Kidikiu. Augaliniy motyvy parinkimg galima jzvelgti dél pranciS$kony zavéjimosi pasauliu, kaip Dievo

tvariniu, idéjos. Tikriausiai dél to pranciskonai pritaré Wyspianskio dekorui, nors jo forma buvo novatoriska: tapyba

buvo pirmasis tokio lygio art nouveau pavyzdys Krokuvoje. 1897 m. Wyspianskis gavo uzsakyma sukurti presbite-

rijos vitraza. Suprojektavo langus su vaizdais: Sv. Prancis$kaus AsyZiecio, trijy lenkiy klarisiy (Saloméjos, Kingos ir

Jolantos), vandens ir ugnies stichijy ir Dievo, kuriancio pasaulj. Dalis vitrazy sukélé pranciskony pasipriesinima.



Nepatiko trys klarisés, pavaizduotos kaip senos moterys. Gvardijonas Samuelis Rajssas pareiské, kad tie atvaizdai
»daré numiréliy jspadj”. Vitrazai (i$skyrus Dievg, kuriantj pasaulj, kuris jgyvendintas tik 1904 m.) 1899 m. atlikti
Tirolio vitrazo ir mozaikos dirbtuvéje Insbruke, ta¢iau be klarisiy. Jy vietoje Wladystawas Rossowskis ir Bernardas
Riceas suprojektavo idealizuotg palaimintosios Saloméjos figiira. Wyspianskis pareiské apie pranciskonus, kad jie
es3 nesupranta meno, bet suvokia jo dvasia. Sieninés tapybos atveju jie pritaré augaliniy ornamenty idéjinei israis-
kai, nepaisydami naujoviskos stilistikos. Tuo tarpu vitrazo su klarisémis atveju susidaré modernus menininko po-
zitris su vienuoliy sakralinio meno tradicija. I§ pritarimo Rossowskio i Riceo vitrazui matyti, kad pranciskonai, kaip
ir anksciau, garbino sakralinio meno vizija, paremtg nazarieti$kais pavyzdziais. Wyspianskis sieké sukurti tipiskus
simbolizmo darbus be saldaus idealizavimo. Konfliktas kilo véliau, ne tuo metu, kai pasirodé naujas stilius, bet kai j

vitrazus jsiverzé nauja ,dvasia“

Gauta 2013-01-24
Parengta spaudai 2013-08-25
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GLASS IMAGES, SPIRITUAL EXPERIENCES AND
BELIEF DISCLOSURES IN EIMUTIS MARKUNAS’

STAINED GLASS WINDOWS

Key words: Eimutis Markanas, colour palette,
ornament, sacral art, glass plastic, stained glass,

painting, technique

Those, who think right, will always understand,
that divinity is established in human conscious-

ness and it cannot be destroyed.

John Calvin

Stained glass windows are undoubtedly one of
the most evocative branches of art, which has
been developed in sacral spaces for centuries.
Stained glass windows have a rich history, abun-
dant in various discoveries and experiments, but
the most impressive achievements in this field are
those in the ecclesiastical context as they reflect
the traditions which already arose in the Middle
Ages (and later vividly changed) and manifested
themselves through the iconography and a special
expression of glass material, contour, light, space
and colour. The above mentioned features can be
observed when looking at stained glass works of
different countries and different historical peri-
ods. In Lithuania these traditions have been also
developed but with significant interruptions.
Nevertheless, in the medium of stained glass, dif-
ferent artists used to find more and more unique
possibilities of expression and create more and
more original examples of art. Even the stained
glass history of the 20th century Lithuania marks
a number of stained glass creators’ names, such as
Stasys Usinskas, Kazimieras Morkiinas, Algiman-
tas Stoskus, Algirdas Dovydénas, Konstantinas

Satanas ... This article aims to introduce artworks

of a well-known Lithuanian artist of the middle-
generation Eimutis Markanas and to distinguish
his works in the field of sacral stained glass win-

dows.

Eimutis Markiinas - a well-known artist, who works
in various fields of visual art and focuses on contem-
porary painting, conceptual forms of art. Neverthe-
less, a large part of his creative practice was dedi-
cated to glass plastic, stained glass art, which the
artist studied at Stepas Zukas College of Arts and
Crafts, and later - at Vilnius Academy of Arts'. Over
twenty years, the painter very intensively designed
stained glass windows and each year implemented
several monumental ensembles. They usually con-
veyed innovative ambitions, the desire to express
a distinctive worldview, to mature an exceptional
stylistic position. E. Markanas™ stained glass win-
dows were distinguished by its modern form, com-
position diversity in space, a harmonious interface
with architecture?. Successfully interacting with the
interior, they used to become active visual accents in
the spaces of the building. The thematic and plastic
solution of stained glass windows were dictated by
both subject’s particularity and intriguing artistic

expression’s desire.

During the years of independence, the artist had
more opportunities to create in the ecclesiastical
space, in which five large stained-glass objects were
implemented. Therefore, amongst the panorama of

Markianas’ works, the sacral objects are reviewed



coherently in this article, by highlighting the monu-
mental stained glass complexes of Christ Evangeli-
cal Church in Germany, New Apostolic Churches in
Siluté and Klaipéda, St. Anthony of Padua Church in
Ezerélis and St. Virgin Mary’s Assumption Church
in Zarasai. This category also partly includes and
examines works, which were accomplished in both
several public objects and private facilities. Among
the most notable of these were created in Kaunas
Funeral supplies’ store, Hydroproject building, T.
Ivanauskas’ Zoological Museum, Jesuit Gymna-
sium, Marjampolé Bank. The aspect of sacredness
in the latter objects can be seen through the bibli-
cal topics, scenes, associated with Christianity and
religious Baltic tradition, which are developed and
approved by the author even in secular stained glass
works. The above-mentioned works successfully
reflect the alternation of painters’ artistic touch as
well as his spiritual experiences, and the approach

to questions of faith.

Although the artist’s creative research in the sacral
field was constant and active, his works were not
significantly analysed on this aspect. The diverse E.
Markinas’ creation was assessed by art critics (Vio-
leta Jasevi¢iaté, Dalia Navikaité, Erika Drungyté
etc.) who explored different fields of expression® and
theoretics (Algimantas Maciulis, Rasa Andriusyteé-
Zukiené) who, having analysed the stained glass
windows more thoroughly, revealed artistic posi-
tions of the artist in a more generalized, contextual

rather than sacral trend of creation justifying sense.

However, the author’s path towards original sacred
stained glass windows was rather complicated as it
required not only knowledge, taking into consid-
eration the expectations of customers and believ-
ers but also personal artistic maturity, a number of
creative experiments in the fields of stained glass,
painting as well as in art of object. Partially, artist’s
works can be compared with the Western European
modernists’ experience?, when having a diverse
artistic educational background and expressing in
different branches of art, including stained glass
windows, famous artists enriched art of glass with
a style of modern art trends, diverse plastic, were
characterized by vivid, nonstandard comprehension

of stained glass windows, especially that of religious

theme. It is interesting to mention that before enter-
ing the spaces of churches, E. Markanas had created
a number of secular works, reflecting sacral atti-

tudes.

One of the earliest artist’s stained glass windows in
this trend (Kompozicija bibline tema. Mirtis (Com-
position on the Biblical theme. Death)) was imple-
mented in 1988, in the Soviet period, in Funeral sup-
plies’ store in Kaunas Old Town®. This monumental
work consisted of four windows vertically arranged
over the entire surface of a wall. When looking at the
whole, some important aspects, having determined
the uniqueness of this artwork, appeared. Firstly, it
was an extremely suggestive colour palette based on
the harmonious shades of purple, blue and gold col-
ours, which undoubtedly give rise to an impression
of spirituality for a viewer: the dominance of deep,
noble tones here presupposed calmness and over-
all activity of colouring — energy. This determined
the interaction of sensuous opposites (expressive
emotionality and spiritual peacefulness). Secondly,
the stained glass windows contained a successful
composition of the motifs, characterized by a par-
ticular harmony between abstract and figurative
elements. The base of stained glass window con-
sisted of lively, vital, changing like a vortex shape,
resembling a modern abstract structure®. Among
these colourful abstract forms of stained glass win-
dows there were plaited with laid, refined, elongated
human figures, carefully painted with metal oxides’
by the author. A group of figures, pictured in each
window, had their own meaning: we have seen the
betrayal (Cain murdered his brother Abel)?, a figure
of a bounded man, with which the artist embodied
the forced death. In the next scene we have seen a
mother, who was becoming limp, dying and a small
baby stunned by fear. Figures, conveyed in the back-
ground of abstract, cosmic blue and violet colours,
seemed falling into the infinite space, disappearing
in uncertainty. When looking at the author’s inter-
pretations we could experience a variety of associa-
tions: not only the sky image, significant in Christi-
anity but also with water depths of ancient Sistine
and the after world Kingdom, waiting for the souls.
Naturally, such allusions encouraged the observer to
think about the human fate after death.
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Fig. 1. Composition on the Biblical theme, 1988. Thin coloured glass, lead. (4 pcs. by 220 x 400 cm). Funeral supplies’ shop
in Kaunas (work has not survived).

Another E. Markinas’ stained glass window Runos
(Runes) (1991), which for a long time decorated the
lobby® of Hydroproject building, was also char-
acterized by sacral provisions. In this monumen-
tal work the author inventively unified static and
dynamic rudiments. In the horizontal composi-
tion statics was supported by vertical, rhythmically
arranged figures of the living people and the souls.

They seemed scarily severe for their elongated,

stylized, noble faces. Quite dark colouring of purple,
green, yellow tones also repeated the mood of art-
work’s tragedy and spirituality. Dynamics was given
to the work by the geometric patterns, the abun-
dance of runic imagery scattered in the background,
as well as by the decorative, diversity of colours as
if having “balanced” the mysticism and drama of
shadow-figures. This artwork was born after Lithua-

nia had recently regained its Independence, thus, it



I.

SACRUM DIMENSION:

THEORIES OF ART AND ARTIFACTS

Tl

Fig. 2. Biblical Motif, 1993. Thin coloured glass, lead, metal construction. 15m>. An architect D. Cijanélis. Former

Commercial Bank in Marijampolé. b) detail.
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was very important to the artist to come back to the
Lithuanian and Baltic roots by the help of images.
The author claims that when creating this stained
glass window he was reading the texts of Marija
Gimbutiené and other treatises'® of Adepts of Lithua-
nian mythology. In fact, this artwork reminded the
observer the language of earth signs, Pagan world"!

full of mysteries and rituals.

In 1991 the artist decorated the lobby of Kaunas
T. Ivanauskas Zoological Museum with his stained
glass windows Jungtys (Connections). This artwork
included eight large windows with active, dynamic
stained glass compositions, the expressive style of
which was similar to the monumental painting'?
of the 20th century in Latin America. It is interest-
ing to notice that here, as if in kaleidoscope of life,
the most diverse motifs were intertwined: strange
equipment, human and animal bodies, various
natural objects (stalactites, embryos, fossils, etc.).
In these stained glass windows we could see one of
the mankind’s symbols of redemption - the figure
of Cross Crucifix. However, it was not emphasized
but flown into the overall visual structure of a win-
dow. It should be noted that in the future, even in
the public buildings E. Markinas did not avoid St.
Bible heroes through which he attempted to reveal
the range of human feelings, hopes and beliefs as
well as the strength of relationship between sacred

and secular, more suggestively'?.

Stained glass windows Sesios kompozicijos pagal $v.
Jono evangelijg (Six Compositions According to St.
Johns Gospel) (1993-1994)" of Emmerich Christ
Church in German city became a weighty, extremely
massive work of sacral purpose, which was devel-
oped for two years. This artwork was commissioned
by German pastor Martin Bauer. He had seen the
artist’s stained glass windows in ilute'’, during his
visit to Lithuania. The artists was offered six gospel
statements — I am the light of the world, I am vitis,
I am the good shepherd and others responding to
the main thesis I am'®. Thus, it was only left to find
a plastic solution for a thematic framework of the

church’s stained glass windows.

However, experimentation during the search for an

artistic view solution of Emmerich Church and the

birth of heritage building’s windows design projects
became a long and complicated process. Firstly, it
was due to the fact that many creative steps had to
be agreed with German institutions, regulating the
introduction of new artworks into the historical
architecture. Besides, it was also necessary to take
into account wishes of Emmerich religious commu-

nity and protestant understanding of Christianity.

When depicting the tree of life — the cross in the
centre of every window of a church, the author
expressed the essential idea of forever continuing
faith and life'”. In order to provide Scripture truths'®
in a more modern way, the author placed the images
of ordinary people and the saints in the figurative
groups conveyed on the both sides of the cross.
According to an art critic Rasa Andriusyté-Zukiene,
who had analysed the artwork, “a very important
meaningful line of this work is that the author did
not trace a sharp distinction between Christ and
the history of people. At first it is rather surpris-
ing that next to all six crosses the author decided
to fragmentally depict not only the saints but also
the secular (in a yellowishly brown background)
and the dead (in a blue background). Nevertheless
it is a modern solution in which a simple and eas-
ily understandable parallel indicates that the Christ
and people are one family, a united community. The
artist satisfies the spiritual desire of a modern man
to understand the Almighty not as the power and

strength but more like a fellowship” !’

Plastic solution of stained glass windows was cha-
racterized by moderation, even a kind of rationality.
Next to the central motif — the evergreen tree of life
(the cross), rather expressively painted “small isles”
of figures, pictured in the background of neutral
blue waving waters, gave a certain embellishment
and ornamentation to the stained glass windows.
When looking at them, although apparently distant
from the experience of the old masters, we could
still associatively recall a historic Gothic stained
glass window and abbot Sugerius’ favourite medal-
lion compositional principle, which was also used in

Medieval Church windows.

The colouring of Emmerich Church windows and

the level of visual expressivity were not born at once



either. The author used several options of colour-
ing, in which he tested highly active (red tones) as
well as more dull or dark combinations of stained
glass. However, it was decided to choose the plastic
solution and colouring which best matched in the
interior of a strict, moderate and modernized clas-
sicist style. When discussing the range of colours in
Emmerich Church windows, its distinctive sound
should be taken into consideration as it was obtained
due to refined, delicately nuanced colour relations
and also due to the used glass, which was affected
by the amount of light in the manner of transparent
glowing. Church authorities and the community of
Emmerich believers agreed and were satisfied with
the accomplished project®. It was also confirmed
by Emmerich Christ Church Pastor M. Bauer’s who
said “when looking after the stained glass windows
of a church for two years, we have newly discov-
ered the existential role of religious art”. In recent
weeks, when observing the stained glass windows,
I understood even more clearly, that next to the
word and church music, the images of stained glass
is the third form of announcing the Lord. The Gos-
pel must arise in front of our eyes! ?'” This idea can
be supported by the claim that “spiritual experience
overtakes us in different ways: one - through music,
others — through architecture, still others - through
relationship with nature or other people or through

prayers and a holy word. Visual awareness can be
also encouraged by the effect of colourful glass®*”. In
any case, the above lines reveal that visual art is not
only a decoration, in the church it is an integral part

of the liturgical experience.

Unlike famous Lithuanian stained glass artists of the
older generation (Bronius Bruzas, Gintauté Laimuté
Baginskiené, Liudvikas Pocius, Vytautas Svarlys and
others) who in recent decades created a lot in the
sacral purpose architecture but during the Soviet
time paid tribute to heroic, ideological themes, E.
Markanas linked his early 1985-1991 works with
the archaic mythology, land culture, pagan sym-
bols or ethnic ornaments, which were reflected in
the already mentioned Runes, the stained glass win-
dows Tautinis motyvas (“National Motive”), Archai-
nis peizazas (“Archaic Landscape”), Daigai (“Seed-
lings”), Séja (“Sowing”), AmZina kaita (“Everlasting
Change”). These artworks contained a number of
symbols and images as if mentally coming from the
Lithuanian archetypical worldview. (It is therefore
not surprising that a cross in windows of Emmerich
church resembles the motif of the tree of life). A
similar animist interpretation is seen in another
small stained-glass — Angelas-Medis (“Angel-Tree”),
implemented in 1994, in the private premises in

Kaunas. In this work we can see a green image, as

Fig. 3. Angel - Tree, 1994. Thin coloured glass, lead. 90 x 180cm. Private premises.
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if covered with fir brunches - wings of angels. The
stained glass, placed in the half round ark is char-
acterized by a nearly symmetric (extremely popular
in folk decor) composition, lively, greenish-yellow
range of colours. When looking at this work we can
also remember folk ornament patterns and a story
about Eglé the Queen of Serpents, which became a
kind of a legend in the Lithuanian mythology. Such
syncretism of the Christian and national view will

be also relevant to a number of artist’s works.

In 1996 E. Markanas’ stained glass windows, reflect-
ing a similar worldview, were implemented in New
Apostolic Church in Siluté and after a few years, in
the analogous building in Klaipéda. Here, in the
churches of the modernist architecture, ensembles
of stained glass windows of almost the largest vol-
umes were made. Artist claimed that the creation
for people of different religious orientations is a
challenge but respecting every individual choice,
the desires of inner spiritual and practical experi-

ences, it is definitely possible?.

In the architecture and interiors of New Apostolic
confession denominations modesty dominates.
According to rules of this German Christian faith,
all the crosses in temples are only symbolic, without
the image of the Crucifix. The inside of the church
is not gorgeous; it does not contain religious acces-
sories but windows are usually made of coloured
stained glass. Altars at the end of the church are

without platforms and religious symbolism.

In Siluté, E. Markiinas’s stained glass decorated
the altar part of the church, windows of the prayer
hall and choir premises, located on the first floor*.
The motifs of stained glass named Gyvenimo tékmé
(“Life Flow”) as if continued the topic of nature,
its contact with human faith and existence, which
is very important to the artist. In the compositions
of Prayer hall's windows the author emphasized the
“oases” of clouds and green foliage, which embraced
all the works of stained glass as refreshing splatter.
Besides, their stylization could have been associ-
ated with a drawing of cubist Fernand Léger and
the method of realization — with painting on glass
by Albinas Elskus, a famous glass artist of Lithua-

nian emigration. Another common link in the

stained glass — painted framed window background,
which was blackish, painted with metal oxides and
resembling a notebook sheet. There we see the algo-
rithms of different patterns: when looking from
the distance, these motifs seem as if a junction of
calligraphic ornaments but when observing them
more closely we notice the harmony of fragments
of human body (arms, legs, torso, eyes), the specific
objects of coastal scenery (half-timbered houses,
birds, sea, ships). In accordance with the New Apos-
tolic Church liturgy, we do not notice precisely and
clearly expressed symbols of faith in the combina-
tions of flora, objects and shapes, imaged in the
stained glass, but we feel the author’s conveyed local
poetics of littoral region and a cheerful and clear

image of creation of the world.

One of the most important windows in Siluté Church
is a vertical spiky arch in the altar part. Although it
is small and narrow in architectural sense, this arch
still occupies the main position in the liturgy and
must become the conceptual and visual accent. The
author, being aware of this idea, chose a brighter
colouring for the stained glass, highlighted its cen-
tral axis (imaginary tree of life) by the red colour,
composed bright green yellowish and blue elements
around the axis, leaving some transparent, translu-
cent, sun’s rays catching glass®. A similar solution,
extremely lively and full of optimistic note was also
used in the choir stained glass of the first floor,
which was inserted into the sail-shaped window.
What is more, there it was also seen the world of
organic shapes full of a natural element, repeating
the motifs and plastic of the stained glass on the
ground floor. They provided a special optimism and
warmth for the church atmosphere. Due to irration-
ality, the naturalness, the organic, free amorphous
forms of the stained glass became particularly close

and acceptable for people.

Another E. Markanas’™ artwork in the sacral place
was the ensemble of the stained glass in the New
Apostolic Church in Klaipéda, which was imple-
mented in the same 1996%. Windows of the sea-
port town church are elongated, narrow, placed into
walls of the prayer hall by the descending principle
of the stairs. Due to its vertical format, as well as due

to the artistic solution, these stained glass windows



Fig. 4. ,Life Flow; 1996, Thin stained glass, lead, fragment, Arch. A. Petravicius, New Apostles Church, Silute

partially reminded artist’s exhibition works in 1993,
titled Langy istorijos (“History of Windows”) and
presented in the exhibition of Lithuanian stained
glass, in the Glass museum of Finland®. Here in one
glass plate the author used an interesting combina-
tion of a larger drawing and a small one, intended
for a “closer” reading. Later this principle of com-
bination was developed in 1996 in Kaunas, in the
private premises. There he created the stained glass
windows Istorijos (“Histories”) which later served in
Klaipéda Church where elongated formats of win-
dows were especially suitable to extend the author’s
verified artistic ideas®. E. Markinas claimed that he
created stained glass windows for Klaipéda without
any preparations or a sketch for several months,
day after day, from morning till evening. Every-
thing what he felt and thought was painted directly
on the glass. The artist revealed that in such a way
he put his life of that time, every day and hour of
creation in the stained glass windows of this church.
Then looking at the distance, these paintings seem
like winding ornaments but glancing at them more
carefully, we can see very different motifs enriching
the sacral space? with a diversity of human stories.
According to the artist, it is good to analyse these
small paintings in close when a sitting visitor of
the church looks into the windows of the building.
Then, expanding his prayers with images, he can
more carefully “read” the artist’s thoughts painted

in windows.

According to stained glass theorist Zydriinas
Mirinavi¢ius, in latter decades stained glass has
gradually returned to the church spaces, various
sacral environments. There was a lack of experi-
ence® in creating this type of artwork as during the
Soviet period, this tradition in Lithuania was flag-
ging. Therefore, Marktnas’ ability in ichnographi-
cally reasonable, interesting and spiritual treat of
every stained glass in sacral space, in maintaining
and expressing the interests of different confessions’

believers is surprising.

In 1998, the stained glass windows of the artist
decorated the Church of St. Anthony of Padua in
Kaunas district, EZerélis*’. Here we can see a nota-
ble turning point occurring in the stylistic deve-
lopment of author’s works. Church’s stained glass is
placed into the altar part and associated with three
plots of Scripture: the image of the Holy Spirit, “the
Birth of Christ” and “the Lord’s resurrection from
the dead” A common name for stained glass Pagal
Biblijg (“According to the Bible”) reflects the artist’s
personal and stable relationship with this funda-

mental work®.

Three arched windows are located in the altar part
of the church. The connecting axis of all the three
windows is a revealing painfully red shape of the
cross in the centre and the repetitive motif of God
the Father and God the Son’s faces above, in the

bend of half rounded arch. In the central stained
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glass this group is supplemented by the image of
the dove, embodying the Holy Spirit and decorated
by golden ochres. In the upper part of the arch, the
head of God the Father and God the Son are com-
bined by the symbol of divine suffering — a crown of

thorns and Christ’s robe - tunic, marked by whitish

tracery. In the centre, left and right windows of the
altar contain developed pictorial scenes. In the mid-
dle of left window the artist painted three kings who
came to welcome new-born Christ and Mother of
Jesus with a child in her arms, standing in front of

the kings. In the centre of right window there is the

Fig. 5. According to the Bible II, 1998. Thin coloured glass, lead. 5.2 m?. St.Anthony Church in EZerélis, Kaunas district.



Fig. 6. St. Ignatius of Loyola II, 1999. Thin coloured glass, lead. 180 x 180cm. Kaunas Jesuit Gymnasium.

image of risen Christ, ascending into Heaven. Away
from him we see two soldiers guarding the tomb
of God. In the stained glass they are pictured as
thrown away, shielded with their weapons and fear-

tully waiting for the Lord’s punishment.

All three stained glass windows are distinguished for
a plenty of pulsating, undefined space in the trans-
parent glass. Therefore, stained glass windows in
Ezerélis Church seem like flooded with light, which
is particularly important there. In the tradition
of fine art, it was always associated with God, the
divine perspective and the Holy Spirit: they usually

appeared in the form of light or were accompanied

by light**. Only few elements in the atmosphere of
this light-space express conditional allusions of the
scenery or an object. Windows are no longer over-
loaded with images, they breathe easily, ephemer-
ally. In such a way they as if reflect a shift in the art-
ist’s style: refusal of the abundance of imagery and
ornamental motifs, a desire to speak more laconi-
cally, conveying only the essential characters and
images of the plot. Figurative drawings in this work
are much more noticeable, they become the mean-
ingful accents of church windows, manifest them-
selves in the centre of the paintings. Besides, in the
abstract space they are distinguished by a realistic

carefulness (the author here demonstrates perfect
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Fig. 7. St. Virgin Mary, 2009. Thin coloured glass, lead, incrustation. 150 x 310 cm. St. Virgin Mary’s Assumption Church
in Zarasai

skills in drawing) and dark, blackishly blue range of
colours, which provides stained glass windows with

a special feeling of spirituality.

In 1999, E. Markiinas was entrusted to decorate the
learning space in Kaunas Jesuit Gymnasium. The
latter object must have been undoubtedly associ-
ated with a storyline of Jesuit history and edu-
cational activity. When presenting this work, R.
Andriusyté-Zukiené wrote: “Every day the com-
munity of Kaunas Jesuit Gymnasium see Eimutis
Markanas’ stained glass window with the portrait of
St. Ignatius of Loyola*. Its visual expression is post-
modern, based on abstractness, fragmentation and
concreteness. The centre of a large vertical composi-
tion is the portrait of theologian, philosopher Igna-
tius of Loyola, painted by grisaille and recognizable
from the ancient engravings of the seventeenth
century. (...) Fragments of antiquary font painted
on the glass are the allusion to the Latin Christian
texts. They are creatively combined with playfulness
of decorative lines, dots and squares, which are well
known for people of computer era. What is more,
geometric abstractions are not merely decorative
elements — yellow, parallelly arranged squares in
blue background imply the days of Spiritual Exer-
cises of Ignatius of Loyola®” An open book with

notes in the hands of the saint also tells about the

Regula announced by the Jesuit order.

This stained glass window is also interesting due
to a certain contrast arising between fonts, colour
diversity of ornaments and a dark, blackishly white
rectangular insertion, which, according to a cla-
ssical realistic painting, depicts the portrait of the
saint, “imprinted” into a colourful tissue as a sym-
bolic collage. In this way, the portrait is in the cen-
tre of attention and a visual whole of stained glass
window acquires some additional intrigue. On the
other hand, the work reveals how extending plas-
tic amplitude of glass expression can be helpful in
using the properties of other branches of art (pain-

ting, graphics).

In another E. Markanas’ stained glass window, loca-
ted in Jesuit Gymnasium, a textual base predomina-
tes which is distinguished by the letters JHS — Greek
abbreviation of Jesus name. In the brownish textual
background we see again a principle of “different fra-
gment”: in the centre of pictorially treated letters are
inserted ancient Jesuit monastery and school buil-

dings, carefully painted in dark range of colours.

The last E. Markanas stained glass window in the
sacral space is the Assumption of The Holy Virgin
Mary in Zarasai (2009). This church is the object



of historic architecture, built in 1878 according to
Neo-Baroque style. The stained glass window is pla-
ced above the retabula of the main altar and expres-
ses the idea of Gloria. This work has revealed even
more altered style of the artist: in this stained glass
window we do not see the ornaments, characteristic
in the previous works and glass splitting into small
leaded or painted parts®. In the centre of half roun-
ded arch we see the image of the Holy Mary. The
literary interpretation of this work is clear: Mary,
holding her hands above the globe, is ascending into
the heaven. From her hand, as in Lithuanian folk
sculptures of Gracious Mary, blessing rays stretch
upon us which are formed by encrusted golden
glass elements in the background of blue light. The
mantle of the Mother of Jesus is white, noble, sen-
sitively painted, and modelled by the help of light-
shadow. The sides of the arch are designed by two
figures of angels, holding a green bow with a stylized
lily flowers in their hands®’. According to the classic
Christian iconography, lilies express Virgin Mary’s
care, is a symbol of virginity and purity. In order to
strengthen this visual suggestion, a specific, opti-
cally effective glass is used, which provides some

extra shine and glow to the stained glass window.

The painting’s manner, facial expressions, extension
of body shapes (providing the image with nobility,
spiritual impression), deep and bright tones can
remind the observer the artworks of art nouveaux
period. Consequently, in the works of the artist we
notice paraphrases of classic stylistics (elements),
common to many Western European historical
churches, in the stained glass windows of which the

ancient and modern solutions are combined.

Plastic language has always been important in E.
Markiinas® works: design of interesting compo-
sition, the selection of reasonable symbolic col-
our palette, the artist’s experience, revealed in the
stained glass window, the usage of effects of glass
techniques (optics, transparency, texture). However,
when summarizing the plastic development of E.
Markiinas’ stained glass windows, it can be claimed
that his artistic treatment has experienced an obvi-
ous transformation. The ornamental portrayal of
different images, which predominated in the ear-

lier works, later became more and more purified,

laconic, expressing the spirituality, existential sensa-
tions by the moderate symbols in the harmony of

deliberate open space and careful drawing.

The sacredness in the artist’s stained glass win-
dows was revealed on several layers. At first, it was
revealed through the classic Christian iconographic
symbols or images. Secondly, when combining the
essence of stained glass window with nature, ani-
mistic worldview, author’s inner experiences and
rendering of life stories. Thirdly, the sacredness was
often reflected in the plastic system of the stained
glass itself, the whole of the work: the glass material,
composition, the suggestiveness of colouring, draw-

ing, and space.

Notes

! When studying E. Markanas had some great teachers.

In Stepas Zukas College of Arts and Crafts, the authori-
ties were: Filomena Usinskaité, the pioneer of glass art
in Lithuania, as well as a painter Alfonsas Vilpisauskas.
In Vilnius Institute of Art (now Vilnius Academy of Art)
he has been taught by famous artists: stained glass art-
ist Algimantas Stoskus, drawing professionals Antanas
Kmieliauskas and Kazimieras Morkunas, painter Leopol-
das Surgailis. Each of them affected the young artist in a
certain way.

2 Maciulis A. Dailé architektiiroje. [Arts in Architecture]
Vilnius: Vilnius Academy of Art Press, 2003.

*  The artist creates not only stained glass windows but
is also an active artist in the fields of painting, installation
and new media.

*  This would include the 20" century stained glass
experiments of such artists as Henri Matiss ,Fernand
Léger, Marc Chagall, Hans Arp, Josef Albers and others.
Simanaitiené Raimonda. XX a. Lietuvos stiklo plastikos
meninio vaizdo raida. [Artistic Visual Development of
Lithuanian Glass Plastic in 20" century] Ph. D disserta-
tion. Kaunas, VDU, 2003, p. 82.

> The dimensions of each stained glass window were
220x400cm. Unfortunately, in the course of time, the pur-
pose of the shop changed, stained glass windows ere not
preserved and their fate is not known.

¢ Stained glass background was associated with modern
paintings. As it is known, abstract art in Lithuanian began
to be popular only at the end of the 20" century. Before
that its rise was complicated, related to official intolerance
and issues of “silent modernism”

7 'The artist claimed that then his drawing’s stylization
was influenced by a significant Italian artist of the 20%
century Giacomo Manzu, who had created left portal’s
“Death Gates” reliefs and other sacral sculptures in St.
Peter’s Basilica in Rome.

8  Besides, as the artist himself states, an interesting
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detail was used in this plot - the red Cain's shoe, which,
due to its colour accent, was different from the overall
colouring of the stained glass window. This detail was
used to reminded about the then prevailing regime. The
author was worried whether these allusions would not
be seen by the official instances, maintaining the stained
glass window. Consequently, everything went success-
fully. An extract from the author’s interview with an artist.
19/03/2013. Kaunas

®  'The dimensions of the artwork — 2 x 10 m. This work
is not preserved in the interior either.

10 An extract from the author’s interview with an artist.
19/03/2013. Kaunas

I According to J. Jurevitiené and S. Zvaliauskaité in
the article “Value and Protection of Sacred Places in the
Southeast Lithuania’, “it can be assumed, that the pagan
(polytheistic) environment of society, both anthropogenic
and natural, has been imbued with sacred”. In: Urbanis-
tika ir architektara. [ Town Planning and Architecture] Vol-
ume XXIX. 2005, No. 3, p. 112.

12 The artist claims that it was time when he was inter-
ested in the artists monumentalists such as José Clemente
Orozco, David Siqueiros due to their energy in composi-
tions, aggressiveness, painted force. An extract from the
author’s interview with an artist. 21/03/2013.

13 For instance, in 1993, in Marijampolé bank, the artist
created his work “Biblical Motif”. The society was fasci-
nated due to its untraditional plastic form and the origi-
nality of the spatial solution. (Bank architect D. Cijanélis,
the extent of the spatial stained glass — 15m?). Originally
incorporated stained glass windows in the metal frames
depicted the scenes of Adam and Eve’s temptation, angels.
What is more, these motifs were fragmented, stylized,
conveyed with allusions.

4 Works were implemented in 1715, in Evangelical
Church of Christ, in Emmerich city, Westphalia (north-
west Germany). Six windows of the temple were decorated
with stained glass. Windows were located in two rows,
one above the other. Their area was 30m? The abundance
of stained glass windows in one wall of the church looks
especially striking.

15 The author had already done two large ornamental
compositions of stained glass in In Siluté’s sports complex
of furniture factory. Siluté collaborated with Emmerich
under the programs of urban fellowship.

16 Busch H. K. ,,Ich bin" - Fensterzyklus in Emmericher
Christuskirche. In: Rhein Reporter, 1994, August 6, 269/8.
7 In all six stained glass windows tree of life forms
“plaited” from different segments of the glass are very
impressive, original, different. Greenish glass base is
encrusted with red and yellow glass elements. It provides
some extra vitality and charm for “intricate” trunks of
trees.

18 As it is known, such position is close to the orienta-
tion of Protestant faith.

Y Eimutis Markinas. VitraZas: katalogas. [Stained Glass
Window: catalogue.] Kaunas. 2006, p. 11.

2 Positive feedback was also given by the then Rhine
County Press. New Lithuanian artist'’s work introducing
eloquent reviews were as following: “Creative Atmos-
phere is pulsing in Christ Church”, “Green Cross as the
Tree of Life”, “Deeps symbolism and artistic force in new
windows of Emmerich Church” Kohnen N. In der Chri-
stuskirche herscht jetzt Werkstatt — Atmosphére. In: NRZ,

1994, Juli 27; Busch H. K. Tiefe Symbolik und kiinstleri-
sche Stirke. Neue Kirchenfenster in Emmerich. In: Nied-
errhein, 1994, No. 32, p. 5, etc. Today this church and the
author of its stained glass windows are presented in a solid
online catalog, embracing all the temples of Germany, the
Netherlands and Luxembourg: Stiftung Forschungss-
telle Glasmalerei des 20. Jahrhunderts e. V. (http://www.
glasmalerei-ev.de). It is obvious, that the artist is the only
Lithuanian, who got into this prestigious book. The art-
ist here is next to Germand grands (Johannes Schreiter,
Ludwig Schaffrath and others.) who greatly influenced the
stained glass change of the second half of the 20th cen-
tury.

2 Eimutis Markinas. VitraZas: katalogas. [Stained Glass
Window: catalogue.] Kaunas. 2006, p. 16.

22 Rakauskaite Eglé. Vitrazo $viesa XX amzZiaus
baznytinéje architektaroje. [Stained Glass Light in Eccle-
siastical Architecture of the 20th Century] In: Naujoji
Romuva. 2005, No. 1, p. 55.

2 An extract from the author's interview with an artist.
21/03/2013. Kaunas

24 The extent of stained glass windows in the building of
modern architecture (architect A.Petravicius) is 70 m?.

% It is extremely important in the art of stained glass.
“At the time of old and new stained glass, there is only
one essential, not changing value for architecture - light,
when diffusing through the colour of glass, takes such
depth and richness of colour, that is not attainable in any
other decorative ways, it can strengthen the essential ideas
of architectural space and form” Radvilaviciaté-Utariené
E. Vitrazas ir meninis stiklas $iandiena. Aktualijos ir per-
spektyvos. [Stained Glass and Artistic Glass Today. Issues
and Perspectives.] In: Archiforma. 2006, No. 1, p. 106.

%6 The extent of stained glass windows, named “Shad-
ows” in a newly built Klaipéda’s Church (architect R. Val-
iukonis) is extremely large (78 m?). It is one of the largest
complexes of stained glass, created by the artist.

ZIn 1993, in the exhibition of Lithuanian stained glass
artists in this famous specialized glass museum, such
well-known authors as Algirdas Dovydénas, Eglé Valiute,
Bronius Bruzas ir Eimutis Markanas also exhibited
their works. Finland glass museum in Riihimaki usually
presents the exhibitions of the most famous Scandina-
vian and Baltic artists. What concerns Lithuanians, the
glass works™ exhibitions of Remigijus Kriukas and Indré
Stulgaité were also held in this museum.

28 Here some artistic principles, that were taken over in
Siluté, were also used. These are — the choice of condi-
tional cross shape for central part of the composition and
contrastive colour palette, distinguishing the construction
of imaginary cross from a darker background, painted
with metal oxides.

2 The author also states that this principle partially
reminds a pictographic imaging method, popular in
Egypt art. An extract from the author’s interview with an
artist. 19/03/2013. Kaunas

30 Mirinavi¢ius Zydriinas. Siuolaikinis lietuviy vitraZzas:
raida ir problemos. [Contemporary Lithuanian Stained
Glass: Development and Problems]. In: Dailé. 2008, No. 1,
p. 46.

31 The extent of this stained glass object is 5.2 m?.

The artist did not seek to relate his stained glass win-
dows with St. Anthony of Padua Church and a particular

32



iconography of this saint. When he was asked, why it
happened so, he claimed that different interpretation of
the Bible is crucial basis of his works. The artist to his
works in both, religious and secular spaces, often give the
generic name “According to the Bible”. It gives him more
freedom to experiment, “does not tie” him to well-estab-
lished iconography of one or another saint, but induces
him to be constantly in the field of religious truths’ con-
fessing. An extract from the author‘s interview with an
artist. 21/03/2013. Kaunas.

3 Navikaité D. Instrumentinis Zodynas Eimio Markano
darbams suvokti. [Instrumental Dictionary to Compre-
hend E. Markiinas’ Artworks] In: Angis. 1990 - 2012: the
album. Kaunas: Gallery ,Meno parkas [Park of Art],
2012, p. 172.

3 St. Ignatius Loyola — the founder of the Jesuit order of
the Roman Catholic Church, who lived at the end of the
15t century - the first half of the 16% century.

35 Eimutis Markinas. VitraZas [Stained Glass Window]:
the catalogue. Kaunas. 2006, p. 13.

% The latter composition was created after such sig-
nificant works as stained glass windows “Intervention” or
“Three Colours”, which revealed original plastic experi-
ments: expressive treatment of colouring and free, abstract
expression of painting or glass. Stained glass group “Three

Raimonda KOGELYTE-SIMANAITIENE

Vytauto DidZiojo universitetas, Kaunas

Colours” was implemented in 2005, the hotel Taikioji Neris
(now it is Kaunas hotel Park Inn by Radisson). Here the
author no longer used a popular combination glass-metal,
but he painted large glass planes by expressive abstrac-
tions. Here it can be remembered, that such solutions
were based on the stained glass development in the 20th
century. Since 1960, when buildings were becoming more
and more modern, many stained glass artists attempted
to expand the boundaries, caused by combination of
glass and metal. They started to use more techniques that
resulted in the renewal of the artistic language of stained
glass windows. Thus, it led to the birth of abstract painting
style, which was the opposition to the graphic traditions
of stained glass windows. Klotz U. M. The Transforma-
tion of Contemporary Stained Glass and Glass Painting.
In: New Glass, 2003, No. 4, p. 38. Certainly, coming back
to the stained glass windows of Zarasai Church, it should
be noticed that the style there is much more “controlled”,
classical when comparing to the previously mentioned
E. Markunas works. Nevertheless, it is also based on the
painting tradition which, in fact, rooted from the histori-
cal stained glass windows of Renaissance and Baroque
eras.

37 This motif also reminds the shining stars in the sky.

STIKLO VAIZDINIAIL DVASINES PATIRTYS IR TIKEJIMO ATSKLAIDOS

EIMUCIO MARKUNO VITRAZUOSE

Reiksminiai ZodZiai: Eimutis Markuanas, koloritas, ornamentas, sakraliné dailé, stiklo plastika, vitrazas,

tapyba, technika.

Santrauka

Eimutis Markanas - jvairiy vizualaus meno sri¢iy menininkas, nemaza démesj skiriantis $iuolaikinei tapybai,
konceptualioms formoms. Visgi gana didele jo karybinés veiklos dalj uzima stiklo plastikos, vitrazo menas, kurio
pirmiausia teko mokytis buvusiame Stepo Zuko taikomosios dailés technikume, o véliau - Vilniaus dailés aka-
demijoje.

Gerokai daugiau nei dvidesimtmetj menininkas itin intensyviai karé vitrazus, kasmet jgyvendindamas net po kelis
monumentalius ansamblius. Juose dazniausiai vyraudavo novatoriski siekiai, tro$kimas atskleisti savitg pasaulézia-
ra, subrandinti i$skirtine stilistine pozicija. E. Markano vitrazai visuomet pasizyméjo modernia forma, komponavi-
mo erdvéje jvairove, harmoninga sgsaja su architektara.

Kadangi vitrazy tematinj ir plastinj sprendima kairéjui diktavo tiek objekto specifika, tiek intriguojancios meninés
iSraiskos poreikis, pastaty erdvése jie ir Siandien yra i$raiSkingi vaizdiniai akcentai.

Nepriklausomybés metais dailininkui atsivéré galimybés kurti baznytinj meng, tad baznyc¢ioms sukurti net penki di-
deli vitraziniai objektai. Todél i$ visos E. Marktino darby panoramos straipsnyje norétysi nuosekliau apzvelgti butent
$ios — sakralinés paskirties — darbus. I jy i$siskiria monumentalas vitrazy kompleksai, sukurti Evangeliky Kristaus

bazny¢ioje Vokietijoje, Naujyjy Apastaly $ventovese Silutéje ir Klaipedoje, §v. Antano Paduviecio ir Sv¢. Mergelés
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Marijos dangun émimo baznyciose Ezerélyje ir Zarasuose. Taip pat $iai kategorijai i§ dalies priskirtini dar keliuo-
se visuomeniniuose objektuose ir privadiose patalpose atlikti darbai. Zymesni i$ jy jgyvendinti Kaune, Laidojimo
reikmeny parduotuvéje, Hidroprojekto pastate, T. Ivanausko zoologijos muziejuje, Jézuity gimnazijoje. Sakralumo
aspekta pastaruosiuose objektuose galime jzvelgti dél dailininko pamégtos ir netgi pasaulietiskuose vitrazuose ne-
retai plétojamos biblinés tematikos, siuzety, susiety tiek su kriksc¢ionybe, tiek su baltiskaja religine tradicija. Visuose
minétuose kariniuose atsispindi autoriaus dvasinés patirtys, poziaris j tikéjimo klausimus, o kartu atsiskleidzia ir

dailininko meninio braizo kaita.

Menininko kelias sakralinio vitrazo link buvo pakankamai sudétingas, pareikalaves ne tik ziniy, atsizvelgimo j uz-
sakovy ar tikin¢iyjy lukes¢ius, bet ir asmeninés meninés brandos, daugelio kiirybiniy eksperimenty tiek stiklo, tiek
ir tapybos, objekto meno srityse. Siuo atzvilgiu dailininko kiirybg galime sulyginti su Vakary Europos modernis-
ty patirtimi, kuomet, reik§damiesi skirtingose dailés $akose, Zymus karéjai praturtino vitrazo meng modernisti-
niy dailés kryp¢iy stilistika, jvairialype plastika, pasizyméjo gyvu, nestandartiniu religinés tematikos suvokimu.
Ankstyvesniuose E. Markiino darbuose dominaves jvairiausiy jvaizdziy kupinas ornamentinis vaizdavimo budas
vélyvesniuose vitrazuose tapo vis labiau iSgrynintas, lakoniskas, dvasinguma, egzistencines pajautas atskleidZiantis
saikingais ikonografiniais motyvais, apmastyta atviros erdvés ir kruopstaus piesinio derme.

Sakralumas menininko vitrazuose atsiskleidé keliais lygmenimis: pasitelkiant klasikinius krik$¢ioniskuosius iko-
nografinius simbolius ar vaizdinius; siejant vitraZzo esme su gamta, animistine pasaulévoka, vidiniais autoriaus i3-
gyvenimais ir gyvenimo istorijy perteikimu. Sakraluma neretai atspindéjo ir pati vitrazo plastiné sistema, karinio

visuma: stiklo medziagos, kompozicijos, kolorito, piesinio, erdvés jtaigumas.

Gauta 2013-08-28
Parengta spaudai 2013-09-20
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CUM SIGNO CAMPANAE.

THE ORIGIN OF THE BELLS IN EUROPE

AND THEIR EARLY SPREAD

Key words: Bell, tintinnabulum, aes, signhum, campana,
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Martial, St. Gregory of Tours, Walahfrid Strabo, Guillaume
Durand, Campania, Nola, Pope Sabinian, Pope Stephen II,

St. Paulinus, St. Bede the Venerable, Charlemagne.

Bell is one of the European culture-specific arte-
facts, firmly rooted in the collective conscious as a
symbolic figure of multiple meanings. This instru-
ment which, emerged and matured in the depths of
Western Church, despite the started secularization
process in the Middle Ages, still remains to be a sac-
ral instrument, used in almost all denominations
of Christian Churches. The paper aims to find out
what a European bell is and to provide new insights
into the early dispersion history of the instrument’s
emergence, its origin and evolution. The emergence,
origin and evolution of bells are described in the
abundance of literature, written in various languages
of the world. Only the bibliographic review would
need a publication of a great length. Therefore, we
will not provide a comprehensive historiographi-
cal review as we will only mention and present, in
our opinion, the most significant authors and their

claims on the origin of bells.

Benedictine monk, poet and theologian Walah-
frid Strabo, having lived in the first half of the 8"
century, was one of the first who wrote about the
origin of bells. He points out, that they were Ital-
ians, who started using bells and according to the
places of their manufacturing, Latin bell names
came — campana (from the province of Campania
in southern Italy) and Nola (from Nola city)*. Litur-
gist Guillaume Durand, who lived in the 8% century,
designated the entire section? for bells in his work
Rationale Divinorum Officiorum. There the author

also notices that the first bells were made in southern

Italy and added that it was done by St. Paulinus, the
Bishop of the already mentioned Nola city. This ver-
sion of bell origin is repeated many times in various
works and nowadays it is mentioned in the majority

of publications for European bell history.

New Ages, which began together with the Renais-
sance, brought in not only the abundance of publi-
cations about bells, but also a kind of “confusion” -
if the already mentioned authors of the 11-13'" cen-
turies, G. Durand?® and Jean Beleth?, strictly distin-
guished between various instruments of bell family
according to their function and form, the majority
of those, who wrote later, could not see a significant
difference between small bells and the large ones,
hanging in the towers of churches. One of those
authors was an Italian humanist Polydor Vergil. In
1521, in the second edition of his book De Inventori-
bus Rerum?, he presented a new version of bells’ ori-
gin, claiming, that ancient Hebrews were the first to
use bells as the High Priest of the Jews had to wear
the garment, the edges of which were trimmed with
little tinkling bells®. The latter theory of bells’ origin
reaped many repetitions and also it is not completely
forgotten in our days’. Giralamo Maggi, who lived
in the 16" century and wrote the first book about
bells De Tintinnabulis, also thought, that large bells
came from the small ones, which in antiquity were
known as tintinnabula and it is reflected in the book
title®. Such identification of small and large bells,
considering them to be the same instrument, is a

characteristic feature of the incremental evolution
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theory of bells. According to this theory, small bells,
known from the ancient times, due the emergence of
new needs, were improved and extended until they
acquired nowadays’ forms. The latter approach is
well expressed by one of the articles on bells in Brit-
ish encyclopaedia, in which it is written: that bells
being used, among other purposes, by the Romans to
signify the times of bathing, were naturally applied by
the Christians of Italy to denote the hours of devotion,
and summon the people to church®. Sometimes the
author of such an “expansion” is indicated: “In 420
St. Paulinus from Nola expanded the small bells and

hung them in towers™'°.

Pope Sabinian, who lived at the beginning of the 7%
century, is also attributed to “inventors” of bell. As it
was stated by Angelo Roccha, the author of the book
about bells, published in 1612, the latter opinion was
propagated by the 14t century poet and humanist
Francesco Petrarch!!. The same claim may be also

found in the book “On the lives of popes™?

pub-
lished in 1557 by Onuphrio Panvinio and in numer-
ous other publications of the 16" and 17" centuries.
It should be noted that the Pope Sabinian is attrib-
uted not to the invention of the instrument, but only
to its use — campanarum usum invenit (invented the

use of bells).!?

Authors who “moved” the emergence of bells into
more distant lands and older times, maybe distin-
guished into a separate group. Athanasius Kircher,
the Jesuit monk of the 17" century and the cryptog-
rapher of Egyptian hieroglyphs, derived bells from
ancient Egypt. He claimed that during Osiris festi-
vals, half-round copper vessels'* together with sis-
trums and rattles were used as background music.
The 19" century Russian researcher M.Pyliajev also
derived bells from Egypt'®. James Blades'é, modern
author of the book about the history of percussion
instruments and campanologist John Burnett!” start
the history of bells from the ancient Mesopotamia.
Wendell Westcott, the author of a popular book
about bells, admitted that he does not know in which
part of Asia — eastern or western - bells emerged's.
Today it is difficult to say who was the first author,
related the emergence of bells with China. The latter
opinion was supported at the end of the 19" century

by A. J. Nowowiejski, the author of a monumental

work for the Catholic Church liturgy'®. Nowadays,
this theory also has many adherents, starting with
the recent edition of Encyclopeedia Britannica®.
Meanwhile, in the one of the older edition the
beginning of bells is referred to the central France

of the 6" century?!.

Itis obvious from this brief summary that the major-
ity of authors who have written about the bells,
were talking about quite different things: in some
cases about the emergence of bell as a certain type
of instrument, in other cases about its improved
form - European bell which, at an early stage of its
development was purely ecclesiastical signal instru-
ment. The High Jewish Priest’s garment bells and
modern bells are only similar by the method of
sound extraction. The 18™ century author of Ger-
man language encyclopaedia, J.G. Kriinitz, is one
of the few authors of New Ages, who made a dis-
tinction between these two types of instruments, he
wrote: “Italy is undoubtedly the homeland of bell,
while the East - of jingles and hand bells™*.

DEFINITION OF BELL, BELLS AND THEIR
COGNATE INSTRUMENTS

Various encyclopaedic articles and other publica-
tions present rather different definitions of bell®.
Usually it is described as a hollow percussion ves-
sel** which in music is ascribed to the group of idio-
phone instruments. The sound is extracted mechan-
ically triggering vibration: when stroking with a
certain object (usually with a clapper or hammer or
simply by shaking it. However, such a description
fits many sound emitting instruments, from primi-
tive rattles (for instance, a bladder with some peb-
bles or dried peas inside) to a variety of metal, wood
or other sound emitting devices. In order to refine
and define the object, it is necessary to group them
according to the specific features, primarily reject-
ing the bladders and similar rattles that have little in

common with bells.

Harvard dictionary of music defines three types
of bells: 1. an open, cup-shaped, 2. closed, spheri-
cal and 3. tubular®. However, this distinction is not
accurate, since the first group includes the acoustic

bowls and pots, popular in the Far East [Fig. 7]. It



is obvious that instruments, corresponding to a tra-
ditional bell concept, fall into another, even smaller
subgroup, the characteristic feature of which is a
downward-facing mouth of the instrument. In this
paper we try to define a bell as a hollow, vase or cup-
shaped metal instrument®® on the top of which where
is an item for hanging (hanger): a loop, an ear, canons
and so on. According to the standard, adopted in the
Lithuanian Cultural Heritage Centre, not large bells,
the body height of which (the tangent from the bot-
tom edge to the shoulders) is less than 20cm, are
called small bells”. At the top of their body there is
a small ear or a handle. Other instruments of simi-
lar composition (generally call them instruments
of the bells’ group) have a variety of forms: tubu-
lar, quadrilateral rectangular, trapezoidal or other
forms, usually they are bells for animals, commonly
referred to as animal bells [Fig. 1], but more often

this term in English is used under specific animal

species: cowbell, sheepbell, goatbell, etc. Round, oval,
flattened spherical or small teardrop metal rattles
(rarely of more than 7 cm height) within pellets
(small, usually metal balls, which cause the sound
when striking the walls) are called crotal bells®
[Fig. 2]. Small bells and crotal bells in English are
often called jingle bells*® without consideration to

the form.

Similarly various bells are classified in other lan-
guages too. For instance, in the Lithuanian language,
bell is called varpas, small bell varpelis, animal bell
kankalas, klankalas, klankis, crotal bell dzingu-
lis, dzinguliukas. The Germans, next to the words
Glocke and Glockchen (bell and small bell), call the
animal bell with the words Kuhglocke, Kuhschelle
or a more general term Tierglocke and crotal bell is
called Schelle. In Russian, besides the words xonoxon
(bell) and xonoxonvuux (small bell), the words

6omano (animal bell) and 6y6eney (crotal bell) are

Fig. 1. Cow bell. Lithuania, 19" century. Chased iron, welding, bronzing. Open-Air Museum of Lithuania. Photo: Ina

Dringelyte.
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Fig. 2. Crotal bells (horse neck-band), Lithuania, early 20" century. Brass: casting. Open-Air Museum of Lithuania. Photo:

Ina Dringelyté.

Fig. 3. Table bell. Lithuania or Poland (?), mid-to-late 19th_
century. Bronze: casting, chasing, H-10,8cm, D - 6,2 cm.
Lithuania, catholic church in Prienai. Photo: Aloyzas
Petrasitnas.

used. Thus, the separation of various bells is specific
to not only the Lithuanian language and Lithuanian
culture. It should be noted that in the Lithuanian
language, as well as in other languages, all the previ-
ously mentioned bells’ group, instruments are often

called by one widespread word - a bell.

Bells and small bells, while being basically similar
in structure, form a common but miscellaneous
family of instruments. Several groups can be distin-
guished among the small bells: miniature bells (of
less than 5cm height), the so-called sled bells or car-
riage bells (the name is conditional, applied for bells
with an ear on the top of the body; table bells (usu-
ally with the handles on the top of the body; they are
characterized by thin body walls and melodic, not
very strong sound) [Fig. 3], hand bells (instruments,
similar to the table bells but they are larger and with
thicker walls; their sound is stronger, less melodic,
usually used as signal instruments for organising
lives of people groups), less common strain of the
latter bells is big hand bells (distinguished as hav-
ing hypertrophied forms). The word bell embraces
a rather homogenous group of instruments which
differ in size, silhouettes and functions, a feature,
common to them all is that they are only used in
a stationary position - fixed to a hanger, console,
frame. These bells are separated into two groups —
the so-called European style bells and Far East bells.
The characteristic feature of today’s European type
bells is compact proportions concaved wall of com-

plex profile, the sound is caused by striking with



a metal object (the clapper or the hammer) to the
bottom edge of the expanded thickness. Among the
old-European bells, there is one special group - the
so-called clock bells or cymbal bells; at the beginning
of New Ages, the latter instrument, which emerged
from the metal plates (cymbals), was turned into
the strain of bells, however, since the second half
of the 19" century, the production of this type of
instruments (in a shape of large bowl turned upside
down) does not have bell-specific features again.
Bell can be also classified according to their use (e.g.
ship bell, carillon bells and so on) however it does

not influence their structure and form.

BELL GENESIS

The emergence of bells in the Far East

Bell’s genesis is a long and complicated process
which has not been thoroughly researched yet. In
literature, various rattles are often considered to be
the direct ancestors of bells. The oldest of them were
of natural origin - shrivelled fruit with seeds. Later
the artificial ones appeared - the dried bladder with
seeds or small pebbles and other similar to this one.
Ceramic rattles are considered to be a more compli-

cated prototype. They could have descended from

Fig. 4. Rattle. China, neolithic age. Terracotta. Shaanxi
Provincial Museum

Source: http://picasaweb.google.com/116512474184071531500/
ShaanxiProvincial Museum WesternZhouGallery?gsessioni
d=pE2RUs-QITiDnC90kYxLCA#5405943504112104882.

the Stone Age, after the improvement of ceramic
vessels’ production. The oldest remaining objects of
this type were found in north-central China, in the
province of Shaanxi (Shinxi Shéng) and belong to
the Neolithic period [Fig. 4]. They were produced
approximately 5000 years ago®. What concerns
their form, rattles are similar to a walnut shell; their
inside is hollow, containing pellets. In the popular lit-
erature, some authors consider them to be the oldest
bells. It may be thought that they are the predeces-
sor of the crotal bell which has little in common with

bells not only due to its form but also the origin.

The emergence of small bells might have been influ-
enced by the rubbish of nature consumed prod-
ucts — egg shells of large birds, nut shells as well
as parts of bamboo stems. From ancient times this
material was used to produce various bell remind-
ing rattles. First of all, small ceramic bells, later -
the ones that were cast from metal, could emerge at
different time and in different places. It is reason-
ably considered that the earliest bells were made in
China®!. The two oldest ceramic bells were found
in Dahecun area, Zhengzou, Henan Province and
they are dated back to the early third millennium
BC?2 There are quite many small pottery bells dat-
ing to the third millennium BC. We can judge their
appearance from a small bell which belonged to the
Yangshao culture and was found in the Miaodigou
area in 1950. It was made of terracotta with a han-
dle on the top of the body and with holes to hang
the pierced rattle. The height of the item was 9.2 cm
with the circular diameter of 5 cm*. In the Chinese
cultural areal the bells of such type are called ling**
and until now they are used as table bell or the bells
for other uses. It was already the first millennium BC
when the small bells, animal bells and other similar
bells spread in a vast area which covered almost the
entire Asia, southern Europe and north Africa; they
were applied in the domestic life, agriculture, reli-
gious rites, were used as votive offering money and
even as decoration of monuments as it is seen on the

denarius of the Roman Republic [Fig. 5].

The archaeological, historical and iconographic
material does not let directly derive bells from the
small bells on the assumption that in the course

of time bells were made larger and larger. The
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Fig. 5. Denarius. Rome. Moneyer: C Minucius Augurinus. 135BC. Silver. British Museum.

Source: http://www.britishmuseum.org/research/collection_online/collection_object_details.aspx?objectld=3056398¢part

Id=1¢&searchText=Minucius+epage=1.

emergence of this instrument may be related, first of
all, with early noticed acoustic properties of ceramic
vessels, used in everyday life. In China ceramic
drums are still being used. One strain of this instru-
ment, which was already cast of bronze and used
in the first millennium BC - Chun-yu (sacrifice
bowl) has a vase shape, which clearly indicates the
domestic origin of the instrument [Fig. 6]. In the
Neolithic period or even earlier, a group of vessels
of various sizes, emitting different sounds, could
have been used as tonic percussion instruments.
Such provisional musical instruments, composed
from different everyday vessels are still used in vari-
ous children games or even in serious jazz concerts.
Recently, Chinese researchers have found indisput-
able evidence that ceramic bronze wine containers
(fou) were also used as musical instruments®. Thus,
there is little doubt that before the beginning of the
Bronze Age, first vessel shape ceramic instruments
to emit the sounds while playing music or perform-
ing rituals, appeared in China. The pots, already

made of metal, are still used as ritual instruments in

some of the Far East Buddhist temples [Fig. 7]. The
emergence of bell might have been influenced by
the attempts to hang a ceramic vessel and to extract
a richer sound from it*. At that time, the differ-
ence between bells and small bells was exposed. If
the latter ones were rung by moving the pellet or
bell tongue inside, in the second case it was rung
by striking the outside wall. Until these days, those
two techniques are the only ones used to toll bells.
Besides, it can be stated, that bell genesis did not take
placein a straightline. It is stated in literature that the
first bronze bells were made at the end of the third
millennium BC, in China, being among the earli-
est metal artifacts®. At first, small bells of various
purposes were cast— from the ones, that were tied
up under dogs” necks to those which were used in a
lord’s court. First instruments, that could have been
called bells sensu stricto, appeared at about 1200
BC?8. They were called Bo-Zhong. The Smithsonian’s
Museums of Asian Art in Washington preserves one
of the earliest bells of this type, made in the 12-11""
century BC [Fig. 8]. This bell is of truncated cone


http://www.britishmuseum.org/research/collection_online/collection_object_details.aspx?objectId=3056398&partId=1&searchText=Minucius+&page=1
http://www.britishmuseum.org/research/collection_online/collection_object_details.aspx?objectId=3056398&partId=1&searchText=Minucius+&page=1

Fig. 6. Chun-yu drum. China, Han dynasty: 3rd century
BC - 3rd century AD. Bronze. H - 53.4 cm. Japan, Nara
National Museum.

Source: http://www.narahaku.go.jp/english/collection/p-
1317-312.html

shape with a hanging ear above the flat top with a
small hole at the middle of it, the purpose of which
is not clear. The height of the bell is 31cm and the
mouth is 24.8 x15.2cm?*. The silhouette of its body
reminds of the pottery vessel form, prevalent in the
Neolithic [Fig. 9]. However, according to the dimen-
sions, the cross-section is not circular as in the case
of the previously mentioned vessels, but oval. This
type was initially determined by imperfection in
production technology and later by the rooted tra-
dition. Almost at the same time, another instrument
nao appeared. It is a flat, hollow device with convex
mouth facing upwards which has to be put on the
haft. Although it might have resulted from the bells
with handles and the majority of researchers call
this type of instrument a bell, we assume that it is
rather a variant of gong but not of bell sensu stricto.
Other further various bell shapes that appeared in
China and the Far East have no significance to our
work. It is only necessary to mention Indian bells.
The emergence of bells in this subcontinent has not
been researched yet. It is only known that from the

ancient times Hindus as well as Buddhists in India

Fig. 7. Bowl-gong. Vietnam, 20" century (?). Bronze: casting.

Source: http://phatgiaovnn.com/uploadl/modules.php?name=Newserop=viewstersid=6035.
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Fig. 8. Bo zhong bell. China, early bronze age, Shang dinasty: ca. 12""-11" century BC,. Bronze: casting. H - 31 cm,
D - 15.2 cm. Washington, Freer Gallery of Art and Arthur M. Sackler Gallery Collection.

Source: http://collections.si.edu/search/results.htm2q=record_ID%3Afsg_S1987.10&repo=DPLA.

have been using small bells of circular cross-section
with a silhouette of a lotus flower. In Sanskrit these
bells are called ghanta (probably this word is related
to the Lithuanian word gandas (rumour)). This
instrument corresponded to meditational nature
of Buddhism and quickly spread among the profes-
sors of the latter religion. In China, under the Chin
(221-206 BC)* or further Han dynasty (206 BC-220
AD)*, under the influence of the quickest Bud-
dhism spreading, circular cross-section bells were
started to be produced instead of two-sided bells.
The sound of these bells was deeper and longer*,
however it was possible to obtain only one note.
Probably in the beginning of a new era, Chinese
temple bells have taken a classic round shape resem-
bling the cylinder rounded off at the top and with
sometimes slightly convex walls. At the top of the

bell there was a cast hanging ear which was usually

in the form of dragon. As well as in earlier times,
in order to toll these bells it was necessary to strike
the bell’s wall. Chinese bells of this type along with
Buddhism spread to Japan, Korea, Indochina except
India and Burma. Huge bells tell much about the
casting craft of those times. These bells could weigh
more than 40 tones and they are used for almost one
thousand three hundred years, for instance the bell
in Japan, the Todai temple of Nara city, cast in 752

and weighing 44 tones.

THE EMERGENCE OF BELLS IN EUROPE

Antique small bells and aes

If in the Far East bells have been already used in
the beginning of our era, in the west of Eurasia this

type of instruments was not known yet. However,


http://collections.si.edu/search/results.htm?q=record_ID%3Afsg_S1987.10&repo=DPLA

this cannot be said about small bells of various sizes
and shapes. They were widely spread and often used
in different ways. In Greco-Roman cultural area,
the articles of this kind along with other metal idi-
ophone instruments have been used since the sec-
ond half of the first millennium BC. As it has been
mentioned before, the size and shape of small bells
were not the same. According to their size, they can
be divided into three groups. Most of the remained
small bells are the so-called miniature bells (their
size is less than 4 or 5cm), the second group consists
of medium size bells and the third group - larger
“hand bells” with a handle for holding. The majority
of the mentioned bells were called in Latin by one
general word tintinnabulum. Bell grouping accord-
ing to their size is provisory however, it is very
important as it defines the limits of the bells’ usage.

It is obvious having remembered that miniature

Fig. 9. Urn (gang) China, Henan, Yangshao Culture: 3500
BC-3000 BC. Terracotta. H - 47 cm, D - 32.7 cm. Beijing,
National Museum.

Source: Bavarian, Behzad; Reiner, Lisa. Ceramic’s
Influence on Chinese Bronze Development. Northridge:
California State University, 2007.

bells could be sewn to clothes or worn as amulets
around the neck when larger bells were not suitable
for that. Usually bells were cast from metal, particu-
larly from copper alloys, rarely from silver or gold,
though sometimes they were made of ceramic or
other short-lived material. Small bells had various
forms: hemispheric, rounded cylinder, cone, pyra-
mid or other. Their usage was also extremely varied.
Some purposes can be highlighted such as house-
hold*®, apotropaic*, ritual* and signal*, intended
for a wider range of people and other existing pur-

poses (decorative, exchange of goods”, etc.).

For our paper, larger bells of signal or ritual pur-
pose are important. Various writings of ancient
authors make an impression that these bells could
have been called by a Latin word aes*®. Antique poet
Martial who lived in the first century AD, in one of
his works mentions aes thermarum* (literally bath
copper) which was a sign of public bath opening
(thermal baths). This epigram was named Tintin-
nabulum, which suggests that aes thermarum was
one of the tintinnabulum strains - a hollow bell-
shaped instrument rather than a metal plate, which
was commonly used at that time, had various forms
and was called by different names. In this respect,
a valuable testimony is found in St. Paul’s letter to
the Corinthians, which was translated into Latin by
St. Jerome: linguis hominum loquar et angelorum
caritatem autem non habeam factus sum velut aes
sonans aut cymbalum tinniens (1 Corinth 13:1) (If
I speak with the tongues of men and of angels, but
do not have love, I have become sounding brass®,
or a clanging cymbal. 1 Corinth 13:1). In the letter
there is a comparison of similar instruments — aes
and cymbols (copper plates) and emphasizing of
their different sounds®. V. Martial’s contemporary,
the poet J.Juvenal, mentions aes together with other
metal instruments (Satura VI, 441,442) - tot pariter
pelves ac tintinnabula dicas pulsari, iam nemo tubas,
nemo aera fatige* (as if at the same time alot of bowls
and jingles would have been striking, [but] nobody
tortures neither trumpets nor copper anymore). As
it is seen, instruments are divided into two groups -
the first had to describe a negative character, that is
why the instruments of lower status according to the

society of those times — bowls (pelves) and jingles
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(tintinnabula) were chosen whereas in the second

case they were “noble” - trumpets and copper.

Aes was also exclusive due to the attributed mystical
powers. Several authors of that epoch pointed out
that this superstition was widespread in late antiq-
uity. It was believed that aes sounds could break the
spells and scare away evil forces. Albius Tibulius
in one of his elegies (Elegiae, Liber I, 8, 21) wrote
how an old witche’s spells were aera repulse sonent>
(were broken by talling copper). One of the most
famous ancient Roman poets Ovid (Publius Ovidius
Naso) in his unfinished poem Fast (Fasti, Liber V,
429-444) describe exorcism rites at the end of which
Temesaeaque concrepat aera (and broke with Temesa
copper)>*. Temesa (now it is Nocera Terinese) is an
ancient town in the south of Italy, Calabria province,
which is known for its copper mines. Hence, aes
Tamesae also meant an instrument made of Temesa
copper. The above mentioned V. Martial alluded to
the custom of striking aes at certain lunar ceremo-
nies Numerare pigri damna quis potest somni, dicet
quot aera verberent manus urbis, cum secta Colcho
Luna vapulat rhombo® (I am lazy to count as I can
[already] dream, will [somebody] tell how many
[times?] copperis struck by city hands when a splitted
Colchis moon is struck by rhombus [certain magi-
cal instrument]). This, an important poem fragment
to us, is variously translated and interpreted. With-
out entering into a discussion it can be noticed that
when talking about spells, a plural aes form aera was
used, which does not necessarily mean that during
the ritual ceremony there was more than one copper
instrument. According to Martial’s text, the strokes
were counted. The essence of this superstition is
not known but it is clear from the description that
the sound could not be the sound of many instru-
ments as they were individual strokes that could
have been counted. Thus, city hands, striking “the
copper”, mentioned in the poem, was probably not
the ordinary citizens but some kind of institutions
that were able to dispose aes instruments that had a

public purpose.

In summary, it can be stated that there is a high
possibility that aes were called hand bells the sound
of which could spread quite a long distance. It was

one of bronze idiophone instruments along with

cymbals, bowls (pelvis), sistra, etc. There is no evi-
dence that ges can be a direct prototype of a modern
bell. Until the middle of the second half of the first
millennium, during the archaeological research no
objects that could be related to modern bells were
found. They cannot be testified by the remaining
ancient iconographic material - frescoes, mosaics,
codices miniatures either. However, some tintin-
nabula images can be found and a number of these
bells are remained and stored in various museums
of the world.

While excavating Herculaneum city, buried under
the ashes of Vesuvius in 79 AD, a small bell of
17.2¢m tall’® was found and it is considered to be the
first known big hand bell. It was cast of copper alloy
and it is of rectangular cross-section with the up-
right walls, the upper part is convex and rounded
with an arc-shaped handle [Fig. 10]. The rectangu-
lar bell shape indicates that its prototype could have
been small bells hammered out of sheet metal rather

than from copper alloy made tintinnabula, that were

Fig. 10. Bell from Herculaneum, I* century AD.

Source: ITyxnaues, I0.B. Konokon. In: Hawe nacnedue,
1991. Ne 5.



popular at that time. The Herculaneum bell size,
shape, more powerful sound could be the features,

indicating it was aes instrument.

Idiophone instrument in the early Christianity

In the fourth century, when Christianity became the
official religion of the Roman Empire and spread
rapidly, church rituals and traditions were only
being formed and they were different everywhere.
Local variants were formed within individual com-
munities and dioceses into which a number of local
ceremonies, etiquette and even the elements of
pagan rituals were included. The formation of local
rituals had to hasten after the collapse of unanimous
politic, economic and cultural space of the Roman
Empire. In the 6-7"" century AD, some different
ritual systems, having its liturgical forms’ (called
rites), were formed. Nowadays we are more aware of
Rome and Byzantine Rites. However, from the earli-
est times until the present, in the Catholic Church
there are local Mozarabic and Ambrosian Rites”.
From the extinct ones, Gallican and Celtic®® Rites are
more important to us. It is necessary to talk about all
these differences as the usage of bells and small bells
was and often is different in these ritual systems. In
Byzantine Orthodox liturgy bells were not and are
still not used*, however they perform an important
function in Roman rituals®®. Western Christians
had to start using small metal bells, inherited from
Antiquity, quite early. First of all, a custom of tolling
bells during the funeral procession®, known in the
ancient Greece, was taken over. In the first centuries
AD it could have been practised by the Christians in
Rome city, the majority of whom were the speaking
in Greek. As it is known, in the late antiquity a part
of the Rome city cemetery was built in the catacombs
where Christians gathered to pray during the years
of persecution. Thus, the sound of funeral ceremony
bell could be the sign of not only the funeral but
also of the prayer taking place at that time. In other
cases, special envoys cursors® reported about the
coming meetings and their places. Cardinal Cesare
Baronio, a church historian having lived in the 16"
century, stated that after Christians’ persecutions,
cursors used to run around the streets tolling the

small bells, giving a sign to people, that it was time

to gather for prayer®. The first indirect testimony of
the bell shaped instruments’ usage in the liturgy is
only found at the end of the 6™ century St. Gregory
of Tours’ work De Virtutibus Sancti Martini (Book
1, 28%). There he describes the bell-rope, hanging
in Tours Cathedral, near the altar (and grave) of
Saint Martin: funem ... de quo signum commovetur
(the rope...with which the bell is moved). It is obvi-
ous, that the bell, hanging in such a place, must have
been used during the liturgy and performs a similar

function as present bells of sacristy and altar.

Small bells, among other instruments, have been
used to mark the beginning of canonical hours.
The division of day into a certain hour cycle, every
part of which (canonical hour) is started with cer-
tain prayers, is called the Liturgy of Hours. Its out-
set is associated with the ancient Jewish custom to
pray several times a day during limited hours and
with a working time regulation in the marketplaces
(=forums) of the ancient Roman cities. A given
sound mark (historian Strabo states that it was the
sound of bells®®) indicated the beginning, the end
and separate parts of three hours of Forum’s work-
ing day®. The Liturgy of Hours, supplemented by
night prayer hours, has a similar structure. This
system began to form in the environment of the
first Cenobites’ monasteries in the 4™ century, In
Egypt and the Middle East. In the latter region,
since ancient times the sound of trumpets® invited
believers to the temples. In the Old Testament there
was an indication to use the trumpet as a signal
instrument (Lev. 23.24; Exod. 19.13). Hence, follow-
ing the tradition, local Christians also began taking
trumpets®. Their use was particularly prevalent in
the Eastern Churches®, but it is also possible that
they were used somewhere in the West”. In the
Eastern monasteries there was another popular cus-
tom - to invite monks for prayer by striking wooden
boards”. The latter can be either hung (as Lithua-
nian folk instrument tabalai) or carried on the
shoulders. This type of invitation for prayer is the
most common, particularly in the space of Byzan-
tium culture. In Western Churches wooden instru-
ments were also known. It is suggested by not only
wooden clatter (in Lithuanian - kleketas) or rattle’?
that are used in a Catholic Church during the Holy
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Week, but also by historical testimonies, i.e. in 1198,
in St. Edmunsbury Abbey of England, knocking
board (in Latin - tabula percussa)”® was used as a

signal instrument.

In conclusion it can be stated that when Christian-
ity became the official religion, the instruments of
bell family have not been universal for a long time.
Together with them or instead of them other signal
instruments were used. It is not known which instru-
ments of the bell family were most widespread and
what their earlier forms were. However it is obvious
that miniature tintinnabula forms that were popular
in antiquity were not applied in the rituals except
the Syriac Rite in which religious items, decorated
with miniature bells, were used”. Various types of
small bells, having developed from the larger tintin-
nambula, were widely used in the Middle Ages, in
Western Churches, especially in their monasteries.

They are still being used.

Celtic hand bells

The oldest bell resembling instruments have been
used in the Christian rituals and they survived till
nowadays, maybe reaching even-the fifth century.
They are usually associated with St. Patrick, who
worked as a missionary in Ireland at that time. It was
probably the fifth or the next century when in this
region a specific bell type and a specific way of their
use occurred which became a part of Celtic Rite”}.
Bells were used not only for summoning the believ-
ers together for the divine offices”, they were also a
sign of spiritual and church authority: an attribute,
which was typical to the head of the bishops’”” mon-
astery (including abbess), as well as to the pilgrim or
missionary, or possibly to all priests. As often as not
they-were assigned to miraculous powers’® and some
of them even became the adored relics, which were
kept in decorative shrines, which were protected by
specially assigned hereditary keepers transmitting

them from generation to generation.

So called Celtic hand bells usually are rectangular:
frontal walls (faces) are longer, while side walls are
narrower, the silhouette of bells is similar to that of
rectangular or trapezium with the handle at the top

of the body. These bells were made of iron as well

as of bronze. There are quite many bells of this type
that have remained up till nowadays: 75 have been
found in Ireland, 19 in Scotland, 77° in Wales, and
6% in Brittany. A small number of Celtic bells have
remained in England, a few more bells are known
in Germany and Switzerland. The greatest of which
is of 35.5cm height®! whereas the smallest is just

6 cm®2,

The usage of sheet iron, provided the instrument
with original features. Manufacture of Celtic bells
was almost the same as in ancient Roman times
when animal bells®* were made of a single iron
sheet, folding it in half and joining the folded edges
with rivets. Usually these bells were covered with a
thin brass layer. Although, previously mentioned
iron bells were similar to roman bells in structure,
their purpose was absolutely different. There are
three types of them: the so-called bells of hours,
used in monasteries to gather monks for a prayer
(these are the largest bells of this type), insignia
bells and pectoral bells. The latter were the smallest
ones. The biography of St. Maedoc, one of the Irish
saints, mentions a small bell, called bell of the brooch
(the Old Irish language — clocc an deilcc), which was
hung on a chest under or over the - mantle® and
probably served as a protective amulet. Latter bells,
not many of which have remained till nowadays®,
could hardly be larger than 10cm. Insignia bells are
much more known and they were kept “in my hand
at home and abroad”®. These bells were probably
used in religious ceremonies either; therefore, they
were also called prayer bells. As it can be seen from
the allusions, during the ceremonies latter bells were
held on the knees, otherwise they could be hung
around the neck towards the chest®.

Although, iron Celtic bells are not very diverse in
their forms®, the bronze bells are much more dif-
ferent. It is generally claimed in the literature that
bronze bells are more recent than iron bells based on
the interpretation progressive technological devel-
opment. Indeed, most of the bronze bells basically
repeat the shape of iron bells and could have been
made in 8-11%" century. However, recent archaeo-
logical excavations have revealed that bronze tech-
nology used for iron bells in 6-7 in Ireland, was

not less complicated process than casting bronze



bells of similar size®. In this context it is worth to
remember that from the ancient times Celtic tribes
managed to cast a variety of rather complex works.
Thus, the prevalence of much cheaper iron bells was
probably due to economic reasons but not of tech-
nological backwardness. Some of the bronze bells
that can be found nowadays may be even older than
it was previously assumed. These are those bells, the
frontal walls (faces) of which are not so emphasized
in comparison with the sides and the bell shape is
more similar to the square. So called bell of St. Mura
(Muranus) from Ireland Abbey of Fahan (now pro-
tected in London, The Wallace Collection) has the
same forms; according to the legend, it was founded
in the seventh century by St Mura himself. The same
type also includes some bells from Brittany: cloche
de Saint-Meériadec from Pontivy and cloche de Saint-
Pol from Saint-Pol-de-Léon cathedral. It should be
noted that latter bells [Fig. 11] are similar both in

Fig. 11. “Cloche de Saint-Mériadec”. France, Britanny,
Pontivy, chapel of Stival. 9"-12" century. Chased copper.
H-25cm.

Source: Walters, H. B. Church bells of England. London,
New York, Toronto, and Melbourne: Henry Frowde;
Oxford University Press, 1912.

their form and size to the previously mentioned
bronze Herculaneum bell [Fig. 10] which was hypo-
thetically assigned to aes instrument group. Both bell
group types are also combined with a belief in magi-
cal powers of the instrument sound. There is some
possibility that even in the 5% century, together with
Christianity to Ireland came not only the custom
of hand bell usage, but also the early type of bells,

which only later took on specific “Celtic” forms.

In the ancient Irish language the bell was called cloc,
in Latin clocca and perhaps the same origin was of
the Lithuanian word klankis (animal bell) and the
verbs klaksenti, klakséti which describe the cer-
tain sounds and the voice of such a device as well.
From the 6" century Irish missionaries (St. Gal-
lus, St. Columbanus and others) spread in Western
Europe and distributed the latter type of bells in the
lands of current Germany, France and Switzerland
at the same time transmitting a Celtic name of this
bell for Germanic peoples and French. At least some
of these bells were made in the British Isles and then
transported to the continent of Europe. It is evi-
denced by the word clocca in the written sources.
In 744 St. Boniface, the future archbishop of Mainz
wrote a letter to Huitbert, the abbot of Wearmouth
(England) in which he asked to send him cloccam
(bell)®®. In 764, Cuthbert, another abbot of the same
monastery, sent to Lulu, another archbishop of
Mainz, clocam, qualem ad manum habui®* (the bell
that I had in hand®?). The latter phrase clearly illus-
trates that at first only hand bells were named by the
word clocca and only later the suspended Church
bells were called by the same name. Probably the
initial sense of the word also appears in 789 the
capitulary (a set of legislative acts) of Charlemagne,
act No. 18 which states: Ut clocas non baptizent®.
Usually this phrase is translated as “not baptize the
bells”, however at the beginning of the 20 century
it was observed in the act that the word clocas means
not the bells of the church but hand bells®. This act
confirmed that at the end of the 8" century Celtic
bells were widespread not only in the British Isles
but also in the Empire of Charlemagne and at that
time they were being pushed out of use. Celtic bells
cannot be considered to the prototypes of modern

bells. It is one variant of bell family instruments that
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existed and developed in parallel with bells and dis-
appeared together with the environment to which it

was designed for.

The origin of bells

The majority of the early texts that refer to the instru-
ments which can be considered to be bells, were
written in the 6" to the 8™ century. First of all they
were the papers of St. Gregory of Tours and St. Bede.
It should be noticed that the events, in the context
of which bells are mentioned, usually take place in
the environment of monasteries or cathedrals®, i.e.
in the places where people lived in the rhythm of the
liturgical hours. It was the environment where first
bells had to appear. The oldest testimony of bells
is generally considered to be the letter of Carthage
(now Tunisia) deacon Fulgentius Ferrandus, written
in the first third of the 6% century. It was dedicated
to Eugippius, the abbot of Lucullan monastery near
Naples. It is written in the letter: Non ipse hoc solus
operaris, sed alios plurimos ad consortium boni operi
vocas, cui ministerio sonoram servire campanam ...
statuit consuetudo... monachorum® (you are not
alone in doing this works, but you invites many
others to do a good works and takes a sonant bell
to serve ... [which is] a custom of ... monks). Two
things are evident in the text, - the one is that bells
were used to call the monks and the second - that it
has been happening for many years (“is a custom”).
Besides, in this text the bell is name campana®
for the first time. In the Medieval Latin language,
according to the purpose and form, various types
of instruments of bell family are quite strictly dis-
tinguished and described by different words®. Latin
word campana is commonly referred to suspended
bells, the definition of which was given at the begin-
ning of this paper. Later, this word was also used
in a number of the Southern European languages.
However, it cannot be claimed campana, mentioned
in the letter, corresponds to a modern concept of a
bell. Ancient poet Horace who lived in the 1% cen-
tury BC, when describing a household vessel in one
of his satires, mentions Campana supellex®® (vessels
of Campania). In late antiquity bronze vessels'®,
probably a certain kind of them, could be described
by the saying vasa campana (in Latin vas means a

Fig. 12. Crater. Campania, Paestum, later 4™ century
BC. Pottery: black glaze, H - 56.5 cm. London, British
Museum.

Source: http://www.beazley.ox.ac.uk/tools/pottery/
painters/keypieces/paestan/asteas.htm.

vessel, a pot, a chalice). Remembering the appear-
ance of bells in the Far East it can be assumed that
vessels, especially those that were made of bronze
and were sonorous, could be a prototype of Euro-
pean bells. Since ancient times they were used to
create sounds as well as the above mentioned bowls
(pelvis). Indeed, some of the earliest bells that are
known to us, have a similar shape of the so-called
bell-shaped craters [Fig. 12], especially their metal
analogues. Craters (utensils for wine mixing with
water) of this type are known from the 6™ century
BC in the Greek cultural area, which also included
Magna Graecia - the current southern part of Italy
with a province of Campania. From the latter name
the mentioned name of vessel'”, used in the late
antiquity, is derived. Crater-shaped vessels were
usually large as their height could reach 30cm or
more'%%; they were made of ceramics, metal or glass.
Later forms of these vessels, known from the find-
ings'® [Fig. 13] and frescoes of Pompeii [Fig. 14] are
similar to the early church bells [Fig. 15, 16].

Craters were necessary vessels in early Christians’
agapes as during them wine diluted with water was

used. It is likely that these vessels could be used even


http://www.beazley.ox.ac.uk/tools/pottery/painters/keypieces/paestan/asteas.htm
http://www.beazley.ox.ac.uk/tools/pottery/painters/keypieces/paestan/asteas.htm

Fig. 13. Crater from Hildesheim treasure. Roman Empire, 1 century BC. Silver: casting, chasing, H - 36 cm, D - 35.3 cm.
Staatliche Museen zu Berlin.

Source: Beceobujas ucmopust uckyccms. Tom 1: Vickycemeo [pesrezo mupa / TTod o6uieii pedaxuueri A. []. Yezodaesa.
Mocxea: Tocyoapcmaentioe uzdamenvcmeo ,,Jckyccmeo®, 1956.

Fig. 15. Bell, Iggensbach village (near Deggendorf),
Bavaria, 1144. Bonze: casting, H (without crown) - 41 cm,
D - 36 cm.

Fig. 14. Crater (campana?), detail of the wall painting.

Pompeii, the grave of Vestorius Priscus, 79AD. Source: Otte, Heinrioh. Glockenkunde. Leipzig: T. 0.

Weigel, 1884.
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Fig. 16. Bell, Spain, 8" - 10" century AD. Bonze: casting.
H (without loops) - ca. 30 cm. Bell was converted into

the chandelier of mosque and used in Oran city (Algeria).
Madrid, Museo Arqueoldgico Nacional. Reconstruction of
the original appearance.

g

iy

in some early forms of the Eucharistic liturgy. The
testimony of that would be the remained tradition
of Catholics and Orthodox to use a mixture of wine
and water during the Mass. St. John Chrysostom
texts and old Greek transcripts of the Liturgy of
Saint James, mention the craters that were used in
the liturgy'%. The practical usage of such vessels at
a Eucharistic celebration is also proclaimed by two
craters, that have remained till nowadays, and which
were made in the 11"-12'% centuries and belonged
to Great Novgorod St. Sophia Orthodox Cathedral
(Russia)!'® [Fig. 17]. That are the only known vessels
of this kind which were used in the Christian liturgy
(Orthodox) and likely made according to the Byzan-

tium examples, which still existed in that time!%.

It can be assumed that during the formation of
monastery life in the 4-5" centuries, bronze cra-
ters (might be liturgical purpose) could be used as
sound emitting instruments. The first bells could
occur than the former loop handles on the cra-

ters sides were adopted for a hanging vessel. Later

Fig. 17. Liturgical crater. Goldsmith Kosta. Kievan Rus, Novgorod, later 11" - early 12" century. Silver: casting, chasing,
carving, gilding, niello. H - 21.5 cm. Novgorod State United Museum - Reserve.

Source: http://russia-exhibition.ru/exposition/3d_visor/kratir/index.php?lang=en


http://russia-exhibition.ru/exposition/3d_visor/kratir/index.php?lang=en

special instruments of similar forms were started
to be produced. It was probably the sixth century
when, following the tintinnabula example, the bell-

tongues were added into them.

This hypothesis can be based on some historical facts.
Even in the 9" century bells were considered to be ves-
sels: Walahfrid Strabo (he will be mentioned below)
called bells “vasa” (vessels) 107 and Amalarius of Metz
expressed it even more clearly - signorum quae fiebat
per vasa aereal08 (signs that are made of copper ves-
sels). Such identification of bells and vessels can be an
echo of not forgotten tradition. Another important
fact, connecting bells with Eucharistic vessels is that
bells have been consecrated'® (blessed, “baptized”)
from the ancient times (the oldest records reach the
7h century) and these ceremonies were more com-
plex and solemn than consecration previously men-
tioned vessels. From historical sources it is known
that in the early Middle Ages only priests''® could
toll the bells and later deacons, ostiaries ''1, the ones
that were lower in the Holy Order, could also do
that, while even nuns were forbidden to call bells
themselves 2. It reminds how some time ago the
Catholic Church treated Eucharistic vessels, which
no layman could touch. Such an emphasized sacred-
ness of bells, distinguishing them from other similar
instruments that are used in churches, can reach the
times of bell occurrence and indicate their initial

purpose.

The early spread of bells

It was already the 6" century when signal instru-
ments that can be identified with bells, were used
in the territory of current France. The oldest ref-
erence can be regarded Monks’ Regula, written in
513 by the Bishop of Arles St. Cesarius, he wrote:
quae, signo tacto, tardius ad opus Dei vel ad opera
venerit..''* (who, after the sign will be given, will
sluggishly go into the service of God or to work ...).
The phrase Signo tacto is literally translated as sign
has been touched. It is obvious that it does not refer
to trumpets, but it is not clear which specific sig-
nal percussion instrument is mentioned. The origin
of the early bells is usually based on the papers of

famous historian and Bishop of Tour city (France)

St. Gregory of Tours''* (538-594). In several places
of his texts he also mentions the sign (In Latin-sig-
num), given by sound, which was a signal to come
to the prayers. It should be noted that besides the
word sign (signum), this author used such verbs
as commoved and moveo which in English can be
translated by the same word to move, for instance, in
History of Franks we find a phrase “..signum ad mat-
utinas motum est''>”, which is translated as tolling for
morning prayers, but literally - a sign is being moved
to the morning prayers. However later, when bells,
corresponding their current understanding, were
undoubtebly spread, another Latin word pulsare was
used to express the act of sounding - to beat, strike,
sound, which also reflected the way of sounding the
bell. Hence, we can wonder if in his works Gregory
of Tours refers to the ordinary bells rather than to
those previously described bells, which had to be
sounded by moving their body. However, the latter
authors, when describing the life of his namesake St.
Gregory, the Bishop of Dijon, perhaps for the first
time clearly mentions an instrument, which can
be identified as a bell: observatores vero ostium bap-
tisterii obseratum invenientes, clave sua solite aper-
iebant, commotoque signo... ad officium dominicum
consurgebat'® (supervisors found the locked door of
the baptistery, opened [them] with their usual key
and wakened to the Lord’s prayers by the swinging
bell). It is clear from the text that the bell was stored
in a locked baptistery and it was sounded for morn-
ing prayers. Obviously, it was not necessary to keep
the hand bell in a separate locked room and that it

was stored there not for the baptismal ceremony.

In the Catholic Encyclopedia, published at the begin-
ning of the 20" century, we can find a carefully
mentioned opinion of Marius Férotin OSB, the
specialist of mozarabic liturgy, in the current ter-
ritory of Spain of the 6™ century stated that “large
bells were commonly used"'””. However, the authors
of the encyclopaedia doubted!!® about the reliability
of this reference. Although we are not competent in
this matter, we can say only one note: “large bells”
can be a direct link the usual bells to us, in such a
way distinguishing them from the small bells, i.e.
hand bells. According to the previously mentioned

factual information, the use of bells on the Iberian
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Peninsula in the 6™ century is rather possible. A bell,
as an independent instrument, has been already
formed and it was reflected in the literature of that
time, when different words signum [or signa] and

119

campana'’® were used to name them.

In the beginning of the 8" century bells were already
used in Great Britain, in the lands of Anglo-Saxon,
where they were mentioned for the first time by
english monk and historian St. Bede (Beda Vener-
abilis, 672-735). At that time, bells were not usual
and known instruments for everyone in those lands.
It can be understood from the text, where an author,
who had described sound of the bell (campanae
sonum) in the nunnery, had to explain to the read-
ers that it ad orationes excitari vel convocari solebant,
cum quis eorum de seculo fuisset evocatus (used to
awake for prayers, to invite [the nuns] to congregate,
when any of them is called from this world'?°). St.
Bede when writing about Benedict Biscop (628?-
690), Benedictine abbot from Wearmouth (North
England), the author noticed for several times that
the latter used to travel to Rome, from where he
brought books, paintings, vessels'?!. It is possible,
that this abbot could have brought the first bells to
the Britain'?%. As we mentioned above, a Celtic iron
hand bell had been manufactured in the British Isles.
Thus in this case from abroad imported bells must
have been a different type and casted from a broze.
It is almost not known about the bells produced
in Rome in those times and the sales. It is often
claimed that bells spread only when Pope Stephen
II (752-757) near Rome St. Peter’s Basilica built a
belfry and took there three bells'**. However it was
not an ordinary wall belfry (an open arcade with
the bells) of that time, but a high tower for a bell
(a prototype of a campanile), one of the first build-
ings of this type. These belfry towers were built near
the churches not earlier than the first half of the 8"
century, as the response to the minarets, built near
the mosques by the adherents of the rapidly spread-
ing Islam religion. Thus, a bell was the reason, but
not the only one, without which bell towers would
not have been popular, but not vice versa. The Far
East could be an indirect example, as special tow-
ers for bells are not and never were built there!*.

The wall belfries, widespread in Italy and the Greek

islands, could have been older than the towers of
belfries. In the arcade belfries, the bells or a group
of bells were suspended in the open arcades. Prob-
ably the testimony of such a belfry remained in the
annals of Saint-Wandrille Benedictine monastery in
Normandy, at the beginning of the 8™ century. It is
written that the abbot Ermharius (who died in 738)
made a bell and took it into a small tower (turricula)
“as is the custom of such churches >, A bishop and
liturgical scholar Amalarius of Metz, who lived in
the first half of the 9" century, also can testify the
older spread of bells. In one of his letters he writes
“in fact, [even] before Pope Stephen, the same sign
[=bell] gathered all the believers into the church'*
during the holy hours”, consequently, the use of bells

must have been an earlier event.

Not the testimonies of contemporaries, but a his-
torical tradition preserved several facts of the 7
century of different reliability. It is written that the
Pope Sabinian (604-606) introduced the custom to
toll the bells when marking the canonical hours and
the beginning of Mass. After more than 600 years
after the described events, Guillame Durand was
the first who alluded it in Rationale Divinorum Offi-
ciorum'?’. The one has to agree with the majority of
authors who claim that such an expression of Pope's
will (there is a doubt if he was Sabinian or some
other Pope? !28) had a significant impact on the
prevalence of bells!?®. We assume that it could have
been not an imperative order to generally use bells
but rather a permission to use them not only in the
monasteries or cathedral churches (where they have
been already used) but also “in the world”, i.e. in the
ordinary parish churches. It would be confirmed
by the already mentioned Amalarius of Metz, who
having visited Rome in 831 was surprised when he
saw that the believers are being invited to church
by using acoustic boards rather than bells'*’. Thus,
the Pope probably did not restrict the use of other
instruments. The second message also comes from
the text of the 13 century. The collection of lives of
saints Legenda Aurea conveys a story of St. Lupus,
the bishop French city Sens that tooks place at the
beginning of the 7% century. It is told that when the
army of Chlotar, the king of Franks, surrounded the
city, the bells of local cathedral began to toll. The



soldiers were frightened of the unusual sound and
they receded. Later, Chlotar himself crave for having
these bells and brought them to Paris'*!. We do no
judge how much this naive story corresponds to his-
torical truth. We can only state the two characters of
the story are historical figures and that the story tells
about the spread of the already existed bells. Hence,
the 7™ century can be considered the century of
bells’ spread as they were widely used and spread
not only behind the walls of monasteries but also to

the north areas of the then Christian Europe.

The testimony of Walahfrid Strabo

One of the most important texts to get acquainted
with the origin of bells is the text of Walahfrid Strabo,
the Frankish monk who lived in the first half of the
9th century and who was a close historian and poet
of the Carolingian court. The following text is a part
of his work De exordiis et incrementis quarundam
in observationibus ecclesiasticis rerum'32. However, it
is necessary to admit that its published translations
into English or French do not properly convey the
original content'®. The translation of the Latin text
below is not literally fluent, but it reflects the origi-

nal text more accurately.

About vessels that are simply called signs
[=bells]

Asfor the vessels, both teemed or even made by
hands, which usually are called signs, because
their sound, made by few strokes mean the
sign of the hour, and with which the assigned
liturgy is being celebrated at the God’s house.
About them [bells], seemingly should be said,
that their handling not so much passed with
and old custom, because they [congregation]
did not so often attend the meetings, as it is
now. Some of them used to gather on the set
hours only because of the piety, others used
to respond to the advance public announce-
ments and used to find out the next time [of
the gathering] at the celebration. Among some
[congregation groups] hours used to be an-
nounced using the [wooden] boards, among
others [wind] horns. So, the vessels that we

are talking about, for the first time were used

in Italy, where they were invented. From this,
and from the [name] Campania, which is the
province of Italy, such bigger vessels are called
campanae, the smallest ones are called tintin-
nabula because of their sound, nolas name is
given because of the town Nola in the same
Campania, where the same vessels had been
constructed for the first time. As, however, we
lawfully have brass and silver trumpets (Num.
10) and prophet with the voice as a trumpet,
tells us to announce the sermons Isa. 8!34).
These vessels are beseemed to be used to in-
vite the congregation, so the sermons would
seem in our church as pure silver, durable and
sonorous as bronze. That is, neither heretics
would dirty with rust, neither negligent la-
ziness would weaken, or a man would awe-

struck.

Walahfrid distinguishes two types of instruments:
the larger bells (in the text they are called campanae)
and small bells (nolae and tintinnabula). The phrase
saying that small bells “had been constructed for the
first time” in Italy, province of Campania, Nola city,
is not reliable as besides author states that according
to the sound they are the same tintinnabula and the
latter, as we already know, were widespread in antiq-
uity. What concerns this questions we assume that
we must agree with Elisabetta Neri who claims that
the word nola is derived from the diminutive form
of the word campanola'®> and that it was identified
with the city Nola due to the similarity of sound. The
fact that Walahfrid did not mention the Nola Bishop
St. Paulinus (354-431) in his text, probably indicates
that at that time there was no invented story, sup-
ported by facts, which attributed the authorship of
bell's emergence to above mentioned saint. Carlo
Ebanista wrote about it more broadly and revealed
the invalidity'®
The attention should be drawn to Walahfrid’s testi-

of the extremely popular legend.

mony that in his times bells were not only cast but
also handmade (vel etiam productilibus), that might
mean hammered sheet iron bells. The latin word
etiam (even, as yet) can indicate that last-mentioned
articles were in the periphery of the usual norms in
the first part of the 9" century. Walahfrid lived in
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Fig. 18. Bell of Canino, Italy (near Viterbo), 9" century.
Bronze: casting, H - 36 cm, D - 29 cm. The oldest known
bell in Europe. Vatican, Museo Pio Cristiano.

Source: Nowowiejski, Antoni Julian, Wyktad liturgji
Kosciota katolickiego. T. 1: Wiadomosci wstepne.
Warszawa: Druk. Franciszka Czerwiriskiego, 1893.

the Carolingian era when the conventional bells in
Western Church were widely used and the field of
Celtic hand bells’ usage was significantly narrowed.
Probably this process started in the second half of
the 7% century. It is possible that the decision, forbid-
ding baptizing hand-bells (cloccas), in the already
mentioned capitulary of Charlemagne in 789, desac-
ralized them and so significantly contributed to the
latter process. The Emperor Charlemagne (Charles
the Great, who ruled in 768-814) had a significant
impact on the spread of bells as he was perhaps the
first known ruler who at his own expense not only
cast bells but also regulated the use of bells and their
export to other countries'®”. The oldest bells are

remained from this particular period [Fig. 18].

The spread of bells in the East

At that time bells were not used in Byzantium.
Although the first reference associated with this
country reaches the second half of the 9" century.
Cesare Baronio, in his monumental work Annales

Ecclesiastici wrote that_in 866 Venice Dodge Orso

I Partecipazio sent bells to the Emperor of Byzan-
tine — aerea instrumenta, quae campanas dicimus
(bronze devices that are called bells'**) but John Bur-
nett doubts whether these bells reached Constanti-
nople'®. It is only known that bells of the 11-12
centuries were used in the Catholic churches of the
latter city however Greek Orthodox still invited the
faithful to the prayers by striking acoustic boards.
It can be certified by Russian pilgrim Archibishop
Anthony of Novgorod"® who visited Constanti-
nople at the beginning of the 13% century. During
the times of the fierce confrontation and schism
between the Eastern and Western Churches, bells
belonged to these obvious differences, which were
understood by Greek Orthodox as a part of Western
Church’s identity and thus they were not used but
dismissed. Here it is worth to remember the above
text of Walahfrid Strabo. It sets out the reasons why
the use of bells reminds the attempts to justify the
use of these instruments. It might be a reaction to
the criticism that could also come from the Eastern
Church. According to J. Burnett, in Constantinople
the spread of bells began only after the Crusaders
captured the city (in 1204) and found the Latin
Empire, which existed almost sixty years. Poor
spread of bells in Byzantium is noticed from the fact
that there were only 62 bells and 300 semantrons in
Constantinople before the Turks occupied it'*!. The
sources of author’s exact statistics are not known but
the ration seems to be rather eloquent. When Turks
conquered Constantinople, it was forbidden to toll
bells and since then in Balkans and Asia Minor
this instrument almost was not used for about 400

years.

At first glance it might seem strange that in Russia,
which took Orthodox baptism from Byzantine, bells
spread more quickly and more widely than in Byz-
antine. The first reference in Russian history, related
to bells, is associated with Polotsk, which later was
owned by Lithuania for about five hundred years.
According to the first Novgorod Chronicle, in
1066, the Polotsk prince Vseslav, having occupied
Novgorod the Great, took the then bells of St. Sophia
Cathedral down and brought them to Polotsk!+2.

Obviously, bells were brought to Russia in not

through “the front doors”, i.e. from Constantinople



to Kiev, but through the “back doors” — most prob-
ably to Novgorod from Scandinavia, where bells
were already known from the first half of the 9" cen-
tury'®. The fact that bells came to Russia from Scan-
dinavia is noticed by the borrowing, established in
Russia, to call the bell konoxon (kolokol), which due
to characteristic pleophonic law in the Russian lan-
guage probably originated from the Scandinavian
prototypes klocka and klokke. Archeological exca-
vations also confirm western origin of bells: during
the period of the Mongol conquest (the middle of
the 13% century) in the destroyed houses of worship,
some bells were found which were the same as their
widespread analogues in Western Europe. Probably
they were brought from there or made by the mas-

ters who came from Western Europe'*.

CONCLUSIONS

1. Inthe first millennium BC and at the beginning
of the first millennium AD, small bells (tintinnabu-
lum) were known and widely used in the Mediterra-
nean region. However, the modern bells cannot be
directly derived from the latter ones. The hypothesis,
that bells emerged gradually as the result of incre-
mental evolution of small bells, is not confirmed by

iconographic and written sources of late antiquity.

2. 'The tintinnabula strain ages, mentioned by
ancient Roman writers, was probably a larger bell, to
the sound of which magical powers were assigned.
During the spread of Christianity, these kind instru-
ments were introduced into the religious Christian
life. We would assume that Celtic bells are the deriv-
atives of the latter bells. Celtic bells cannot be con-
sidered to be the prototypes of modern bells as it is
one of the bell family instruments which existed and

developed in parallel with the early bells.

3. The first prototypes of modern bells in Europe
could appear in about 4-5" centuries AD. They
appeared without direct influence from the Far East
where this instrument existed for a long time and
was widely used. The emergence of European bells
can be traced to the early environment of Chris-
tian monasteries. At first it was one of the instru-
ments indicating the beginning of canonical hours

and assembling the monks for prayer. In antiquity

popular household vessels-craters could serve as a
prototype — they were used to mix water with wine.
In the late antiquity, special bell-shaped metal cra-
ters were named according to the region, in which
they were spread and produced for a long time -
Campania. Vessels of this type might have been used
in early Christian liturgy and during agape when
drinking wine. Later, when emerged bell similar to
the previously mentioned vessels, they also received
the earlier name, which may testify the relationship
between ancient crater and an early bell. Another
indirect testimony, that at the earlier stage of their
development bells could have been used as litur-
gical vessels, is the custom to baptize bells, which
is known from the ancient times. Charlemagne’s
requirement that bells could be tolled only by the
sacred persons remained the treatment of Eucharis-

tic vessels

4. From the 6 century bells and their use were
referred in the written sources. The word campana,
describing not a crater shaped domestic vessel but
a bell type instrument, was used for the first time
at the first half of this century. St. Gregory of Tours
(538-594) for the first time mentioned an instrument
which could be identified with the modern bell. At
the 6™ century, in current Italy, North Africa, France

and maybe Spain, bells were used in monastery life.

5. 'The beginning of bells’ spread among West-
ern Christians is dated in the 7% century. It could
be signifficantly influenced by the Pope’s decision,
which admitted bells as suitable for indicating the
beginning of the canonical hours and allowed them
to be used in parish churches when assembling the
faithful for a prayer. Unfortunately, the fact of the
existance of the Pope’s decision, has not been scien-
tifically proven. During the times of Charlemagne,
bells were already widely used throughout the entire
empire where first legislation regulating the use of
bells appeared. The oldest bells reached us from the

particular times.

6. 'The spread of bells was one of the reasons due
to which belfry towers were built in the middle of
the 8" century. For many centuries these belfry
towers formed a specific architectural expression of

European cities.
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7. Probably up to the 13% century Byzantine
Christians did not use bells. Russia is an exception
as bells were already known there from the middle
of the 11" century. It might have been a result of
close ties between Russia and Scandinavia, where

bells were already used from the 9 century.
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St. Pachomius , was admitted by St. John Climacus. In the
first half of the 7% century he wrote about the spiritual sign
of the trumpet (cum signum spiritualis tubee), cf. Marte-
nus, Edmundus. De antiquis ecclesice ritibus. Tomus IIL
Mediolanus: in @edibus palatinis, 1737 (editio secunda),
p- 15.

71 In the old publications there are some hints about the

possible use of trumpets when gathering the faithful for a
prayer in the British Isles, however their reliability is ques-
tionable, cf. Walcott, op. cit., p. 70; Stokes, Margaret. Early
Christian Architecture in Ireland. London: George Bell and
Sons, 1878, p. 79, footnote No. 1.

72 In Greek such an instrument is called “semantron”
(onuavtpov), xylon (§oAov), in Russian “6mno”, made of
not only wood, but also of metal bar. It is still widely used
in the Orthodox Monasteries, particularly in Greece, the
Balkans or Sinai. The appearance of this instrument is
accompanied by the legend, that it was how Noah gathe-
red the animals to his ark and thus saved them from the
death during the global flood. Tolling of this instrument
reminds the faithful that the Church, like Noah’s ark, can
be a shelter from the flood of sins. Cf. Ashanin, Natalie.
All About Bells. On the Internet: http://www.theologic.
com/oflweb/forkids/bells.htm [accessed on 13 03 2013].
7* Neri, Elisabetta. De campanis fundendis. La produ-
zione di campane nel Medioevo tra fonti scritte ed evi-
denze archeologiche. Milano: Vita e Pensiero, 2006, p. 8.
74 Jocelinus, de Brakelonda. Chronica Jocelini De Brake-
londa: de rebus gestis Samsonis abbatis monasterii Sancti
Edmundi. Londini: Sumptibus Societatis Camdenensi,
1840. p. 78; translation into English : Jocelin of Brakelond:
Chronicle of The Abbey of St. Edmund’s (1173-1202). In:
Fordham University, Medieval History, Selected Sources.
On the Internet: http://www.fordham.edu/halsall/basis/
jocelin.asp [accessed on 02 03 2013].

7> Miniature bells are attached to the censers and litur-
gical fans (Marvahtho, corresponds to ripid used in the
Byzantine Rite), cf. Herrera, op. cit., p. 7, 8.

76 Dowling, Maelruain Kristopher (Ed. and Trans.).
Celtic Missal. The Liturgy and Diverse Services from the
Lorrha (“Stowe”) Missal used by Churches of Ireland, Sco-
tland, Britain, France, Germany, Switzerland, and nort-
hern Italy. Akron (Ohio), 1997, p. 88. On the Internet:
http://celticchristianity.org/library/stowe.pdf. Here are
hints remained, that during the rites, the blessing could
be done doing a cross sign with a bell in a hand, cf. Plum-
mer, Charles. Bethada Ndem Nérenn = lives of Irish Saints.
Vol. II. Oxford: Clarendon press, 1922, p. 27.

77 Warrn, Frederick E. E. The Liturgy and Rituals of the
Celtic Church. Oxford: The Clarendon Press, 1881, p. 92,
94.
78 It would seem to have been customary for a bishop to
receive a staff and a bell at his consecration, cf. The Celtic
Liturgy. In: The Celtic Era. http://www.cushnieent.force9.
co.uk/CelticEra/Nature/nature_liturgy.htm [accessed on
02 07 2013].

7 Coleman, op. cit, p. 52.

80 Bourke, Cormac. The hand-bells of the early Scottish
Church. In: Proceeding of the Society of Antiquaries of Sco-
tland. Vol. 113. Edinburgh: National Museums of Sco-
tland, 1983, p. 465.

81 Lemercier, Claude. La cloche de Saint-Mériadec volée.
In: Ouest-France. 17 mars 2009. On the Internet: http://
www.ouest-france.fr/ofdernmin_-A-Pontivy-la-cloche-
de-Saint-Meriadec-de-Stival-volee_-861562--BKN_actu.
Htm.

82 Allen, John Romilly. Celtic Art in Pagan and Chris-
tian Times. London: Methuen and Co. Ltd. 1912 (Second
edition, revised), p. 197. Most probably the biggest Celtic
type bell is being stored in Bavaria, Ramsach, Kircherl St.
Georg. Jvairiose publikacijose nurodoma, kad varpas yra
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apie 60 cm aukscio, taciau grei¢iausiai $ie duomenys néra
tikslas ir varpas yra mazesnis, cf. Geschmiedete Eisen-
blechglocke des Ramsachkircherls “St. Georg” bei Murnau.
In: Bistum Augsburg. On the Internet: http://www.bistum-
augsburg.de/index.php/bistum/Gottesdienst-und-Litur-
gie/ Amt-fuer-Kirchenmusik/Glocken/Historische-Gloc-
ken/St.-Georg-Ramsach [accessed on 08 06 2013].

8 Bourke, op. cit., p. 464.

Bokemeier, Rolf. Tierglocken aus Kalkriese. On the
Internet: http://www.fan-nds.de/roemer/zumnachlesen/
tierglockenauskalkriese/ [accessed on 12 07 2013].

8 Plummer, op. cit., p. 238, 262.

We will indicate just few cases: a 6cm height bell from
Broch of Burrian (Orkney, Scotland) (cf. Bourke, op. cit.,
p. 464) and 8.3 cm height from Kilmichael Glassary, Sco-
tland can be considered as pectoral bell. This bell also has
a decorative reliquary with a chain, that let to have it on
neck (cf. Wilson, Daniel. The Kilmichael-Glassrie Bell-
shrine. In: Proceedings of the Society of Antiquaries of Sco-
tland. Volume VIII. New Series. Edinburgh, 1885-1886,
p-79).

87 Ibidem, p. 262.

8 It can be an interpretation of lines of St. Maedoc’s bio-
graphy, describing the importance of the bell as a relic, left
after the death of the saint. The following line emphasizes
the bell’s closeness to the saint, indicating the place where
it was kept: “a prayer bell of his fair body, [put] on the
knee, on the breast of the patron saint’, cf. Plummer, op.
cit., p. 238.

8 The oldest iron bells were characterized by the shape,
close to that of vertical cuboid (the bell of St. Gal in St.
Gallen Cathedral in Switzerland, the bell of Bosbury,
Herefordshire, England, which is now kept in London,
Horniman Museum); the frontal wall (one or both) of the
later bell become more and more inclined and the lower
part is much more wider that the top.

% Young, Tim. Evaluation of archaeometallurgical resi-
dues from the N8 FermoyMitchelstown, Gortnahown 2, Co.
Cork, (E2426). In: GeoArch Report. 2009/41, p. 8, 9; 2007:
Early Medieval Handbell Reconstruction. In: GeoArch. On
the Internet: http://www.geoarch.co.uk/experimental/
bell.html.

91 Monumenta Germaniae historica. Edidit aperiendis
fontibus rerum Germanicarum medii aevi. Tomus III:
Epistolae Merowingici et Karolini aevi. Tomus I. Berolini:
apud Weidmannos, 1892, p. 348.

%2 Ibidem, p. 406; Du Cange, et al. Glossarium mediae et
infimae latinitatis. T. 2. Niort: L. Favre, 1883, p. 375.

% Itbecomes clear from the context that a bell served for
the abbot as a govern attribute.

% Patrologice cursus completus. Series latina prior. Tomus
XCVIL: Carolini scriptores qui in Ecclesia latina floruere.
B. Caroli Magni imperatoris Opera omnia. Tomus I: Con-
tinens B. Caroli Magni capitularia et privilegia. Parisiis:
apud J. -P. Migne editorem, 1862, p. 188.

% A Dictionary, op. cit., p. 185, 186.

In the Middle Ages not only the monasteries but also
the Cathedral Chapters, the members of which, as well as
monks, assembled to the common obligatory prayers at
the indicated hours, also lived by the rhythm of canonical
hours.

97 Reifferscheid, August. Anecdota Casinensia; Vratisla-
viae: W. Friedrich, 1872, p. 2.

% The latest explanations of the term’s origin can be
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86

96

found: Ebanista, Carlo. Paolino di Nola e l'introduzione
della campana in Occidente. In: Dal fuoco allaria: tecni-
che, significati e prassi nell'uso delle campane dal Medioevo
alleta moderna / Ed. Fabio Redi, Giovanna Petrella. Ospe-
daletto (Pisa): Pacini, 2007, p. 328, 329.

% Neale, op. cit. p. 93; A Dictionary, op. cit., p. 184.

100" Horatii, Flacci Q. Eclogae cum selectis scholiastarum
veterum. Lipsiae: Sumtibus repetita emendatior, 1822,
p. 358.

101 Ebanista op. cit., p. 328.

102 Tn history there are a number of products called oiko-
nyms. Usually it is due to the localization and distribu-
tion of the production centre. We will mention several
of them: gros de Tours, gros de Naples, pekin, astrakhan,
muslin - ancient fabric names coinciding with the names
of cities (Tour, Naples, Beijing, Astrakhan, Mosul); in
metalworking Damascus Steel, having received its name
from Damascus town.

105 The biggest crater, that remained till nowadays, might
be made also in Campania, by antiquity greek craftsmen
in about 550-500 BC. It was found in the grave of Celtic
princess in Vix, Burgundy (France). The height of the ves-
sel was 164 cm, diameter — 124 cm, capacity — 1100 liters,
weight — 208.6 kg. Nowadays, the crater is being stored at
Musee Archéologique, Chatillion sur-Seine. Cf. Trésor de
Vix - Musée du Pays Chatillonnais. Nos collections. Age du
Fer. On the Internet: http://www.musee-vix.fr/fr/index.
php?page=38 [accessed on 08 04 2013]; Graham, A. J.
Collected Papers on Greek Colonization. Leiden, Boston,
Koln: Brill, 2001, p. 48.

104 From the metal vessels, silver crater, found in the
Hildesheimer’s hoard, is the most famous. It dates back to
the early 1" century AD and today it is kept in National
Museums in Berlin (Staatliche Museen zu Berlin).

105 TJoxposckirt, Huxonait Bacunsesud. [pesnss Cogiii-
ckas pusHuya 6 Hoseopode. Mocksa: Tuniorpadis I. JInuc-
cuepa u JI. Cobko, 1912, c. 48.

106 These both almost similar vessels are being stored
in the Novgorod State United Museum-Reserve. Their
height is 22-21.5 cm, diameter 19-21 cm. Cf. ITokpoBckiii,
op. cit., p. 42-60; The glory of Byzantium. Art and Culture
of the Middle Byzantine Era A. D. 843-1261 / Edited by
H. C. Evansand W. D. Wixom. New York: The Metropoltan
Museum of Art, 1997, p. 293-294; Holy Russia. 27 10 2011-
05 02 2012 [exhibition web site]. On the Internet: http://
www.svyatayarus.ru/data/metal_wood/25_kratir/index.
php?lang=en.

107 Venice St. MarK’s Basilica treasury stores one more
Byzantiun crater type vessel. Which was made in the
9th-11" century, but it's body made of sardonyx, suppose-
dly is older and might reach the antique times and it could
be the cause of the current vessel shape.

108 ‘Walahfrid Strabo. Libellus de exordiis et incrementis
quarundam in observationibus ecclesiasticis rerum / Transla-
tion and liturgical commentary by Alice L. Harting-Correa.
Leiden, New-York, Koln: E. J. Brill, 1996, p. 62.

109 Patrologice cursus completus. Series latina prior. Tomus
CV: Theodulfi Aurelianensis episcopi, Sancti Eigilis abba-
tis Fuldensis, Dungali Reclusi, Ermoldi Nigelli, Symphosii
Amalari presbyteri Metensis. Opera omnia. Tomus unicus.
Parisiis: apud J.-P. Migne editorem, 1864, p. 1201.

110 The evidence of the antiquity of bells’ “baptism” (con-
secration, blessing) ceremonies is testified by the already
mentioned resolution in 789, prohibiting the baptism of
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SACRUM DIMENSIJA:

I.

“clocas” (hand-bells), cf. Patrologize 1862, op. cit., p. 188.
Even older bell’s sanctification ritual remained in the
Pontifical Liber ordinum (cap. LVI), used in the Iberian
peninsula and dating back to the 7 century, cf. Monu-
menta ecclesiae liturgica. Volumen V: Le Liber Ordinum en
usage dans léglise Wisigothique et Mozarabe d’Espagne du
cinquiéme siécle / ed. M. Férotin. Paris: Librairie de Fir-
min-Didot et Cie, 1904), p. 159-161; Heinz, Andreas. Die
Bedeutung der Glocke im Licht des mittelalterlichen Ritus
der Glockenweihe. In: Information, Kommunikation, und
Selbstdarstellung in mittelalterlichen Gemeinden | Heraus-
gegeben von A. Haverkamp. Miinchen: R. Oldenbourg
Wissenschaftsverlag, 1998, S. 43, 44.

1 We will specify only few examples. The capitularies,
which were announced in 801 in Aachen, include: ut
omnes sacerdotes horis competentibus diei et noctis sua-
rum sonent aecclesiarum signa (that all priests would toll
the bells of their churches at required hours of days and
nights), cf.. Patrologiz, 1862, op. cit., p. 219; Northumbria
(Northern England) Law of the Northumbrian Priests, that
was written in about 1000 and there was required, “priest,
at the appointed time ... ring the hours ... sing the hours”
Comparison of canonical hours for chanting and tolling
the bells indicates, that these two duties had to be done by
priest, cf. Thorpe, Benjamin. Ancient Laws and Institutes
of England, comprising the Laws enacted under the Anglo-
Saxon Kings from Ethelbert to Canut. Volume II, London,
Printed under the direction of the Commissioners of the
public records of the kingdom, 1840, p. 98, 297.

112 Walters, Henry Beauchamp. Church bells of England.
London, New York, Toronto and Melbourne: Oxford Uni-
versity Press, 1912, p. 85.

13 This is proved by the 9th century set of Irish apho-
risms, called Triads, cf. Harrington, Christina. Women in
a Celtic Church. Ireland 450-1150. Oxford: Oxford Uni-
versity Press, 2002, p. 117.

14 Coesarius, Arelatensis archiepiscopus [Sanctus].
Régula sanctimonialium. In: Thierry, Augustin. Recits des
temps Mérovingiens précédés de considérations sur Uhistoire
de France. Tome II. Paris: Furne et Ce, 1851 (Quatriéme
édition, revue et corrigée), p. 280.

15" Gonon, Thierry. Les cloches en France au moyen age:
étude a rchéologique et approche historique. These de
Doctorat. Lyon: Universite Lumiere, 2002, p. 68, 69. On
the Internet: theses.univ-lyon2.fr/documents/getpart.
php?id=466&action=pdf .

116 Gregory Bishop of Tours. History of the Franks / Selec-
tions, translated with notes by Ernest Brehaut. New York:
Columbia University Press, 1916, p. 62; Gonon, op. cit.,
p. 68, 69.

17 Florentius, Georgius [Gregorius episcopus Turo-
nensis]. Incipit liber vitae patrum. VIL. Incipit de Sancto
Gregorio episcopo. In: Gregorii Episcopi Turonensis opera
hagiographica. On the Internet: http://profs.lettere.univr.
it/labium/GDTAIPER/indice/opere/testi/vp/VPVIIpm.
htm [accessed on 12 04 2013].

118 Férotin, Marius. Le liber ordinum. In: Monumenta
Ecclesice Liturgica. T. V. Paris: Firmin-Didot et Cie, 1904,
p. 159.

19 Thurston, op. cit., p. 419.

120 Neri, op. cit, p. 3.

121 Beda, Venerabilis [Sanctus]. Venerabilis Bedae opera
quae supersunt omnia, nunc primum in Anglia, ope codi-
cum manuscriptorum editionumgque optimarum. Volumen

IV: Opuscula historica / Edidit J. A. Gilles. Londini:
Veneunt apud Whittaker et socios, 1843, p. 108, 109.

122 Tbidem, p. 374-377.

123 Some authors indicate, that Benedict Biscop brought
the first bells to Britain and reason this statement with
the Bedaces letters, even there is nothing written about
that cf. Westcott, op. cit. On the Internet: https://www.
msu.edu/~carillon/batmbook/chapter2.htm [accessed on
0104 2013].

124 Patrologice cursus completus. Series latina prior. Tomus
CXXVIII: Anastasii abbatis, Sanctae Romanae Ecclesiae
presbyteri et bibliothecarii, opera omnia. Tomus II. Parisiis:
apud Garnier fratres, editores et ].-P. Migne Successores,
1880, p. 1107, 1114.

125 Buildings,sometimes referred to as bell towers, that are
found in the Far East, e.g. Beijing or Xian, are different
from our usual concept of the tower. They are more similar
to the raised platforms with the temples at the top of them,
but not to ordinary belfries.

126 Thurston, op. cit., p. 420.

127 “Eodem enim signo ante Stephanum pontificem per
omnes horas consacratas colligebantur fidelis ad eccle-
siam’, ibidem.

128 Neale, op. cit, p. 91.

129 We assume that without the Pope’s permission or
order bells would not have used in parish churches.
However, there are no enough evidences to link this deci-
sion with the Pope Sabinian. It is not mentioned in the
significant work on papal history Liber Pontificalis (Vitae
Romanorum pontificum) when listing the Pope Sabinian’s
works done, cf. Patrologice, 1880, op. cit. p. 664-672; Baro-
nius also does not mention it in the annals of the Church,
cf. Baronius, Caesar. Annales ecclesiastici. Tomus VIII.
Romae: ex Typographia Vaticana, 1599, p. 195-198.

130 Kovaci¢, Mojca. The Bell and its Symbolic Role in Slo-
venia. In: Tautosakos darbai [Works of Folklore]. T XXXII
/ Edited by R. Zarskiené. Vilnius: Lietuviy literatiiros ir
tautosakos institutas, 2006, p. 106; Burnett, op. cit.

131 Patrologiee 1864, op. cit. p. 1201.

132 Voragine, Jacobus de. The Golden Legend. Readings on
the Saints. Vol. II. Princeton: Princeton University Press,
1993. P. 144, 145.

133 Walahfrid, op. cit., p. 62.

134 Tbidem, p. 63; Duseigne, Vincent [Tchorski]. La cloche
de Saint-Pierre de Belleville. In: Tchorski. Patrimoine reli-
gieux. Lexique des cloches. On the Internet: http://tchorski.
morkitu.org/1/belleville.htm [accessed on 12 05 2013].
For instance, A. L. Harting-Correa translated the phrase
Apud quosdam tabulis, apud nonnullos cornibus horae pro-
debantur as In some communities the hours appeared on
bone tablets, in others in tablets of horn. We assume, that
more commentaries are not necessary.

135 Indicated a wrong Old Testament book, actually it is
Isa 58, 1.

136 Neri, op. cit., p. 4.

137 Ebanista, op. cit., p. 325-353.

138 Thurston, op. cit., p. 420; [Tyxuades, op. cit.; A Dictio-
nary, op. cit. p. 184.

139 Baronius, Caesar. Annales ecclesiastici. Tomus X. Colo-
niae Agrippinae: sumptibus Ioannis Gymnici & Antonij
Hierati, 1609, p. 318. Other authors interpret this fact dif-
ferently; they state that there were 12 bells ,which is hard
to believe, cf. Nowowiejski, op. cit, s. 1252.

140 Burnett, op. cit.
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11 Lukianov, Roman. A Brief History of Russian Bells. In:
Blagovest Bells. On the Internet: http://www.russianbells.
com/history/historyl.html [accessed on 20 02 2013]

42 Burnett, op. cit.

3 Hoszopodckas Ilepeast nemonuce cmapuiezo u mMaao-
wiezo u360008. / Tlop pepaxumeit A. H. Haconosa. Moc-
KBa, Jlenunrpan: Vispatenbctso Axagemun Hayk CCCP,

145 Pre-Mongolian Period bells, that were found in Rus-
sia, were registered and the scientific attributions were
made by A. Bondarenko. The author assigned these
bells to the same types, that were widespread in the then
Western Europe. cf. Boupapenko, Auna ®epopoBHa.
Hcmopust pacnpocmpaneHus K0n0KO0I06 U KONOKOIbHO20
dena 6 cpedresexosoii Pycu 6 XI-XVII sexax. Tuccepra-

1950, c. 17.
Y4 In Scandinavia bells were mentioned for the first time
between 833-841, cf. Arnold, op. cit., p. 110, 111.
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CUM SIGNO CAMPANAE. VARPU ATSIRADIMAS EUROPOJE IR
ANKSTYVO]JI JU SKLAIDA

Reiksminiai ZodZiai: Varpas, varpelis, tintinnabulum, aes, signum, campana, nola, clocca, keltiskas
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Santrauka

Straipsnyje nagrinéjama europieti$ko varpo atsiradimo ir ankstyvosios sklaidos istorija. Bandoma apibrézti kokio
pobudzio instrumentas laikytinas europieti$ku varpu ir trumpai apibadinami jam giminigki instrumentai. Apta-
riama $iuo metu iSplitusi varpy inkrementinés raidos teorija, kuri teigia, kad varpai atsirado i jau neolite ran-
damy keramikiniy bar§kuciy ir nuolatinio tobulinimo budu i$sirutuliojo i $iandien visiems zinomg instrumenta,
vadinamg varpu. Autoriaus nuomone, $iuolaikiniy Europos varpy negalima tiesiogiai kildinti i§ antikiniy varpeliy
(tintinabuly), kurie buvo Zinomi Vidurzemio jaros regione jau pirmajame tiakstantmetyje prie$ Kr. Tokio rysio bu-
vimo nepatvirtina mums Zinomi vélyvosios antikos laiky ikonografiniai bei rasytiniai Saltiniai, ta¢iau galima rasti
panasumy tarp vélyvosios antikos ragytojy minimo aes instrumento ir keltisko tipo rankiniy varpy kurie buvo i$plite
Brity salose nuo V iki XII a., o VIII-IX a. sutinkami kontinentinés Europos vakarinéje dalyje. Taciau keltisky varpy
negalima laikyti $iuolaikiniy varpy prototipais, tai vienas i§ varpy $eimos instrumenty, buvusiy ir kitusiy kaip ir kiti
ankstyvieji varpai.

Pirmieji Siuolaikiniy varpy prototipai Europoje galéjo atsirasti mazdaug IV-V a. po Kr. Jie atsirado be tiesioginés
jtakos 1§ Tolimyjy Ryty, kur $is instrumentas jau seniai egzistavo ir buvo i$plites. Europieti$ky varpy atsiradimas gali
buati siejamas su ankstyvyjy kriks¢ioniy vienuolyny aplinka. I$ pradziy tai buvo vienas i§ instrumenty, kuriais zZymi-
ma kanoniniy valandy pradzia ir vienuoliai sukvie¢iami maldai. Prototipu galéjo buti antikoje populiarts buitiniai
indai - krateriai, skirti mai$yti vandenj su vynu. Specifinés, varpa primenancios formos metaliniai krateriai vélyvo-
joje antikoje buvo vadinami pagal Italijos regiong, kuriame jie buvo nuo seno paplite ir gaminami — Kampanija. Sio
tipo indai buvo naudojami ankstyvyjy kriks¢ioniy susirinkimy, vadinamy agape, metu, geriant vyng, manytina — ir
kai kuriose ankstyvosiose liturgijos formose. Véliau, jau atsiradus i minétus indus panasiems varpams, jiems peréjo
ir senasis lotyniskas indy pavadinimas, tai gali liudyti antikinio kraterio (indo) ir ankstyvojo varpo gimini$kuma.
VI a. varpai i pradedami minéti ragytiniuose Saltiniuose. Sio amZiaus pirmojoje puséje pirma kartg aptinkamas zodis

»campana*, kuriuo apibiidintas jau ne buitinis indas, bet varpo tipo instrumentas. Sv. Grigaliaus Turie¢io (538-594)
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SACRUM DIMENSIJA:

I.

rastuose pirma karta paminétas instrumentas, kuris gali bati tapatinamas su $iuolaikiniu varpu. VI a. varpai buvo
vienuolynuose dabartinéje Italijoje, Siaurés Afrikoje, Pranciizijoje ir, gal biit, Ispanijoje. Varpy i$plitimo tarp Vakary
krik$¢ioniy pradzia laikytinas VII a., kai, gal but, popiezius Sabinianas (?) pripazino juos tinkamais instrumentais
zyméti kanoniniy valandy pradzia ir leido juos jrengti parapinése baznyciose. Karolio Didziojo laikais varpai buvo
jau visuotinai i$plite franky imperijoje. I$ ty laiky mus pasieké ir patys seniausi varpai.

Bizantijos apeigy kriksc¢ionys varpy neturéjo, grei¢iausiai iki pat XIII a. I§imtis buvo Rusia, kurioje jau XI a. viduryje
buvo sutinkami varpai. Tai galéjo salygoti glaudiis Naugardo rysiai su Skandinavija ir Siaurés Vokietija, kuriose var-

pai buvo paplite jau nuo pirmo tikstantmecio pabaigos.

Gauta 2013-06-20
Parengta sapudai 2013-08-15
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SHAPED BY FIRE: HOW PHOTOGRAPHERS GAIN ACCESS TO
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INTRODUCTION

Shaped by Fire: How photographers gain access to
steel mills is part of a larger project, “Molten Light:
The Intertwined History of Steel and Photography.”
This research contributes to an understanding of
how the art of photographers over more than 150
years and across continents can be brought toget-
her to illuminate the complex interrelationships of
steel-and more broadly, industry-and humankind.
They tell, in a unique, symbolic way, a saga of the
mid-nineteenth century through the start of the

twenty-first century.

The history of photography and the making of
modern steel have been interwoven since both were
invented in the mid-19" century. Photographing
the steel industry has always presented both tech-
nical and aesthetic challenges. Yet no obstacle has
been more daunting than access. Mere fascination
with industrial architecture, the dramatic processes
of moving from raw iron ore to finished steel, or the
many tasks performed by steelworkers doesn’t esta-
blish a right to take pictures of mills. Photographers
first need to get inside. Where mills are government-
owned, access may necessitate political or govern-
ment connections. A corporation or its advertising
agency may retain a photographer or photographers
pull strings to gain entry, talk their way in, or sneak
in surreptitiously. Without access, photographers
can take pictures only from beyond the perimeter,

and even that kind of access may be contested.

ETHICS, LAW, AND ACCESS

Legal and ethical concepts and explicit laws and
professional standards overlap but are not identi-
cal. It may be lawful for paparazzi to stand on an
elevated place, such as a hill in a park, and photo-
graph celebrities” sexual activities occurring behind
a fence in a nearby private yard, yet that creates ethi-
cal questions. On the other hand, it may be ethical
to photograph leaking drums of toxic chemicals on
the grounds of an abandoned steel mill—thus dis-
closing public health hazards—but illegal to climb
over a wall onto private property to make those

photos.

Trespassing and privacy statutes and professional
ethics codes vary widely from nation to nation, a
fact that is particularly relevant for this study invol-
ving photographers from many countries who wor-
ked in many more countries. Two factors are time
and occupation. Because statutes and ethics codes
may be amended or revised, photographers in 2013
may face different legal constraints and professional
standards than they would have faced ten, twenty,
fifty, or one hundred years earlier, even in the same

country.

In addition, many ethics codes are silent on the
question of access to private property, although
some encourage respect in general terms for pri-
vacy. Another major consideration is that codes are

merely guidelines without force of law.

Most published research relevant to photographers’



access to property examines visual journalists
access to public, not private property. There are two
principal reasons: In the United States, the consti-
tutional guarantee of press freedom imposes obli-
gations on governments, not on private individuals
and businesses, including landowners. Also, crimi-
nal and civil trespass laws are likelier to be enforced
for intrusion on private rather than public property

(Bossen, Freedman, and Mianecki).

By obeying the law, the absence of access may
severely impair what photographers can do. In
explaining restrictions he accepted in exchange for
consent to work at a mill in Pennsylvania, American
Tom Baril said that a minder limited where he could
go in the facility: “So I got, the few pictures I did get,
you know I'm happy with.... There’s still access to
the old part of the mill. But there’s a chain link fence

around it. I guess you could shoot over it” (Baril).

Without permission, a photographer may violate
trespassing or breaking-and-entering laws at risk of
arrest and prosecution. That is what American Mark
Perrott did after being refused access to a Jones &
Laughlin mill. Thus he rejected Baril’s alternative of

shooting over a fence:

I had known from walking around that if you
go past the mill, there’s a cyclone fence with
barbed wire. But there was a three-foot hole.
I didn't cut it, but there’s a hole in the bush-
es. I mean, I knew about the hole. And you
could go in. And if you went in and it was
dark, you could get to a little shed that was
like a trainman’s shed, where you could stage
your gear. And from there, you could work
within the plant and literally be unseen, ex-

cept for the most critical observer (Perrott).

Photographers facing such situations may make
subjective decisions on balancing legal constraints
against ethics imperatives. What circumstances jus-
tify committing a criminal act by entering corpo-
rate property without permission? Should it matter
whether the violator photographs identifiable people
or only physical objects? Is art a valid rationale for
breaking the law? What about a wish to illuminate

environmental contamination that may threaten

public health or to reveal inhumane, exploitive, or
perilous job conditions? Even when the answer is
yes, would a judge or jury in a criminal case or civil
suit accept a necessity defense (“And Forgive Them

Their Trespasses”)?

PRIOR RESEARCH AND RESEARCH QUESTION

The relationship between photography and indus-
try has been examined by others, but not in the
context of access. These studies include extensive
volumes devoted to a single company —such as
Pictures of Krupp: Photography and History in the
Industrial Age edited by Klaus Tenfelde (2005)—or
in a broader context, as in Industry and the Photo-
graphic Image, edited by E. Jack Hurley (1980) and
From Icon to Irony: German and American Industrial
Photography by Kim Sichel (1995). It has also been
explored in books that deal with specific aspects
of a photographer’s work. For example, the chap-
ter “Steel” in Luke Swank: Modernist Photographer
by Howard Bossen (2005) explores Swank’s photo-
graphs of steel mills and steel mill workers in the
1930s. Steel & Real Estate: Margaret Bourke- White
and Corporate Culture in Cleveland 1927-1929 with
an essay by Geraldine Wojno Kiefer (2000) and
Margaret Bourke-White: The Photography of Design
1927-1936 by Stephen Bennett Phillips (2003) both
provide commentary on how Bourke-White appro-
ached photographing steel sites. In his book Steel
(1981), photographer David Plowden intersperses
his photographs with a discussion of steelmaking
from iron ore through “The Making and Shaping of
Steel” Photographer Michael Schultz has explored
the steel industry through his books Foundry Work:
A View of the Industry (2008) and Foundry Work
Volume Two: A Global View of the Industry (2011).
The relationship between photography and steel has
also been explored through portraiture. For exam-
ple, see Yousuf Karsh: Industrial Images (2007) with
essays by Cassandra Getty and Jerry Fielder and
Portraits in Steel (1993) with photographs by Milton
Rogovin and interviews by Michael Frisch.

When access became too difficult, Baril gave up,
endinghis project prematurely. Perrott circumvented

denial of access by crawling through a hole in a fence.
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The research question, then, is how have other pho-

tographers solved this problem?

METHODOLOGY

Based on extended face-to-face interviews and
archival documents, as well as biographies, corres-
pondence, and memoirs, this study delves into how
photographers achieved access to steel mills in Asia,

Europe, and North America.!

DISCUSSION: HOW PHOTOGRAPHERS TACKLE
ACCESS TO STEEL MILLS

Photographers cannot merely walk into an active
or abandoned steel mill with a camera. Some are
company employees, some are guests of manage-
ment, and some are trespassers. They always must
be inventive. Access accounts disclose much about
themselves and the locales they photographed. Sev-
eral described their working methods once inside a
mill. Some also discussed their relationships with
minders who accompanied them, and some talked
about safety in such dramatic, challenging, and

frequently dangerous situations.

Documentary and aesthetic aims, combined with
the type of access and cooperation granted by a site
owner, greatly influence the images photographers
make. How freely they can move around a mill or
how minders restrict an image-maker’s movements

dramatically affects the images’ content and form.

Photography of steel mills started around the same
time that modern steel making became possible
through invention of the Bessemer converter (fur-
nace) in 1855. Photographers have actively engaged
this subject ever since. Alfred Krupp, the legendary
German industrialist, took on Hugo van Werden as

the company’s first full-time photographer in 1854

(von Dewitz 41-66). Van Werden received access

because of his employee status.

Many, even most, photographs of mills were made
under such an arrangement. They were intended to
document the company’s work; aesthetic, artistic,
cultural, and social aspects were secondary, if pres-
ent at all. Molten Light focuses on photographers
who wed artistic vision to industrial content. With
rare exceptions, those included in Molten Light were
not company employees; rather, they were indepen-

dent documentary photographers and artists.

The stunning character of van Werden’s early pho-
tographs and his decades-long relationship with
Krupp are even more fascinating because—as an
employee—he was tasked with interpreting Krupp’s
business vision, not his own artistic vision. Van
Werden’s task was to document Krupp’s rapidly grow-
ing company. To document the plant’s expansion,
van Werden began making periodic panoramas of
the Kruppsche Gufistahlfabrik in 1861. These pano-
ramas started modestly and became monumental.
The first from 1861 has three panels; the 1867 one,
with eleven panels, encompasses the broadest view
of the expanding plant. The 1864 panorama was the

most conceptually ambitious (von Dewitz).

Van Werden used the slow, cumbersome wet col-
lodion process.? He planned camera positions and
calculated how much to move the camera to create
the next panel. Although a master technician who
created extraordinary photographs, he received
instructions directly from Krupp and created images
to serve the company’s business needs as determined
by its head. Krupp decided which elements of his
operation to feature (Fig. 1). Placement of carriage
wheels, cannons, trains, and people all needed to be
considered. Then, a cast of hundreds was assembled,

placed properly, and ordered to hold their positions

Fig. 1. Hugo van Werden, German, 8-panel panorama, Kruppsche GufSstahlfabrik (Krupp Cast Steel Works), 1864,
Albumen prints. Courtesy of Historische Archiv Krupp, Essen, Germany



while van Werden made each exposure. His 1864
panorama encapsulates the Krupp enterprise and
provides a metaphor for the emerging modern steel
industry—labor, transportation, and war are all
represented. The completed piece has eight panels;
panels three, four, and five incorporate more than
150 employees. Although posed, they were cho-
reographed to look as if they were working. Thus
workers became human props to show the intensive
manpower the early industrial age required, as well

as to showcase the size of the Krupp operation.

As technology evolved, photographic materials
became more light-sensitive and lenses became
faster, making possible interior scenes of workers
and the processes they used. By the late 1890s,
industrial photography was common practice; by
the early 20t century, steel was being photographed
in all regions of the industrialized world. When
steelmaking started to contract in the West in the
last third of the 20* century—and as it moved east
to Asia and south to Latin America—photographers
followed.

While possible approaches to photographing steel
have expanded greatly since the mid-1800s and pro-
cesses of steelmaking have metamorphosed from a
system that required ever-more workers to today’s
computerized mills that need only a few highly
skilled workers, one thing has not changed: Photo-
graphy “by its nature...requires direct observation,”
and photojournalists and other photographers
“must be physically present” and can’t “construct

their reports from second-hand sources (Kim).

Margaret Bourke-White, the pioneering American
industrial photographer and photojournalist, solved
the access question for the first mill she wanted to
photograph through a direct request to a company
owner sympathetic to the needs of a charming
young photographer. By comparison, she received
access for three trips to Soviet Russia through direct

government intervention.

Bourke-White described getting access to Otis Steel
in Ohio in 1928, before she became renowned—even
before she had ever made an industrial photograph.
In an unpublished 1933 draft of an autobiography,
she wrote about what she learned in the process and

how pictures made during those five months were

critical to jump-starting her career:

The thing I wanted to do most in the world
was to take the first successful steel photo-
graphs. I managed to get introduced to the
President of a Cleveland [Ohio] steel mill. He
had admired my photographs of flower gar-
dens, but he was skeptical about my finding
anything artistic in his mill. All I wanted was
a chance to try. He gave me permission and
fortunately for me went off to Europe. That
was splendid because it gave me the chance to
make the most exhaustive experiments. The
executives at the plant thought I would go
down there one night and make a few snap-

shots. I went every night for a whole winter.

After months of failure I learned the things
I wanted to learn about the difficult factory
lighting. It was the best education I could have
had. After half a year I had twelve pictures. I
had thrown away five hundred negatives for
every picture I kept (Bourke-White Folder:
Biographical Material).

Bourke-White’s mill photographs won notice from
American magazine publisher Henry Luce, who in
1929 offered her a position as a photographer for
his about-to-be-launched Fortune. Her first major
photo-essay, about a hog-processing plant, appeared
there. When Luce launched Life Magazine in 1936,
her dramatic photograph of the Fort Peck Dam

graced its cover.

Her visits to Russia (1930, 1932, and 1933) visu-
ally documented its rapid industrialization under
Joseph Stalin. It is one thing to ask a mill owner
in your own city for consent; it is quite another to
arrange access halfway around the world in a nation
not known for liberal views about communication.
While working mostly on still photographs, she
also developed a movie script and shot footage for
a never-completed documentary. An unpublished
film treatment describes a dramatic scene she plans
to shoot and then makes a remark that is as reveal-

ing about politics as it is about her ideas regarding

*

99

11

VIdVA



100

VARTA

11

H

the importance of her work as a photographer and

filmmaker:

(Shots structural work, showing more Mag-
neto-Gersk—sounds of riveting—flash of
Russian men working—flash of women wor-
kers—flash of scaffolding—back to me and
gas oft-take pipe.)

I went to take blast furnace views from
above...climb up three sets of ladders...still
not high enough...climb up inside of gas off-
take pipe...can just get traction with feet...
emerge at top... sit on edge...difficulties get-
ting balanced on slope... begin taking pic-
tures...workers begin hammering on pipe...
pipe shakes violently but I hang on. At last get
picture...make my way down inside pipe...
down three sets of ladders...reach ground,
call out “Hey you”...Soviet hammerers look

up shocked and begin to babble in Russian.

MBW: “I guess God is not only with the
Bolsheviks but also with industrial photogra-
phers” (Bourke-White Folder: Eyes on Russia
and Red Republic).

This film treatment makes it clear that she resolved
the access issue; if she hadn’t, she couldn’t have shot
the kind of scene she describes. Another typescript
in her archive discusses why she wanted to go to
Russia, a country that Western photographers had
found impossible to get into since the Bolshevik

Revolution:

I went to Russia because here was a country
doing the most exciting things in the world.
Here was a country just beginning to build,
just learning how to run factories, and I want-
ed to watch it happen. And more than that
here was a country that felt as I did about in-
dustry. Here were a people who thought about
dynamos as beautiful, who loved the rush of
molten metal in a steel mill just because it was
a magnificent spectacle. Who believed as I do
that the artist of today will find a real and li-
ving beauty in machines because this is a ma-
chine age (Bourke-White Folder: NBC).

This typescript underscores why she wanted to work
there and how passionate she was about the beauty
found in industrial subjects. Another typescript dis-
cusses her initial frustration with the process of get-
ting into Russia and then—as an official guest—her
unprecedented access to industrial sites throughout

the country:

I felt that in Russia was a unique opportunity
to record an industrial sequence, an opportu-
nity that had never come before in the history
of the world... I got to Berlin and here I met
a difficulty. For some time I thought I would
not be able to get in at all. I had to wait five
weeks for my visa.... Perhaps the Soviet Offi-
cials did not know exactly what an industrial
photographer could be. I thought I would not
be allowed to enter when suddenly I got my

visa and in I went.

I was in Moscow only two days before I was
made a guest of the Government. ... It just
happened that I was doing something that
they wanted to have done—I was making pic-
tures of industry and they believed, as I do,
that industry holds important artistic materi-
al and they were glad to have me take pictures
of their Five-Year Plan. I was given the most
official papers with red seals, purple stamps
and red ink signatures commanding Soviet
citizens to help me in my work. ... But I used
my papers in all sorts of unofficial ways. If we
went to a town where there was a food short-
age my interpreter took me immediately to
the office of the Chief of Police, displayed
my papers with many gestures, we would go
marching down the streets with a squad of
red soldiers on each side of us straight for the
food shops and if there was half-a-pound of
sugar in that town, I got it (Bourke-White
Folder: Russia).

Bourke-White could not have made her Russian
photographs without full official cooperation. She
shot still photographs with a view camera on a tri-

pod and, at times, got very close to her subjects, as



evident in her photograph Iron Puddler, made at the
Red October Rolling Mill in Stalingrad.

In contrast, Peter Nyblom, a Swedish steelworker-
turned-photographer, was considerably more con-
strained in access to the mill that employed him. He
and journalist and industrial historian Jan af Gei-
jerstam produced a book, Mitt i virlden, mitt i tiden
(In the Middle of the World, in the Middle of Time)
(af Geijerstam and Nyblom), about the mill’s closing,
dismantlement, and relocation to India for reassem-
bly into an operating mill. Nyblom remarked that
although he was employed there, permission was
necessary to photograph. Management often prohi-
bited access to parts of the mill but let him set up a
small studio where he took portraits of workers (Fig.
2). When Nyblom and af Geijerstam went to India,
they found access easier than in Sweden. Asked
about their reception in Bangalore, af Geijerstam

responded:

We were really welcome, both by the owner
and by the trade union at the company. I think
the main difficulty, ... was to get in contact or
get to know anything of the unorganized tem-
porary workers and the women at the work
site, because those groups of the mills were
kind of never seen. Nonexistent, really, ...the
women, they were working, but we never got
any chance to speak to them. And we needed

an interpreter, of course.

Although they were never allowed to speak to wor-
kers Nyblom could photograph the process of steel-
making, as well as make many portraits, including a
hauntingly beautiful one of a female worker in the
mill clothed in traditional dress (Fig. 3). This por-
trait in Mitt i virlden, mitt i tiden is opposite a short
section titled “The slag mountain” Here af Geijers-

tam describes some of the women’s work:

Up by the oven several workers began to burn
holes for the tapping with an oxygen lance.
The women stood still for an instant. They
then began to work again. It was not the tap-
ping they waited for. One of them had just

gone to fetch a new pickax.

Two women carried and three shoveled. One

Fig. 2. Peter Nyblom, Swedish, b. Finland, Roger
Bickstrom, help-smelter in the electric arc
furnace, Fagersta, Sweden, 1985. Gelatin silver print.
Courtesy of the photographer

man sat the whole time on the tractor and
waited for them to finish. The tapping began.
It spattered and emitted sparks when the ste-
el ran down the chamber. The women moved

aside a bit.

Farther into the steel mill, at the strand-cast-
ing machine, another group of women wor-
ked, they also had a male supervisor. They
chopped and carried off an enormous slag
mountain that was constantly replenished
with new layers of burning hot slag (af Gei-

jerstam and Nyblom).

Other images show workers, many of them women,
picking through piles of scrap without any protec-
tive clothing. Nyblom’s images and af Geijerstam’s
words reveal—from a Western perspective—how
little regard management had for a safe working
environment. They also demonstrate that it is at
times not in the company’s interest to grant access

to independent photographers and writers.

Gaining access can be most difficult in a country
much less open than the United States or Western
Europe, as Bourke-White learned in the 1930s.
While the world has changed dramatically from
when she visited Russia, figuring out how to gain

access remains challenging. The difficulty of getting
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Fig. 3. Peter Nyblom, Swedish, b. Finland, The Slag Mountain,

the photographer

in and being allowed to work unfettered can be
magnified if the company is state-owned like Bao
Steel. Noah Weinzweig, Canadian photographer
Edward Burtynsky’s assistant in China detailed
how he and Burtynsky secured entry there, a story
involving ingenuity and extensive cooperation from
the Canadian government.® The story illustrates how
the work of an important artist can be used as a tool
of diplomacy. And it demonstrates how permission
granted from a desire to be diplomatic can also be
used as a shield to shift responsibility if something

goes wrong. Weinzweig said:

Bao is owned by the government, so we had
to go through foreign affairs, in Shanghai. ...
[E]arly on, I realized that I needed political
weight behind this project. .... So I went to the
Canadian embassy here. And this was the best
thing . . . I did for our project. I said, “Listen.”
I brought in a couple of Ed’s books . . . and I
said, “My name’s Noah. I'm working for this

very famous artist in Canada.... We're having

1993, Bhoruka, India. Gelatin silver print. Courtesy of

a lot of difficulty getting into these places. ...
[I]s there anything you could do?”

There’s this guy...who...was the head of cul-
tural affairs at the time. He was magnificent.
... And he said, “This is what we’re going to
do. Were going to write you a letter. We're
going to introduce Ed. We're going to send
it to the foreign ministry. Were going to let
them know about it... In China, you know,
everyone liked me, they liked the idea; they
liked Ed’s work. They wanted to help. I mean,
when I say everyone, I mean managers of big
factories and owners and the steel mills and
whoever. But it’s a responsibility issue. Ulti-
mately, if we go in there and shoot photograp-
hs and something goes wrong—whether dur-
ing the photography or afterwards, political-
ly—who’s going to take responsibility? With a
letter from the government of Canada, it’s the
ultimate scapegoat for everyone, because they
can just point the blame and say, “You know

what? The government of Canada said this



guy is a great artist and . . . a national treasure
of Canada”” So they can just point the blame
somewhere else.... It’s perfect. Once I learned
about abdication of responsibility, I figured

out how to work the landscape.*

While Weinzweig had solved the problem of getting
in, working in China did not always go smoothly. A
scene in Manufactured Landscapes, the award-win-
ning 2007 documentary film by Jennifer Baichwal,
shows Weinzweig in a heated discussion with Bao
Steel officials, one of the companies Burtynsky plan-

ned to photograph.’

The officials tell Weinzweig and Burtynsky that
photography is not allowed and that the person who
gave permission lacked authority to do so. Wein-
zweig eventually persuades the minders to take them
to the site—high ground overlooking mountains of
coal used in Bao’s mills. The minders either lack the
imagination to visualize the image Burtynsky plan-
ned to make or, perhaps, understand that no matter
how beautiful the resulting image is, it still raises
uncomfortable questions about environmental pro-
blems surrounding steel production. Thus through
a bit of subterfuge, Burtynsky can make his power-
ful photographs that draw visual parallels between

the created and manufactured landscape.®

Gilles Perrin of France, who photographed Chinese
industry in 1999 and 2000, had experiences simi-
lar to the bureaucratic problems that Weinzweig
and Burtynsky faced. At the suggestion of a Chi-
nese photographer in 1999, Shanghai Municipality

officials invited Perrin and other foreigners to pho-
tograph the city. Perrin, who works closely with his
wife Nicole Ewenczyk, is noted for his humanistic
portraits, studies of ceremonial life in Africa, and
images of farming, fishing, and heavy industry
(Fig. 4). For almost twenty-five years they have been
on a global odyssey studying how people live and
work. They are concerned with making an artistic
and ethnographic record of ways of life before those
ways are altered by the pressures of the modern
world and are fascinated by those who are shap-
ing the post-industrial world. Perrin, who studied
mechanical engineering when young, also studied
lighting and had worked in the film industry, asked
to photograph steel mills. Ewenczyk recalled their

work in China:

As Gilles asked to photograph a steel facto-
ry, they arranged the meeting at the mill and
we were left alone in the factory so we could
go everywhere, photograph what we wanted.
It was quite dangerous. Fortunately Gilles
knows how those factories work and he knew

what to photograph.

Each day, during [the course of] a week, the
film was developed by the team; we had con-
tact sheets and negatives back the following
day. [The officials] never said anything about
the pictures. They printed a book and a few of

Gilles’ images were chosen (Ewenczyk).

While Perrin and Ewenczyk had freedom during
their 1999 visit to photograph what they wanted,

Fig. 4. Gilles Perrin, French, Converters, Shou Gang steel factory, Beijing, China, 2000, Gelatin silver print.
Courtesy of the photographer
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the situation differed greatly in 2000, according to
Ewenczyk:

It was much more difficult as we had to face
people who knew nothing about photogra-
phy in their team, we had to face their stu-
pid bureaucracy. They just wanted images of
touristic propaganda and would not listen to
our suggestions....It was quite surprising to
us that we could have access to the steel mill
[because] when we asked to go to a farm, they
answered “all pigs are illI” or “all cows are ill,

no one can go to any farm.”

The [Chinese] team was ... confused between
political propaganda and visual communica-
tion. As we argued daily, we decided to keep
the best images for us and gave them our se-
cond choice. [This turned out to be] a good
idea as we discovered later they wanted to
boycott us. We thought we would be sad not
to have any image published, but on the con-
trary we were really happy because the book

printed was of bad quality...

Despite the problems in 2000 they were free to exhi-
bit and publish the work outside of China. Perrin’s
panoramic image of the interior of a steel mill illus-
trates his understanding of dramatic, cinematic
lighting. It also reveals the hot, almost Dantesque,

quality of a steel mill interior.

American Michael Schultz has worked for many
years on a large-scale study of steel mills and foun-
dries (Fig. 5). His work has taken him all over the
United States, throughout Europe, and to China.
Unlike most other photographers interviewed for
this study, Schultz had to solve access problems
on a rolling, continuing basis. He needed to deter-
mine how permission to work in one mill or foun-
dry could facilitate getting into the next one. Asked
what it takes to arrange to gain entry, he talked
about trust and respect for a company’s proprie-

tary secrets.

Well, I think that what it takes is the compa-
nies must have some sense of trust. If I had
one word, itd be trust. They've gotta know

that youre coming in not to take away from

Fig. 5. Michael Schultz, American, Cutter, AmeriCast Technologies, Amite Foundry & Machine, 2007, Digital
print. Courtesy of the photographer, from Foundry Work, Vol. 2, A Global View of the Industry



Fig. 6. Uwe Niggemeier, German, Braddock, Pensylvania, 2007, Analog film, Digital ink jet print. Courtesy of the
photographer

them, and by that I mean secrets, proprieta-
ry secrets of how the castings are made. And
they’ve gotta have a sense that you're going to
honor your word, that youre not gonna pu-
blish your work without their permission. If
you can gain that trust, you can gain access
(Schultz).

Schultz became a specialist with a deep understand-
ing of processes used in steelmaking and foundry
work. His industry knowledge, combined with
artistic talent, opened doors to what he described as
a “hidden industry” It was a pattern of one person
leading to another, and of friends, colleagues, and
even competitors embracing his artistic vision for

the industry:

[You get] to know one person who knows
another person, because the foundryindustry’s
very tight, CEOs and presidents and foundry
managers know all the other foundries in the
area or in their particular sector of castings,
they know them, sometimes globally. So you
demonstrate that you're trustworthy and they
like work that you do, you can sometimes
use them as a reference. Not always a direct
reference, but you can reference that you've
worked in that foundry and the next person

down the line will know, “Okay, if so-and-so

let you in, then you’re probably a pretty good
Joe, we'll let you in” So that’s how we worked,

we worked on trust (Schultz).

German Uwe Niggemeier has devoted himself to the
photography of steel, has worked in many countries

and described the access process:

It’s trial and error. You write a letter and then
you call later, and you always are lucky to get
the right person. If you get the wrong one,
that’s the end of it. ... The larger the mill is,
the larger the company, the more difficult it is
because more people are involved in the de-
cision. And with a small company, you often
have got a boss or a kind of family run busi-
ness and they say, “Okay, come in. I like the
idea” (Niggemeier).

At one point, he and Schultz made an industrial
photographic odyssey together. While Niggemeier
managed to get into mills across the world, he found
United States Steel (U. S. Steel) less than hospitable.
Local police met him at its Clairton, Pennsylvania,
plant (Fig. 6). Their intention through intimidation

was to prevent him from making photographs.

They have a horrible attitude to everything
that was pictures from outside. We were re-
ally hunted by them. Well, they had no right,
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Fig. 7. Uwe Niggemeier, German, Braddock, Pensylvania, 2007, Analog film, Digital ink jet print. Courtesy of the
photographer

Fig. 8. Mark Perrott, American, Eliza, Fallen Furnace, 1981, Selenium toned gelatin silver print. Courtesy of the
photographer




but we were in Clairton. There was a nice row
of old houses, all closed down. Must've been
four, six bars. Everything’s closed down. And
in the back, the mill is still running. And they
came out first with their security guard. And
we told them, “You have no right to hassle us.
We are on public ground here. And they said,
“Okay, show us your ID”” ... And then a police
car showed up; showed ID. Another police car
showed up. In the end, we were sitting there in
the middle with three police cars around us.
And then we traveled on to Braddock, where
the other active mill is, and they were already
waiting for us there (Fig. 7). We went to the
backside on a public road, took a picture from
the backside into the mill, and immediately
they were there. They came high speed down
the road and told us, “You've been warned be-
fore” We told them, “You don’t have to warn
us, we are on public ground” And they said,

“Well, just wait a minute”

(...) I have experienced things like this in Po-
land, where they are very strict about indus-
trial photography. You are not allowed to do

anything, even from public roads.

(...) Other mills are just—Especially [Arcelor]
Mittal, the company is very open. Though you
should expect coming from India that they
are, in some way, behind in public relations

(Niggemeier).

Steel companies make decisions they believe are
in their best interests. While U.S. Steel took a hard
line by excluding Niggemeier, Perrott trespassed to
photograph its Eliza Works plant in Pittsburgh in
the early 1980s. Perrott, who learned of plans to
close the plant, believed it should be documented
before dismantlement. It was a time of great con-
traction in the American steel industry as mills
closed across the country and throughout Europe.
Steel’s golden age had ended in the West, and Per-
rott wanted to preserve the sad remnants of the
industry through a poetic documentary study.

His 1981 Fallen Furnace poetically symbolizes the

end of Big Steel in the United States and Western
Europe’ (Fig. 8).

Previously he had photographed in several Jones &
Laughlin plants and wrote to company President
Tom Graham. He recalled that letter:

“Dear Mr. Graham, I think this is a moment
in history that can’t be missed. ... 'm asking
permission to go in and make photographs
at my expense. And I'd be happy to sign any
waivers of liability that might appease your
law department” Sent that letter thinking,
that’s my first step, just ask. Will you let me
in? Ten days later I got a letter back from pub-
lic relations saying, essentially, go to hell. ...
Having been inside those places and unders-
tanding those places, I knew everything they
were going to say. ...We're just not going to be

part of that in any way whatsoever (Perrott).

Perrott broke the law rather than scuttling the pro-

ject.

U.S. owners primarily controlled access, whether
their mill or foundry was small and family-owned
or belonged to a huge multi-national conglomerate.
In some instances it was different in Europe where

powerful trade unions could demand entry for

Fig. 9. Bernard Bay, Belgian, Fondeur au
haut-fourneau d’Ougrée, Cockerill-Sambre,
Liége, Belgique, 1983, Gelatin silver print. Courtesy of the
photographer
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people they wanted inside. Bernard Bay of Belgium
made his photographs at the request of a union
and received great freedom to make the pictures
he wanted. His haunting portrait of a steelworker
wearing goggles and protective clothing was made
in 1983 (Fig. 9).

Bay described that freedom and the collaborative
process of working with the union, not with the

company:

When I go out of the school, some people
there had already seen my pictures, so they
asked me to do pictures in this factory. But
they let me do what I would like to do. They
don't tell me you have to take pictures of the
machines, pictures of the man who works
with the machine, like this, like this. No, I was
free. And then we made a choice together, in-
side my pictures.... And we discussed. And if
I say, “This is better; I prefer this one,” it was
okay like this (Bay).

Asked whether management objected to his pre-

sence, he replied:

It was very, very easy at that time, because I
took pictures where no photographers were
welcome at that time. Because they were clo-
sing some places, so they don’t want to have a
photographer to take pictures, even if it’s not
controversial photography, it was documen-
tary. But I must say the left unions are very
powerful inside the steel industry in Belgium.
So I had not to ask the director to go in some-

times (Bay).

CONCLUSION

The industry dramatically changed as Western mills
shut down; hundreds of thousands of jobs disap-
peared, devastating communities. Photographers
who had been attracted to the drama and power of
the industry as industrialization created the modern
world began turning their lenses on issues of dein-
dustrialization, industrial pollution, and the dis-
memberment of mills in the West and their resur-

rection in countries such as India and Brazil. Since

van Werden made his panoramas of the Krupp
works at the dawn of the industrial age, photogra-
phers have been fascinated by the documentary and
artistic possibilities of steel mills. Although coming
from many countries and working across more than
a century and a half, their stories about gaining
access are remarkably similar in many ways. They
relate—and maybe exaggerate—how they got inside
to create powerful and moving photographs. They
also disclose a deep love and fascination with steel as
a material, steelmaking as a process, and steelwork-
ers as multi-dimensional people who helped build
the modern world. They describe not just how they
got in, but also how the specific type of access influ-
enced the images they could make and the technical
problems they confronted. Photographing in mills
was not merely a job. Rather, it was a labor of love
and artistry driven by a passion to reveal what steel

meant to them and to society.

In pursuing their mission, photographers learned
that the ability to make steel photographs leaves
them almost always reliant on corporate or govern-
ment cooperation. They learned that entry does not
guarantee freedom to take pictures of whatever they
want, wherever they desire in the industrial land-

scape.

The first obstacle has always been “how do I get in
and how can I find the pictures I want to create?”
That became ever more onerous in the aftermath of
the terror attacks of 11 September 2001 that made
companies and governments warier about allowing
access to industrial workplaces and, often, more
suspicious of the motives of those requesting access.
In addition, society expresses expanding concern
about privacy—of individuals and, on a business
level, of proprietary information—around the globe
in an era when technology makes intrusion increas-

ingly easy.
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Notes

! More than 30 professionals were interviewed from

12 countries for this project. Photographers from these
countries mentioned access issues: Belgium, Canada,
China, the Czech Republic, France, Germany, Hungary,
the Netherlands, Sweden, Switzerland, the United King-
dom, and the United States. Sometimes the access issue
related to working in a country other than their own; for
example, a Swedish photographer talked about access to
mills in India, and a Canadian photographer discussed
working in China.

2 In the collodion process, the photographer had to
coat the glass plate with light-sensitive material, make the
exposure, and then process that glass plate while the col-
lodion was still wet before moving on to the creation of
the next photograph.

*  Edward Burtynsky’s China photographs can be viewed
on his website http://www.edwardburtynsky.com.

4 Ibid.

> For more information on Manufactured Landscapes,
see the website of Zeitgeist Films at http://www.zeitgeist-
films.com/film.php?directoryname=manufacturedlandsc
apes.

6 See Bao Steel #7, 2005, Bao Steel #8, 2005, and Bao
Steel #9, 2005, in the China portfolio on Burtynsky’s web
site http://www.edwardburtynsky.com.

7 Fallen Furnace at www.markperrott.com/modern/
gallery.html?eliza. Select Modern Ruins and then Eliza.
Mark Perrott (photography), John R. Lane (introduction),
Eliza: Remembering a Pittsburgh Steel Mill, Howell Press,
Inc., Pittsburgh, PA, 1990.
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UZGRUDINTI UGNIMI: KAIP FOTOGRAFAI SKINASI KELIA ] PLIENO
GAMYKLAS.

Reik$miniai ZodZiai: fotografija, plieno gamyba, etika, teisé, leidimas

Santrauka

Norédami fotografuoti metalurgija, plieno liejyklos darbininkus ar apleisty plieno gamykly bukle, fotografai privalo
gauti leidimg, i§duodama valstybiniy jstaigy, valstybés tarnautojy, jmoniy arba profesiniy sgjungy. Taciau jei toks
leidimas nei$duodamas, fotografas neturi jokio kito pasirinkimo, kaip tik patekti j jj dominancias vietas, pazeidziant
taisykles. Sis straipsnis remiasi interviu ir dokumentiniais $altiniais, tiriama, kaip fotografai Europoje, Azijoje ir
Jungtinése Valstijose susidoroja su $ia problema, kad galéty uzfiksuoti vaizdus ir atskleisi plieno ir plieno pramonés
poveikj visuomenei, industrializacijos ir deindustrializacijos procesus ar Zmoniy, dirbanciy $iuose fabrikuose, darbo
salygas. Straipsnyje pateikiama $iy Zmoniy patirtis kintant fotografijos technologijoms, aptariami teisiniai ir etiniai
aspektai, galintys turéti jtakos fotografy pasirinkimui norint patekti j metalurgijos gamyklas. Padarytos nuotraukos
pateikia placiajai visuomenei jzvalgas apie sudétinga plieno gamybos pasaulj ir jame dirbanc¢ius Zmones, padeda

geriau suvokti gamybos procesa medziagos, kuri taip daznai naudojama ir Zinoma kiekvienam

Gauta 2013-03-27
Parengta spaudai 2013-09-15
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ES KI IR KOMUNIKACINIO VEIKSMO

LIETUVOJE KRITIKA

Reiksminiai ZodZiai: savispektaklizacija, komunikacija,

svarstomoji demokratija, savarankiskumas, karybinis

naikinimas, nevieSpataujantis savarankiskumas, atvira

jvairovei visuomene.

Straipsnio tikslas yra kritiskai analizuoti viesa kiiry-
biniy industrijy (toliau KI) ir kultiros ir kirybos
sektoriaus (toliau KKS) komunikacija Lietuvoje, ais-
kinant pagrindiniy koncepcijy supratima kritinés
diskurso analizés ir kritinés hermeneutikos pozia-
riu. Tuo tikslu bus apzvelgiami kai kurie Europos
komisijos ir Lietuvos vyriausybiniai kultiiros doku-
mentai, juose puoseléjamos savokos, ju sasajos su
galia, valdzia ir ekonomika komunikacinio veiksmo
poziariu. Kritine diskurso analize ir kritine herme-
neutika suprantu taip, kaip jie yra pateikiami Kriti-
nés teorijos (Critical Theory) ir pirmiausia Jurgeno
Habermaso kiriniy, skirty komunikaciniam veiks-
mui ir komunikaciniam protui svarstyti', skirtingai
suprantant dialogizmo ir kai kurias poststruktira-
lizmo sgvokas. Siuolaikiné Kritiné teorija® aprépia ne
tik buvusia kultaros filosofija, bet ir postmodernia
kritika. Todél, aiskinant ES dokumentus, bus remia-
masi daug kity koncepcijy: tiesioginés savivaldos,
svarstomosios demokratijos, savispektaklizacijos,
atviros jvairovei visuomenés karimo ir kt. Straips-
nio tikslas yra ne instrumentinis, ne nagrinéti ats-
kiry komunikacijos epizody stokas ar privalumus,
o filosofinis. ES kultaros dokumenty kritika padés
jzvelgti: ar institucijy savispektaklizacija ir KI tech-
nologijos veikia savarankiska sprendimag ir ap$vieta,
o, vadinasi, ir svarstomosios demokratijos raida? ar
direktyvi kalbésena iSkreipia E. Levino deklaruotg
pamatinio asmens nepakankamuma, silpnumo
supratima ir kartu pagalbg jam? ar subjekta inter-

peliuojanti komunikacija netampa manipuliacijos

priemone ir badu uztildyti egzistencinj balsg svar-
biausiose zmogaus buties rai$kos sferose: $vietime ir
kultaroje? Ketinu aptarti KI ir ap$vietos, kaip sava-
rankiskumo plétros, santykj, kuriems jtaka daro
simbolinio kapitalo kaupimas, vaizdiniy mastymo ir
elgesio schemy industriné gamyba ir individualios,

bendruomeninés restruktirizacijos.

IVADAS

Siandien jvairiausios ES, nacionalinés ar miesty
kultaros ir meno komisijos ir tarybos susiduria su
iSoriniu ir vidiniu i$Sukiu svarstyti naujas Europos
komisijos, su ja susijusiy fondy ir Lietuvos kulti-
ros ministerijos direktyvas, dazniausiai pasirodan-
Cias patraukliais ir draugiskais spalvotyjy knygy ar
prane$imy pavadinimais: Baltoji knyga, Meélynoji
knyga, Raudonoji knyga, Zalioji knyga®, Vaivorykstés
pranesimas? ir kt. Kiekviena i$ jy gali buti paskelbta
panasiu pavadinimu ir kaip ES dokumentas, ir kaip
nacionaliné knyga. 2008 mety Europos komisijos
Vaivorykstés pranesimas ypa¢ svarbus. Pirma, jis
tesia jau 2006 metais pradéta ,,Pilietinés visuomenés
platforma tarpkult@riniam dialogui® ir kalba butent
apie komunikacijos - dialogo principg, taip pat ir
tarpkultirinéje Europoje. Vaivorykstinio pranesimo
ir ple¢iamos tarpkultarinio dialogo platformos tiks-
las buvo jveikti tg direktyvuma ir nesusikalbéjima,
spragas, kurios liko po Baltosios (joje déstomos
pagrindinés ES raidos gairés, siekiniai) ir Zaliosios
($vietimo ir kultaros siekiniai) knygy paskelbimo.

Tarpkulttrinio dialogo tikslas buvo i$ugdyti ir
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jgalinti ir kompetetingus vietos balsus, atgarsius ir
atsiliepimus ir paskatinti veiklia kultarine ir soci-
aline kooperacija, t.y. tai, ka a$ vadinu - uztikrinti
svarstomaja demokratijg ir kompetentingg komuni-
kacinj veiksmg. Vis délto, ir tai suvokiama (misija
beveik nejmanoma), pats pranesimas tebuvo pla-
tesnés platformos karimo deklaracija. Ji véliau buvo
realizuota daugelio tyrinétojy’, kuriy dokumentai
taip ir liko elito skaitiniais ir meritokraty biblioteka:
nagrinéjamos dialogo kompetencijos, gebéjimai,
kitos intelektinés, vie$osios salygos ir pagrindinés

sgvokos.

Direktyvumas, t.y. krypties ir veikly nusakymas,
buna labai jvairus: formuluojamas elity, merito-
kratijos atstovy, politinio egoizmo ir autoritarizmo,
parlamentinio konsensuso ir kt. Esu linkes manyti,
kad dauguma Europos komisijos kultiiros siekiniy
yra meritokratinis elity nuomonés apibendrinimas.
Tai nereiskia, kad daug gebéjimy ir bendro politi-
nio konsensuso nulemti pasialymai, gairés fondams
ir tarptautinéms veikloms yra blogi. Vargu ar tokia
institucija, kaip Europos komisija, ir jos jvairts pata-
réjai gali pasielgti daug geriau. Jie yra bendrosios ES
biurokratinés racionalumo sistemos dalis ir veikia
pagal savo galimybes. Todél jy funkcijy ir galimybiy
nekritikuosiu, suvokdamas, kiek jy sprendimai yra
toli nuo tiesioginio kultiirinio, kirybinio viety pro-
ceso ir jy kalbos. Nebent galéciau pastebéti, kad bet
kokia biurokratiné institucija privalo nuolatos save
pateisinti kity tokiy pat institucijy aplinkoje ir ES
parlamento bei ES Tarybos akyse. O, vadinasi, paga-
minamas tam tikras dokumenty skaicius ir adminis-
truojama pinigy dalis lemia kurios nors komisijos
padalinio, pavyzdziui, Europos komisijos generalinio
direktorato $vietimui ir kultirai (toliau DG EACQC),
sékme. Todél jie yra suinteresuoti kurti direktyvas,
t.y. kryp¢iy nuorodas, buti kas kurj laika, kas pen-
kmetj labai inovatyvis, o kasmet demonstruoti tam
tikra kiirybinguma ir valdinguma. Kulttros paradi-
gmuy kaita, kuria skatina Europos komisija, Europos
parlamentas ir vykdo DG EAC, remiasi kultaros
filosofijos, kultarologijos, kultaros studijy moksli-
ninky darbais ir empiriniy KI, KKS tyrinéjimy iSva-
domis. Tai reigkia, kad parengti Europos komisijos
dokumentai néra paprasti biurokratiniai to paties

teksto padauginimai, o yra daugelio tyrimy instituty

ir mastytojy karybos i$vados, apibendrinimai.
Todél Europos komisijos ir parlamento parengty
dokumenty skaitymas numato susipazinima su
pamatinémis kultaros filosofijos ar kultaros studijy
teorijomis ir moderniy tyrinéjimy sgvokomis. Tik
jas kurybingai aptariant ir interpretuojant, plétojant
lygy dialoga, atvirg jvairovéms ir inovacijoms, gali-

mas pazangus supratimas.

Besiformuojanti, pavadinsiu, meritokratijos klase,
mano nuomone, prieStarauja ir atgyvenanciai savo
laikg nomenklatairos klasei, ir dar tik uzgimstanciai
karybinei klasei. Apskritai, klasinio Zvilgsnio j KI
ir KKS sferas nurodytuose dokumentuose pasige-
sime. Manau, neatsitiktinai: meritokratinis dialogas,
panasiai kaip ir nomenklatiriné savivalda, rémési
hierarchijy transliuojama kalba. Meritokratiné val-
dysena, démesinga reglamentuotai kvalifikacijai,
kompetencijos portfelio standartams ir standarti-
zuotam gebéjimy aprasui, numato viena: hierar-
chine karjerg, kooptacijy ir viesyjy konkursy derme
(kur kas atviresn¢ nei nomenklatiiring) ir atmetima
ty asmeny, kurie neatitinka standartizuoty gebé-
jimy ir nuopelny. Taip, pasak Kennetho Josepho
Arrow’o, Samuelo Bowleso, Steveno N. Durlaufo,
ple¢iama struktariné visuomenés nelygybé®. Meri-
tokratijos idealai nesuderinami su kiarybinés klasés
funkcionavimu, kaip tai buvo istirta ir apragytame
klasika tapusioje Richardo Floridos knygoje’. Pasak
jo, karybiné klasé remiasi atvirumu bohemiskam
gyvenimo stiliui, labai dideliu spontaniskumu, koo-
peracijos ry$iy nepastovumu, banguotu, emocingu
pilietiSkumu, tolerancija raséms, homoseksualams
ir bohemai. Europos Komisija, DG EAC, saliy Kul-
tiros ir Svietimo ministerijos tik deklaruoja savo
paciy kirybingumg ir spontaniskumg. Kirybinés
klasés ir meritokratinés biurokratijos spontanis-
kumas - tai visi$kai skirtingi dalykai. Meritokra-
tija saugo save nuo bet kokio nepagrjsto sponta-
niSkumo, kurio negalima buty patikrinti griezta
rangy sistema: tai uztikrina meritokratijos gerove,
saugumg ir sukuria gebéjimais paremta nelygybe,
augancia $vietimo ir i$silavinimo atskirtj tarp visuo-
menés sluoksniy. Priesingai, karybiné klasé yra
atvira naujovéms, spontaniskumui. Be to, kg reiskia
bati planingai spontanisku kokios nors platformos

pagrindu busimg penkmetj, kaip tai kviecia daryti



ES direktyvos? Kaip matome, ¢ia sukuriama tam
tikra komunikacijos tarp valdanciojo meritokratinio
sluoksnio ir karybinés klasés iliuzija. Ar ja galima
jveikti vieningy platformy ir kvietimy pagrindu?
Giliai tuo abejoju ir kaip kritikos pagrindg tenuro-
dysiu Gilleso Deleuzeo ir Felixo Guattari idéjg apie
mastymo ir kultiros rizomiskumg, t.y. tam tikrg
$aknyng, kuriame negali buti vienos platformos.
Kokybiniy daugialypumy ir karybinés klasés teori-
jos neretai prietarauja kai kuriems Europos komi-
sijos dokumentams ir praktikoms. Taciau vis délto
minétus dokumentus galime nagrinéti ne dél saly¢io
su kiirybine klase, o su ja reglamentuoti bandanciais
valstybiniais ir vietiniais kultaros ir $vietimo admi-
nistravimo tinklais. Manau, tokia komunikacijos
kritikos perspektyva yra daug tikslesné ir atitinka
Europos komisijos dokumenty horizontg. Zinoma,
yra daugybé menininky, verslininky, gebanciy pri-
sitaikyti ir prie vienos, ir kitos klasés reikalavimy ir
rasti abejose sferose naudos. Tokiu atveju pateikiama
analizé skirta ir jilems. Manymas, kad meritokratija
iSgelbés versla ir ekonomiky, ypa¢ KI srityje, yra
labai pavojingas. Kita kritika, i§sakoma meritokra-
tijos atzvilgiu, yra ,,Piterio principas®, kai gebéjimas
vienoje sistemoje vien dél sékmingumo kriterijy
perkeliamas j kitg sistema, kur jis ne tik neveikia,
bet ir yra kenksmingas®. Meritokratiné komunika-
cija yra valdoma racionalios, kvalifikuotos atran-
kos hierarchiniy principy ir todél néra nei lygaus,
ieskanc¢io dialogo, néra realas ir konkuruojantys
debatai. Vykstant astrioms politinéms deryboms ar
meniniam-karybiniam svarstymui, meritokratiné
komunikacija taip pat nebéra tinkama. Pavyzdziui,
kai kelios astriai konkuruojanc¢ios kompanijos derasi
tarpusavyje, joms labiau tinka debaty gebéjimai, o ne
paklusimas ir tapimas priklausomu subjektu. Kitaip
tariant, dialogas ir aiskinamasis-vertinamasis ben-
dravimo modelis ne visados sutampa. Atitinkamai
ir vertinamieji (validas) teiginiai iSkreipia pokalbj ir
nukreipia jj iracionalia kryptimi: atitikti tai, kas vie-
$ai vadinama kompetencija, o ne uztikrinti dialogg.
Kai kalbu apie dialogg, pirmiausia turiu omenyje
ne Habermasa, o tradicijg, siejama su M. Bachtino
vardu: David Danow’ , Gary Kim'® , Baxter Leslie,
White!!, E.J. , Bubnep'? B. C., Vicynos"® K. I. Ir kt.

Kultaros administravimo tinklams vietoje turiningo

skirtybiy dialogo dazniausiai svarbiau yra laiku
iSgirsti ir paklusti: reglamentuojantiems fondy kvie-
timams, nacionaliniy partijy reikalavimams, vietos
administracijy jproc¢iams, tinkamai nei$siaiskinus
vykstanciy konceptualiy poky¢iy, neplétojant tyri-
nétojy, filosofy ir kultaros karéjy dialogo, netarpi-
ninkaujant jam. O konceptualioms jvairiy fondy
paskatoms, galbut kartais ir nepakankamai pagris-
toms ar vietos aplinkai klaidingoms, prie$inamasi ne
aktyvia diskusija (tai baty viena i§ priimtiny komu-
nikacijos formy), ne kritika, o ignoravimu, remian-
tis vietos biurokratine ir kultaros tradicija, savomis
suvokimo schemomis, tvarkos jsivaizdavimu ir ati-
tinkamais organizaciniais sprendimais. Nors taikiis
ar konfliktuojantys vidinés institucinés tvarkos ir
iSoriniy ES inovacijy susidarimai yra pakanka-
mas pagrindas vie$ajai diskusijai uzgimti. Pagaliau
komunikacinis veiksmas néra vien pokalbis, bet taip
pat ir praktinis veiksmas jgyvendinant projektus: ir
perkeltuosius, ir imitacinius, ir savus karybinius, ir

vietiniy institucijy planus bei paziaras.

KONCEPTUALIOSIOS KOMUNIKACINES
PRIELAIDOS SVARSTANT KKS IR KI PLETRA

Daugelis Europos Komisijos ir Lietuvos kulttros
politikos dokumenty remiasi daugeliu konceptu-
aliyjy prielaidy, be kuriy gramatikos, savoky, dis-
kursy skyrimo sunkiai galimas turiningas bendravi-
mas. Leisiu sau konceptualyjj KKS laukg suskirstyti
j keletg kryp¢iy:

1) Kultiros metafizikos, kultiros filosofijos
ir kultarologijos tradicijos. Tai filosofinis KKS
korpusas, kuris savo ruoztu yra labai jvairus: nuo
religinés metafizikos iki radikalaus $iuolaikinio
nihilizmo ir poststruktaralizmo. Vis délto drjstu
teigti, kad véliausi Europos Komisijos skelbiami
dokumentai daugiausiai remiasi kritinés teorijos
ir poststruktiiralizmo filosofija ir neretai naudo-
jasi jos radikaliausiomis sgvokomis. Tai rodo, kad
Europos Komisija siekia skatinti greitg ir ryztinga
kultaros raida, kartu uztikrindama ES kulta-
ros ir karybos konkurencinguma visame pasau-
lyje. Kultarinés hegemonijos tradicija ir vélesné
jos radikali kritika paliko savo atspaudg brity,
prancizy, vokieciy, ispany kultarose ir $iandien

skatina bati itin atvirus, inovatyvius ir verzlius,
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konkuruojanéius su JAV ir dabartinés Kinijos KI.
Kultarinio ir estetinio mastymo autonomijos ir
savitos logikos tradicija puoseléja Kultirologijos
tradicija, kurios ryskiausi atstovai buvo JAV Leslie
White, Mario Bunge, Fabrice Rivault, Vokietijoje
Kulturwissenschaft (Mokslas apie kultarg) tradicija,
kuriai priklausé pirmiausia Badeno ir Marburgo
mokykly neokantininkai Wilhelmas Windelbanda,
Heinrichas Rickertas ir Ernstas Cassireris; taip pat
Soviety Sajungos ir vélesnés Rusijos kultarologijos
tradicija, pirmiausia marksizmo-leninizmo, bet
taip pat ir platesni, gilesni mastytojai, kaip antai
Michailas Bachtinas, Aleksejus Losevas, Sergejus
Averincevas, Jurijus Lotmanas, Viaciaslavas Ivano-
vas, Vladimiras Toporovas ir kt. Lietuvoje taip pat
buvo paplitusi kulttirologijos tradicija, kuriai daug
démesio skyré Antanas Andrijauskas, kiti auto-
riai. Kultarologijai budingas metafizinis zvilgsnis,
bendry kultiros struktiry, désningumy paieska.
Butent todél Vokietijos neokantininkai, pradedant
Vilhelmu von Humboldtu, kalba apie jvairiausias
mastymo, kultaros formas ir taisykles, pradédami
nuo kalbinés mastymo formos (Innere Sprachform),
bendros pasaulézitros sampratos (Weltanschau-
ung), kalbinés pasaulézitros idéjos (Weltansicht),
o, vadinasi, ir kultiros pasauléziaros (Kultur-sicht)
ir kt.

2) Kultarologija i§ esmés skiriasi nuo kultaros
studijy (Cultural studies), pirmiausia i$plétoty
Birminghamo Siuolaikiniy kultiros studijy centre
(the Birmingham Centre for Contemporary Cultural
Studies; zymesni $ios mokyklos atstovai yra Stuar-
tas Hallas, Paulas Willis, Dickas Hebdige, Tony Jef-
fersonas, Michaelis Greenas, Angela McRobbie ir
kiti). Kultaros studijos daugiau akcentuoja empi-
riniy atvejy, lauko tyrimus ir yra susijusios su sub-
kultaromis, kolonializmo, feminizmo, miesty rai-
dos analize, maziau pabréziant metafizines meno
formas, jy logika ar ypatingg egzistencine reik§me
ir gelme. Kultaros studijy atstovai nagrinéja,
pavyzdziui, genderinius stilius paribio subkulti-
rose, kalbines segregacijos priemones tarp buvu-
siy kolonijy iSeiviy ar empirinius postkolonijinio

meno bruozy skirtumus.

3) Kultiriniy industrijy kritika. Frankfurto

mokyklos atstovus galime laikyti nuosekliais

kultaros industrijy kritikais, siekusiais pabrézti ir
parodyti meniniy formy savitumg ir autonomine
raida, analizuoti reprodukcijos ir manipuliacijos
sasajas, apibrézti kultiros gamybos ir politikos
ry$ius. Jie, remdamiesi dialektine-kultarologine
analize, pateikia Siuolaikinés empiriskai apciuo-
piamos kultaros filosofing ir politine kritika. Todél
i$vados, kurios yra siejamos su M. Horkheimerio,
T. Adorno, H. Marcusés ar J. Habermaso darbais
ar net kiek atokesne P. Sloterdijko karyba, turéty
buti vertinamos pagristai: kaip tam tikry filosofi-
niy spendimy eksponavimas, lyginimas su $iuo-
laikiniais kultiiros procesais, kuriy minéti autoriai
empiriskai netyré, bet apmasté ir vertino. Butent
tai ir apibadina kultaros industrijy kritikg. Frank-
furto mokykla inicijuoja tokia kultaros industrijy
kritikg, kuri yra reik§minga ir kultarologijai, ir kul-
taros studijoms, net jei tai yra su priesingais teorijy
vertinimo Zenklais. Si mokykla radikaliai (manau,
per daug radikaliai) atskiria profesionalyjj, giliai
inovacinj ir atvirg tragizmui meng nuo populia-
riosios kultaros ir jos masinerijos, t.y. industrijy.
Prie$ingai, $iuolaikiniai KI ir KKS administratoriai
tokios aiskios skirties nebedaro. Profesionaliajam
menui, atviram didziosioms patirtims: tragizmui,
didingumui, harmonijai, tonalumo ir atonalumo
Zaismui ... puoseléti batinas ne tik specialus issi-
lavinimas ir nuolatiné dvasios savikara (Selbs-
Bildung), bet ir gebéjimas nepriklausyti snoby ar
resentimento (sekant F. Nietzshe) grupei (veikiau-
siai ir nebati meritokratu). Walteris Benjaminas,
Theodoras Adorno, Maxas Horkheimeris, Miche-
lis Foucault kritikuoja suasmeninimo, autoriniy
teisiy kulta. KI mano, kad visa, kas originalu, turi
buti suasmeninta, apskai¢iuota, identifikuota kaip
kapitalo didinimo priemoné, o, vadinasi, nesu-
sije su antasmeniniais gamybiniy, ideologiniy ar
diskursyviy jégy ir galiy procesais. Viena vertus,
autoriniy teisiy ir asmeniskumo kultas paslepia
giluminius vartojimo ir paklusimo procesus, klasi-
nes ir politines priklausomybes ir sumenkina kri-
tikos galimybes. Kita vertus, kolektyviniai didziyjy
institucijy rastai, kaip antai Baltoji, Zalioji, Vaivo-
rykstiné knygos, demonstruoja institucine galig,
paslépdami diskursy ir koncepcijy ribotuma. Her-
bertas Marcusé kultaros sampratg nagrinéja kaip



kasdienybés paklusimo ar islaisvinimo galig ir
seka Hegelio, Martyno Heideggerio, Vakary mark-
sizmo tradicijomis'. Vis délto nagrinéjami KI ir
KKS dokumentai ignoruoja islaisvinamaja kulta-
ros funkcijg ir kartu visas spalvotasias, demokra-
tines revoliucijas, kurios vienodai pavojingos ir
meritokratijai, ir nomenklatirai, bet ne karybinei

klasei.

4) Karybiniy industrijy studijos kultaros sferoje
yra artimesnés politinei ekonomikai, nors ir lin-
kusios bendradarbiauti su kultiiros tyrinétojais.
Istoriskai ir geografi$kai tai yra pateisinama ir
paai$kinama: abi mokyklos daugiausiai yra sieja-
mos su Didzigja Britanija. Be to, KI administrato-
riai, pabréziantys meno sasajas su verslu, remiasi
empiriniais kultaros studijy tyrinéjimais. Kitu
pozitriu sunku suvokti, kodél kultaros industrijy
kritika, kuri remiasi metafiziniais tyrinéjimais,
galéty teikti kapitalo cirkuliacijos ypatybiy tarp
tam tikry grupiy patarimus, jei neturi jokiy gebé-
jimy ir patirties ar net sagvoky aparato tokiems reis-
kiniams apmastyti. KI analizé ir tyrinéjimai neretai
stokoja gilesnés dailétyrinés, muzikologinés anali-
zés, civilizaciniy ar meniniy vertybiy aiskinimo ir
kartu gali netinkamai i$skleisti unikalius, taciau
itin profesionalius meno karinius. Kultarologija
vis dar lygiuojasi | dievus ir genijus, o karybinés
industrijos - j masiy vartotojg ir supermarketus.
Todél konstruktyvus $iy kultiros tyrinéjimo kryp-

¢iy pokalbis vis dar yra sunkus.

5) KKS studijos yra artimos ir KI studijoms, ir kul-
tariniy industrijy kritikai, ta¢iau daugiausiai tai yra
Kultaros politikos dalis, taip pat kultaros adminis-
travimo studijy dalykas. Kitaip tariant, KKS studi-
jos yra tarpdalykinés, aiskiai suderintos su Europos
Komisijos, susijusiy fondy ir nacionaliniy agentiiry
interesais, vengiancios perdéto vertinimy apoka-
liptiSkumo, neretai badingo Frankfurto mokyklos
atstovams, ir skatinanéios konceptualias, paradi-

gmines KKS inovacijas.

Reikia pastebéti, kad Europos komisijos platinami
dokumentai dazniausiai remiasi politinés ekonomi-
kos diskursu, badingu KI, bei kultaros kritikos ir
inovacijy diskursu, badingu KKS.

ATVEJO ANALIZE: KAUNO FLUXUS MINISTERIJA

Kaip problemy kompleksiskumo ir kritinés KI
analizés butinybés pavyzdj nurodysiu Kauno Flu-
xus ministerijos, gyvavusios nuo 2012 m. sausio iki
2013-yjy lapkric¢io 9 dienos viename i$ buvusio baty
fabriko Lituanica cechy, puikioje vietoje, prie pat
Kauno pilies, Neries upés ir senamiescio, atvejj. Ilga
laikg savininkams (Baltishes Haus) neradus tinkamo
projekto fabriko pastatams panaudoti, Vilniaus mero
Artiiro Zuoko pasiilymu i§ Vilniaus j Kaung buvo
perkelta idéja jsteigti nepriklausoma meno centra-
galerija, Fluxus ministerija. A. Zuokas, susitaré su
savininkais dél pastato nuomos iki 2013 m. lapkri-
¢io ménesio, ir labai greitai menininkai émeési inicia-
tyvos didziuliame keturiy auk$ty pastate, $altuose
cechuose jrengti parodines erdves, meno dirbtuves,
koncerty sales, barus pirmame aukste ir ant stogo,
apzvalgos aikste. Ant pastato sienos su Savivaldybés
leidimu buvo nutapytas milzini$kas ,,Senis I$min-
¢ius®, rakantis kosmine pypke. Reikia pastebéti,
kad kelerius metus prie$ Fluxus ministerijos istorija
Kaune Kauno menininky pateiktos paraiskos dél
KI fabriky karimo nelaiméjo konkurso ir nebuvo
remiamos. Artimiausias Meno inkubatorius, ati-
tinkantis KI, jsteigtas $alia Kauno esan¢io Raudon-
dvario dvaro sodybos Zirgyno patalpose. Vis délto
kuriamas meno inkubatorius negali pajvairinti akty-
vaus menininky gyvenimo, kuris daugiausia vyksta
Kauno senamiestyje. Raudondvario meno inkuba-
torius siekia iS$saugoti ir menininky reikméms pri-
taikyti kultarinio paveldo patalpas, kurios, nors ir
patogios nedideliam skai¢iui moderniy menininky,
né i$ tolo negali prilygti Fluxus ministerijos pasia-
lytam moderniyjy meny eksponavimo ir veiksmo
projektui paciame Kauno miesto centre. Fluxus
ministerija i$§ principo atitinka dauguma deklaruo-
jamy Europos komisijos siekiniy, tokiy kaip meno
spontanis$kumas, kritiSkumas, atvirumas, dialogas,
nuolatinis atsinaujinimas ir karybinis pertrukis,
maksimalus judrumas, tarptauti$kumas, integracija
i miesto gyvenima, klasteriSkumas, pilietiskumas...
Ir vis délto, nepaisant Fluxus ministerijos svar-
bos, jos veiklos uzsidaro, nors Kauno centre apstu
apleisty milzinisky pastaty, kurie taip pat galéjo
bati naudojami moderniy galerijy erdvéms; gale-

rijy, kurios bty laisvesnés, dinamiskesnés nei senos
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institucionalizuotos, jau esanc¢ios mieste. Tadiau ir
Kultiiros ministerija, ir Kauno miesto savivaldybé
jtariai zitréjo j A. Zuoko (vadinasi, konkuruojancio
miesto, konkuruojancios politinés partijos, konku-
ruojan¢io mero) atvezta idéja, o Kauno vicemeras
Stanislovas Buskevicius jzvelgé ,,Senio I$minciaus®
paveiksle uzsléptg rukymo reklamg'® ir reikalavo
senj perpiesti ar uzdazyti. Reikia pastebéti, kad Flu-
xus ministerija nors ir nelaiméjo ES remiamo KI
fabriko projekto, i§ principo atitinka dauguma ES
Komisijos kvietimy dél iniciatyvy, savivaldos, meno
plétros, naujy meno formy, smulkiojo verslo. Taigi,
vienoje vietoje susidaré ES komisijos idéjos, partijy
populistinis zaidimas, nuo$irdZios menininky inici-
atyvos, vietiniy institucijy ir biurokraty nuostatos,
privataus verslo (pastato savininkai, panoréje teisé-
tai atsiimti pastatg ir jgyvendinti kita verslo idéja)
interesai. Pagaliau visa tai tapo savispektaklizacijos,
o kartu ir kritikos bei svarstomosios demokrati-
jos dalimi Facebook puslapiuose (Fluxus minis-
terijos puslapis), kur visi mano minéti konfliktai,
idéjos, koncepcijos buvo minimi ar apie kuriuos
diskutuojama. Vis délto komunikacinis veiksmas,
svarstomosios demokratijos elementai ir tiesiogi-
nio veiksmo principai nebuvo tiek efektyvis, kad
jveikty ES Komisijos ir jos atstovy Lietuvoje biuro-
kratinius konkursy reikalavimus, politiniy partijy
jsitikinimus, vietos institucijy jprocius ir norg val-
dyti. Todél galima teigti, kad Lietuvos kulttiros ins-
titucijos, kurios aprépia visg KKS, tik vaizduoja esa
yra atviros mikro- ir makroekonominéms, politinés
ekonomikos diskusijoms, kadangi dialogo laukas,
svarstymo trajektorijos ir principai yra suskaidyti
iki menko vienas kito girdéjimo. Menininky gru-
pés neturi pakankamy gebéjimy kreiptis j ES fondy
atstovybes, ginti savo kultros politikos interesus,
ES nacionalinés agenttiros vadovaujasi vieSaisiais
kvietimais ir nemato gyvy iniciatyvy; vietos insti-
tucijos nurodo i savo reglamentus, jprocius ir prie-
tarus; didysis privatusis verslas dar nelabai suvokia
KI naudg; politinés partijos yra linkusios problemas
nagrinéti ne KKS diskurso, o savo politiniy pro-
gramy ir politinés konkurencijos kontekste. Nepai-
sant grazaus postulavimo apie pla¢ig diskusija dél
KI svarbos, $ios industrijos yra labai menkos, ypa¢

kai kalbame apie smulkias ir vidutines jmones ir jy

vie$a vaidmenj; svarstomoji demokratija yra suskai-
dyta, mazai efektyvi; savireklama ir savispektakli-
zacija neretai uzgozia konstruktyvius pasialymus ir
galimus sprendimus. Kitaip tariant, Lietuvos kulttra
stokoja vieSos komunikacinio veiksmo refleksijos ir

kritikos karybos ir kulturos srityje (KKS).

DISKUSIJA DEL KKS IDEOLOGIJOS

KKS ideologija vadinu suprantama, nuosekly idéjy
rinkinj, apie kurj galima diskutuoti, kurj galima kri-
tikuoti, vietoje jo sitlyti kita programa. KI ir KKS,
kaip rinkos ir visuomenés dalims, yra svarbios tra-
dicinés paklausos ir pasitilos bei pilietinés savival-
dos ir egzistencinés savivokos savokos, kurias néra
lengva suderinti j viena, kad ir labiausiai postmo-
derny pasakojimg. AS KI ir KKS saly¢ius aiskinsiu
ne ekonominiu, o komunikaciniu poziariu: kaip
pasitlymus ir jy vertinimus, kaip prane§imus ir
jy suvokimg, kaip vie$us klausimus ir atsakymus,
girdéjima ir suvokimg. Bendravimas, placiausia
prasme, gali bati suprantamas kaip simboliniai mai-
nai tarp jvairiausiy grupiy ir institucijy, jskaitant ES
Taryba, Komisijg ir Parlaments, tarptautinius ir vie-
tos fondus, vietines valstybines ir savivaldybiy insti-
tucijas, politines partijas, verslininkus, iniciatyvius
menininkus, jy auditorijas. Siy grupiy pla¢ia komu-
nikacija, jy giluminés egzistencinés saviraiskos ir
pavirSutini$kos, populistinés savispektaklizacijos
susidarimus, pagaliau kiekvieno i§ dalyviy apsis-
prendima ir ryzta nagrinéja Siuolaikiné kritiné teo-
rija (modernioji kontinentiné filosofija, socialiné-
kultariné antropologija, kulttiros studijos, psichoa-
nalizé...). Tadiau net ir i$vardyti bendravimo nariai
neaprépia viso komunikacinio veiksmo lauko, kuris
yra ne tik lingvistinis, bet ir ekstralingvistinis, t.y. su
numanomais realiais produktais ir veiksmais, realia
raida. Nepaisant viso $io KKS ir susijusios komu-
nikacijos kompleksisSkumo, svarstantysis visada
gali pasirinkti tam tikra paradigma. Siuo atveju a$
esu linkes pasirinkti T. Adorno ir M. Horkheime-
rio pasitlyta ap$vietos dialektikg, kur apsvieta pir-
miausia reiSkia savarankiskuma, t.y. gebéjima laisvai
derinti pazinimo ir mito, gamtamoksliniy duomeny

ir poeting vizijg.

Savaranki$kumas - tiesioginio veiksmo gynéjy



idealas ir ap$viestojo proto reiskinys — btina hege-
moninis, ty. vieSpataujantis, ir dialoginis, kuris
suvokia, kad mes visi esame netobuli, darome
klaidy, nesuvokiame komunikacinio veiksmo jvai-
rovés ir funkcijy, per daug pasitikime savimi. Todél
svarstomoji demokratija (deliberative democracy),
nors ir yra sutaikyta su savo pacios ribotumu, vis
délto skatina atvirus komunikacinius procesus.
Taciau visada islieka klausimas, kiek jie yra atviri
kitoniskumui: radikaliam, koncepcijy ribas perzen-
gian¢iam naujumui, karybingumui, transgresyvu-
mui, tai ir yra svarbiausia $iuolaikiniam menui. O
hegemoniné komunikacija yra paklusnaus subjekto
konstravimo, aukléjimo budas: aukstesnioji komisija
paskelbia savo verdikta, o Zemesniosios grupés tik
svarsto Zinig, ja suvokia, jsisavina ir vykdo. Minis-
trai ir viceministrai, merai ir vicemerai 7ino, kg reis-
kia pypké, ir joks M. Foucault'® su savo samprotavi-
mais jiems néra svarbus. Viespataujanciai komuni-
kacijai budinga primesti tvarka, idéjas, skirsmus ir
reikalauti jy sekimo. Taip daznai nutinka jvairiausiy
grupiy darbo metu, kai siekiama aiskiai apibrézto,
numanomo tikslo. Priesingai, kai ketinama plétoti
dialoga, toks aiskus tikslas yra nenumanomas, nors
ir pabréziama gebéjimy ir kompetencijos svarba:
tai ir yra svarstomosios demokratijos (deliberative

democracy) esmé ir jvairiausiy deryby pagrindas.

Nevie$pataujanc¢iam savarankiskumui apibudinti ir
dramatiskam, polemizuojanc¢iam dialogui plétoti
labai svarbus yra idealo principas. Bachtinas nuola-
tos pabrézdavo transcenduojantj, dabarties horizon-
tus radikaliai i$ple¢iantj idealo vaidmenj. Neretai,
pridursiu, idealai yra formuluojami negatyviu budu,
nusakant ne tai, ko siekiama, o kas tas idealas néra.
Pavyzdziui, negatyviai nusakyta laisvé reiskia tokia
priklausomybiy kritika, kuri atveria neapibréztos
ir kiirybai atviros laisvés horizontg. Kitaip tariant,
kritikos rezultatas néra dogma ir taisyklé, o truk-
dziy Salinimas. Kokie idealai yra KKS ar KI srityse?
Nusakyti jy beveik nejmanoma: padaryti kultirg
labiausiai vartojama preke, pasalinant bet kokj gun-
dymag, atidéjimg, nepasiekiamumo iliuzija, ir todél
zavesj? Pati kultiira yra priestaringa, ir pozityvaus
idealo nusakymas visais atvejais ja riboja. Bachti-
niskojo dialogo, kurj perkeliame komunikacijai ir

svarstomajai demokratijai, principas yra lygus ir

dramatiskas, savaimingas pokalbis. Nevie$pataujan-
tis savarankiskumas yra emancipuota meniné patir-
tis, meno malonumas, kuris kyla i§ savaimingumo
ir laisvo sprendimo. O vieSpataujantys, vertinantys,
meritokratiniai pasakojimai kyla i$ stipriyjy institu-
cijuy, i$ oficialiyjy rangy ir jy nulemtos prievartos: i§
galingiausiy valstybiy ir jy interesus ginanciy insti-
tuty, muziejy, universitety. Hegemonija pririsa, ska-
tina tus¢ig arogancija, klasifikuotg rangy pokalbj. O
emancipuotas arba nehegemoninis skaitymas, ziaré-
jimas yra gerokai sunkesnis: nes pasaulio pripazinti
klasikai ir i$ tiesy labai geri meno kiriniai pasilieka
vieSpataujanciyjy sarase ir slepia vie$pataujantj,
rangy svarstymg. Todél nesusaistyta meniné patir-
tis, kuri vienintelé yra savarankiska, pirmiau turi
iSmokti zitréti nehegemoninj king, emancipuotg
nuo didziyjy ideologijy ir institucinio saraso lite-
ratarg, iSmokti bendrauti, kai idéja prigyja dél sas-
kambiy, laisvos kritikos ar karybingos interpretaci-
jos, dél poreikio ir susidoméjimo, bet ne todél, kad
kuri nors vie$pataujanti institucija liepé. Principas,
kuris padéty daryti perskyra tarp savarankisko sam-
protavimo ir pilko sekimo, yra kritikos, diskusijos,
alternatyvy buvimas ir jy vie$as svarstymas. Nevies-
pataujantis savaranki$kumas yra susijes su tiesiogi-
nio veiksmo ir meistrystés idéja: pats atsakai uz savo
ukj. Ar tai yra susije su industrija, masine gamyba?
Tiesiogiai ne, nes didZzioji gamyba, kaip ir XVIII ar
XIX amziuje, daznai yra susijusi su dideliu susveti-
méjimu, sielos sudaiktinimu, prievartiniu sgmonés
suskaidymu ir vaidmeny kontrole. Ta¢iau kirybinés
klasés, apie kurig placiai rasé R. Florida, politinis ir
ekonominis siekinys, skirtingai nei proletariato, yra
karybinio savaranki$kumo ir tiesioginio veiksmo,

tiesioginés demokratijos plétra.

DOKUMENTO KULTUROS JTAKA
KURYBINGUMUI ANALIZE

Dokumento Kultiiros jtaka kiirybingumui komenta-
ras buvo skirtas Europos Komisijos Svietimo ir kultii-
ros generaliniam direktoratui'. Sis dokumentas yra
reik§mingas, nes turéjo jtakos Zaliosios knygos, jau
tiesiogiai nurodziusios KKS raidos kryptis, paren-
gimui. Sj rekomendacinio pobidZio intelektinj
dokumentg ES Komisija i$platino $alims ES naréms,

jis ir galéjo atsispindéti Lietuvos Kulttiros politikos
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gairése, parengtose inicijuojant LR Prezidentei
2011-2012 m., ir LR Vyriausybés parengtame taip
pat rekomendacinio pobudzio LR strateginés rai-
dos iki 2030 m. plane. Dokumentas yra labai placios
apimties (240 puslapiy intensyvaus teksto) ir apré-
pia daug pamatiniy sgvoky ir idéjy.

Kultiiros jtaka kiirybingumui ypatinga démesj skiria
kultira gristo kurybingumo ai$kinimui ir jo jtakos
ekonominei raidai (The impact and value of cultu-
re-based creativity on the economy) propagavimui.
Tiesa, savokos kultiira grjstas kiirybingumas doku-
mentas analitiSkai nei$skleidzia. Ar gali bati ne kul-
tira gristas kirybingumas? Ir kas laikoma kulttra:
paveldas ar revoliucija, tradicija ar naujumas? Tau-
tologinis kiirybingumo apibrézimas palieka visiska
laisve jvairiausioms prie§taringoms interpretaci-
joms ir tampa slaptazodziu valdininkams spresti
apie karybinguma. Meritokratija dazniausiai vado-
vaujasi ne draminiais, egzistenciniais, metafiziniais
savoky aiskinimais, o susijusiy savoky dokumenty
rinkiniais, kuriy sasajy logikg galima tik numanyti.
Veikiausiai Kultiros jtaka kirybingumui oponuoja
kitoms ukio sferoms: energetikai ir jos karybingu-
mui, tkio sferai su visomis gamyklomis ir masino-
mis ir jos karybingumui ar medicinos sferai. Toks
supaprastintas politinis-ekonominis sgvokos api-
badinimas menkina jos filosofine, idéjine verte ir i§
karto atskiria nuo karybinés klasés, nuo menininky
ir laisvy ,,poety” pasaulio. Suprantama administra-
cine kalba kalbama apie dalykus, susijusius su poli-

tine ekonomika.

Dokumentas isskiria keletg kultaira gristo karybin-
gumo savybiy, kurios skatina inovacijas: gebéjima
jaudinti (affect) ir skatinti spontaniskuma, intuicija,
atmintis (memories, kas labai svarbu - daugiskaitos
forma), vaizduote, estetika, naujumg. Spontanis-
kumo terminas dokumente i$skirtas daug kartuy,
taciau grieztas dokumento politinis-ekonominis
pobudis rodo, kad tai veikiau deklaracija, eksperty
sitlymas. Tolimesné dokumento analizé rodo,
kad savoka kultira gristas kirybingumas issklei-
dziamas tautologiskai: ar kirybingumas nereiskia
spontani$kumo, intuicijos, naujumo? Dokumentas
pabrézia, kad minétosios savybés generuoja eko-
nomines ir socialines, kultarines vertybes ir vertes:

nematerialigsias (intengible), simbolines, dvasines,

susijusias su jvairove (daugeliu atminciy), bet taip
pat ir su atotrukio (disruption) gebéjimu. Siame
tekste yra dvi sgvokos, kurios galéty bent kiek
suaudrinti $tampuotg ES ,komisariaty“ ir minis-
terijy kalba: atmintys ir atotrtikiai. Atminciy jvai-
rové reigkia istorijos interpretacijy, skirtingy per-
skaitymy ir net fakty turéjima. Lietuvoje tai vis
dar gana nejprasta, nors vis dazniau kalbama, kad
mokiniai, studentai turi analizuoti istorijos pries-
taravimus, ta¢iau vis dar manoma, kad vieningas
pasakojimas, vie$pataujantis diskursas jmanomas.
Vis délto Europos kultaros politika atsisako tokio
idealo: sukurti vieninga pasakojima, kaip kenks-
mingg, hegemoninj. Tam priestarauja, pavyzdziui,
$iuolaikiné prancuzi$ka poststruktaralizmo tra-
dicija arba britiskas postkolonializmas, su dideliu
skepticizmu ziarintis j bet kokj galutinj sutarima
dél atminties ir istorijos. Savo ruoztu toks ,atmin-
¢iy“ interpretavimas ekstralingvistiniu, t.y. nor-
miniy komunikaciniy praktiky, poziuriu reiksty
istori$kesnj ir lankstesnj pozitrj j pavelda ir nema-
terialiyjy vertybiy jvairove, galimybe susieti ja su

zmoniy lukesciais ir paklausa.

Kultiros jtaka kirybingumui, toliau ai$kindama
kultara gristg karybingumg, dar labiau iSplecia
naujumo sferg, ypa¢ - apie ,kurybinio turinio®
atskleidima $iuolaikinése medijose ar kitoje aplin-
koje. Kaip ir pridera KI, akcentuojami socialiniai-
kultariniai, intelektiniai, nematerialts faktoriai,
lemiantys inovacijas, o ne tik ir ne tiek meno
kariniai. Dokumentas yra filosofiskas, sociologis-
kas, pamatinis politinés ekonomikos poziariu ir,
manau, reik§mingas $vietimo sistemai, kiarybinei
ekonomikai, kuri aprépia ne tik KI, bet ir moksliniy
ir technologiniy tyrimy institutus, aukstyjy ir pro-
fesiniy mokykly tinklus, mokslo inovacijy ir tech-
nologijy parkus ir panasias jstaigas. Pazvelkime j
dokumente vartojama savoka ,atotrakis“ arba tie-
siog trukis, plysis (disruption), kuri laikoma svarbia
ekonomine ir socialine vertybe ir kurig turi paska-
tinti kultiira grjsto kiirybingumo charakteristikos
ir susijusios veiklos. Taigi, vienas i§ bruozy, kuris
skatina kultira gristo kiirybingumo jtakas inovaci-
joms yra griovimo (disruption) savoka. Dokumente
nekalbama, taciau politinés ekonomikos atsto-

vai puikiai zino klasikine Josepho Schumpetterio



karybinio griovimo (creative destruction) savoka,

su kuria batina disruption lyginti.

XX amziaus kultaros ir kitokia filosofija labai jvai-
riai jvardija griovimo, karybinio ply$imo arba radi-
kalaus kitoniskumo sampratg. Pavyzdziui, radika-
liausiai Kito apibrézimus pateiké filosofai E. Levinas
ir Jacques Derrida, kuriy, pastebétina, dokumen-
tas nemini. Taigi, tikétina, kad mano pateikiama
interpretacija yra kurybingai netiksli, bet ja noriu
apibrézti kaip tam tikra nuorods, ka galéty reiksti
radikalus griovimas - atotrtkis. Levinas pirmiausia
turi omenyje gryng transcendentinj santykj arba
tai, kas yra anapus miisy patyrimo, suvokimo, riby,
kas priklauso nezinojimo, nesupratimo, didziausio
skirtumo aplinkai. Dokumentas apskritai nesusi-
jes su S$iuolaikiskiausiomis - poststruktaralizmo
ar moderniausiomis - kiarybinémis, teorijomis ir
daugiausiai apsiriboja nuorodomis j Frankfurto
mokyklos atstovus, kai kuriuos garsesnius, taciau ne
radikaliausius, ne karybingiausius socialinés antro-
pologijos atstovus (R. Rosaldo ir kt.) ar klasikinius
ekonomikos tyrinéjimus bei daugelj $iuolaikiniy

kiarybiniy industrijy tyrimy.

Griovimas (destruction) ir atotrtkis (disruption) yra
aiskinami sietinai su inovacijomis, t.y. naujos eko-
nominés vertés sukiarimu. Pavyzdziui, dokumente
sakoma:
Misy pozidriu, i$skirtiniai kultara gristo ka-
rybingumo bruozai yra vizijos arba fantazmo
intuicija/vaizduoté/israiska; didesnis indivi-
dualizmas (ypa¢ mene), gyvenimo dvasios
raiSka, gebéjimas/talentas, optimistinis veiks-
mas; savita kalba; daznos sasajos su estetika;
naujoviska tradicijos iSraiSka; inovacijos/
griovimo reik§mé; spontani$kumas ir nesu-
interesuotumas; netiesioginis sekimas nusta-
tytais jstatymais; pamatavimo sudétingumas

[...], vertybiy ir Zzmogaus dvasios i$raiska.'s

Dokumente Kultiiros jtaka kiirybingumui atotrakis
apibiidinamas nuoroda j Dru J. M., kuris $ig savoka
aiskina sgsajy nutraukimu, susitarimy apvertimu,
transformacija, prekybos aplinkos pakeitimu. Radi-
kalus kultarinis atsinaujinimas yra tai, ko nuolatos

laukiama i$ KI, bendradarbiaujanciy su jvairéjancia

visuomene. Kitoje vietoje dokumentas plétoja
David'o Edwardo samprotavimus apie inovacijas,
apie jy priklausomybe nuo meno ir technologijy
saveiky, kurios veikia kaip katalizatorius. Tekste

pateikiama Edwardo citata:

Menamokslis [artscience] vienu metu ir ska-
tina griovimg, ir padeda mums karybingai
atsakyti j tai."

Menamobkslio, t.y. nedalomy meno, technologijy
ir tyrimy junggiy, kairimas yra tai, kas $iandien
pritraukia visuomene j $iuolaiking modernizacija.
Tuo pasizymi Naujosios medijos, robototechnika,
jvairiausios naujos vaizdo, garso ir komunikacijos
technologijos. Menamokslis puikiai gali bati reis-
kiamas ir $iandien Lietuvoje vis populiaresnémis
tampanciose biotechnologijose. Prie$ingai, doku-
mente kritikuojamos skirtys tarp meno ir mokslo,
technologijy studijy ir meno studijy. Tokia klasifi-
kacija ir studijos atitolina ir mena, ir technologijas
nuo $iuolaikiniy socialiniy ir kultariniy visuomenés

poreikiy ir progreso.

Dokumentas cituoja Vaclavo Havelo teiginj, kad
»kirybingumas yra buties esmé“ (,,Creativity is the
essence of being“)*®. Karybingumas grindZiamas
inovacinés/nutraukimo veikly derme (innovation/
disruption), ka galima aigkinti Europos Nihilizmo
tradicija. Ja Lietuvoje placiai yra i$skleide artimi kul-
tiirai mastytojai - Arvydas Sliogeris, Rita Serpityté ir
kiti autoriai. Ta¢iau jy samprotavimai, kad ir apdo-
vanoti auksciausiais valstybés ar instituciniais verti-
nimais, netapo kulttiros politikos, jos leksikos sude-
damaja dalimi. Veikiau priesingai — abiejy minéty
autoriy citavimas LR kultiros dokumentuose yra
artimas nuliui. Tai rei$kia, kad viesas kultaros filo-
sofijos (pridékime j nihilizmo sgra$a Arang Sver-
diolg) diskursas yra vieSai gerbiamas, pazymimas,
apdovanojamas, knygy leidyba remiama, ta¢iau tai
nedaro jokios jtakos kulttros politikai ir juo labiau
KI plétrai. Kultarologija, kultaros filosofijos ir kul-
tariniy industrijy kritika bei karybiniy industrijy
doktrina - kalbéjimo budai, kurie Lietuvoje ir toliau
yra atitole vienas nuo kito iki nesupratimo ir nepri-
pazinimo. Ta¢iau minéto Europinio dokumento
analizé ir integracija ir yra ne vertimas, ne tusc¢ias

teziy deklaravimas, kas dazniausiai ir vyksta, o jo

119

11

VIdVA



120

VARTA

11

kritika Lietuvoje puoseléjamos kultaros filosofijos ir
kritikos kontekste.

Aptariamas Kultiros jtaka kirybingumui tekstas
sieja inovacines struktaras su karybingumo poli-
tika. Siuolaikinis kirybingumas galimas tik esant
specialiai i$vystytiems gebéjimams, socialiniams
ry$iams, komunikacinéms ir kitoms technologi-
joms, integracijai su gamyba ir rinkomis; be to, KI
raida priklauso nuo apibréztos kurybinés kvalifika-
cijos zmoniy skai¢iaus. O tai jau yra ne vienos indus-
trijos ar ne tik kultaros, bet daug platesnis politinis
klausimas, susijes su valstybiy ar jy sajungos strate-
giniais orientyrais. Lietuvoje Kultiiros ministerijos
ar kultaros jstaigy balsas yra treciaeilis, palyginti su
energetikos ar kity ukio $aky sferomis, nepaisant to,
kad $iuos aktualiuosius sau klausimus ministerijos
aptaria pasinaudodamos KI pagaminta programine
jranga, diskutuoja jvairiose medijose, investuoja j
savo jvaizdzio reklama, posédzius vykdo paveldo
pastatuose ir materialiy bei nematerialiy vertybiy
veikiami. Tai tik rodo kritinio refleksyvumo stoka
lietuviskoje kultaros ir su ja susijusios ekonomikos
politikoje. Apie jokig realia karybingumo politika
negalima kalbéti, nors jos perspektyvos ir buvo
zymimos konservatoriy Vytauto Kubiliaus subur-
tos Valstybés pazangos tarybos parengtoje Lietuvos
paZangos strategijoje , Lietuva 2030“*'. Deja, pasikei-
tus vyriausybéms, apie §j dokumentg nebuvo disku-
tuojama, jis buvo ne kritikuojamas, o atidétas kaip

neaktualus j $alj.

Dokumentas taip pat naudoja Europos kirybin-
gumo fabriko ( fabric of ,European creativity*®?) ir
socialinio fabriko (social fabric*®) metaforas, kurios
nurodo, kad kiirybingumo ir socialiné politika turéty
nuolatos generuoti inovacijas, atotrikius, prover-
zius, transgresijas. Kur atsinaujinima ir karyba,
kultaringuma galima nuolatos ,,gaminti“? Be abe-
jonés, $vietimo sistemoje, darbo rinkose, net par-
lamentuose ir savivaldybése. Karybingumo fabriko
idéja ir metafora gali stipriai paveikti biurokratiniy
ataskaity apie KI veiklas srautg, kur jvairiausiy ES
pakopy valdininkai, neturintys bent kiek gilesnio
filosofinio, kultarologinio ar antropologinio issila-
vinimo, uzsiima statistiniy duomeny su itin supa-
prastinta finansine-ekonomine-socialine kalba per-

kélimu i$ vienos aplinkos j kita. ES ir Lietuviskosios

ataskaitos savo tus¢iu kalbéjimu papildo vienos kitg.
Pavyzdziui, 2011 mety Kultirinés programos vei-
klos ataskaita nevartoja jokiy ,filosofiniy“ savoky,
kaip antai, kultara grista ekonomika, kulttra gristas
karybingumas, kiirybiniai fabrikai, patiréiy jvairové
,.. 0 tenkinasi programinio trijy karybiniy indus-
trijy platformy (platform) ,,atrakinimu® (unlocking):
»Platforma tarpkulturinei Europai (,, Vaivorykstiné
knyga®); Kultaros prieinamumo platforma; Kulta-
riniy ir karybiniy industrijy potencialo atrakinimo
platforma“ uztikrinant greita, nuolating ir aprépian-
Cig (smart, sustainable and inclusive) ekonomikos ir

kultaros plétra*.

Kultira grjsto kirybingumo samprata Kultiiros
jtaka kirybingumui dokumente paaiSkinama labai
panasia savoka: Kultira kaip kirybingumo Salti-
nis (Culture as a source of creativity) ir atitinkamai
visuomené ir bendruomencés kaip karybingumo $al-
tinis. Dokumentas remiasi R. Floridos tyrinéjimais,
parodziusiais, kad karybingumg stimuliuoja atvira
visuomené ir silpnos atviros bendruomenés jvairaus
tipo tolerantiskumo indeksais. Todél ES ketinama
skatinti abu - ir kultara grista kiirybinguma (Cul-
ture-based Creativity), ir kultara grista ekonomika
su industriniais pozymiais: greitj, kolaboracija, siekj
pirmauti rinkos segmente, skatinant vartojimo jvai-
rove, akcentuojat nematerialigsias prekés vertybes

(intangible values).

Dar viena sgvoka patirciy ekonomika (An economy
of experience) yra labai placiai ir priestaringai inter-
pretuotina: nuo istorinés atminties iki gamybinés ir
$vietimo, instituciniy gebéjimy iki estetikos plétros
(estezis — pojuciai, ju patyrimas). Vis délto tikétina,
kad terminas patirciy ekonomika yra platesnis nei
estezio gamyba ir aprépia jvairiausius meninius
iSgyvenimus, patiriamus ir muziejuose, kino tea-
truose, prie televizijos ekrany. Patiréiy ekonomika
dokumente siejama su kitomis dviem sgvokomis:
patirc¢iy atvérimo, t.y. jy prieinamumo, tiek aps-
vietos, tiek institucine prasme, barjery Salinimo,
meno prieinamumo uztikrinimo prasme, ir proto
atvérimo (open the mind) politika. Proto atverties ir
patirciy atverties veiklos uztikrina tai, kg a$ vadinu
atviros visuomenés jvairovéms ir kismui idéja.
Gaminti kaip galima daugiau kultariskai vertingy ir

paklausiy patir¢iy yra kino, kompiuteriniy Zaidimuy,



visy naujyjy medijy siekinys, o ES Komisija kartu
su ekspertais tai apibendrina. Pagaliau dokumentas
paaiskina, kad patir¢iy ekonomika yra susijusi su
naujy pojuciy tenkinimu ir turtinimu, su individua-
liy emocijy kiirimu (creating an individual emotion).
Didinant subkulttrizacijg, vartojimo individua-
lumag, heterogenizacija KI kompanijos kvie¢iamos
daugiau bendradarbiauti su sociologais ir antropo-
logais, vykdanciais jvairovés tyrinéjimus. [vairoveés
tyrinéjimy bei emocijy ir karybingumo skatinimas

tampa svarbiausiu edukaciniu orientyru.

Dar viena, jau gerokai sensteléjusi savoka yra kul-
tira grista ekonomika (Culture based economy). Ji
aprépia kultarinio vartojimo ir judumo skatinima,
kad uztikrinty ne tik individualy pasitenkinimag, bet
ir bendro gério (Common welfare) plétrg. Kultara
grista ekonomika turéty buti siejama su bendruoju
judumo skatinimu. Judumo terminologija labai pla-
¢iai plétojama ir verciama j Lietuviy kalba atsisakant
judrumo, o akcentuojant prekiy, paslaugy, Zzmoniy
judéjimg - juduma (mobolity) i$ vienos vietos j kita.
Zalioji knyga pabrézia, kad ,judumas yra svarbus
Europos kultiirinés darbotvarkés ir ES programos
Kultara (2007-2013 m.) aspektas“®.

Bedro gério gali buti siekiama naujy savivaldziy
bendruomeniy kultiros sferoje karimu (commu-
nity building). Kooperacija ir bendruomeninés
savivaldos didinimas priestarauja ,,laukiniam kapi-
talizmui aigkinant KI plétrg (kg dazniausiai lietu-
viski oponentai daro) ir ketina uztikrinti socialines
garantijas ir bendra gerove. Tai priestarauja kary-
biniam individualizmui, ta¢iau kartu sumazina ir
negatyvias karybinio griovimo, abstraktaus atitoli-
nimo pasekmes. Siy priestaravimy regéjimas ir jy
dialektinis valdymas skiria naujuosius ES Komisijos
KI srityje dokumentus nuo gryno ekonomizmo.
Bendras géris kultaros sferoje yra susijes su ekspre-
syviy komponenty ir emocijy (The expressive com-
ponentss and emotions) ar performansy (performan-
ces) plétra. Sitlymas vieSai plétoti emocijas, kaip
patirties ekonomika ir kaip bendro gério elements,
néra futuristiné metafora, ji per daug pabrézia inzi-
nerija ir konstruktyvizmg. Nagrinéjamas doku-
mentas, mano nuomone, ne visados i§saugo trapy
dialektinj industrijos ir spontaniskos karybos san-

tykj. Taciau nei§vengiama, kad emocijos, jausmai,

pigis ir pavir$utini$ki, yra masi$kai gaminami ir
vartojami. Kita vertus, galbut tai uZztikrina, propa-
gandiniu pozitriu, tam tikra solidarumo, empatijos,
pasitikéjimo, motyvacijos lygj, bating $iuolaikinés
Vakary visuomenés egzistavimui? Produkto vertés
mazinimas, palyginti su pakuotés (packaging) ir rin-
kodaros vertingumu vartotojui, yra jau placiai dis-
kutuojama idéja, budinga pastaryjy desimties mety
ES dokumentams KI srityje. Galiu tai paaiskinti tik
kaip didesnio spektaklio visuomenei kvietimg ir
poreikj. Vartojimo spektaklizacija remiasi kulttros
pakuotés inovacijomis. Kita vertus, pavir§utiniskas
ir masiskas, pigus spektakliskumas yra apsaugotas
nuo egzistencinés fetisizacijos ir nesukelia varto-
tojui jokiy kanciy i$metant, sunaikinant produkta,
paverciant jj perdirbama $iuksle. Perkamas grazus
ir blizgantis butelis limonado, gundantis savo spal-
vomis ir pakuote, ir ¢ia pat jj iSgérus, numetamas
pakeléje, uzterSiant aplinka, nedziugina praeiviy
kaip artefaktas. Greitai nykstanti simboliné reiksmeé

yra badinga naujajai kultiiros pakuotei.

Kultaros pakuotés politika tiesiogiai sietina su gyve-
nimo stiliy plétra, tai mazina monokultariskumo,
vienmatiskumo efekta, nors ir neatveria jokiy ypa-
tingy egzistenciniy gelmiy. Subkultarizacija, virtusi
gyvenimo stiliy plétra ir ekonomikos pritaikymu $iai
jvairovei, ai$kiai i$skiria $iuolaikine ES ekonomine
orientacija pasaulio didZiyjy ekonomiky kontekste.
Vis délto stiliy ir juo labiau subkultiirizacijos plétra
Lietuvoje yra KI pakras¢iuose ir siejama daugiausiai
su elito ir keistosiomis paribio kultiiromis. Gyve-
nimo stiliy (creating of lifestyles) ir kultriniy tapa-
tybiy (cultural authenticity) karimas ir plétra yra
svarbi KI orientacija. Gaminamos ne tik pakuotés,
bet ir gyvenimo buidai kaip asmens pakuotés, kurios
yra taip pat gana menkai egzistenciskai jkanytos. Ar
toks egzistencinis pavir§utiniskumas neugdo gilu-
minio $al¢io ir ciniSkumo?

Gyvenimo stiliy plétra tiesiogiai sietina su ekspe-
rimentinio ir j gyvenimo bei komunikacijos lauka
jtraukto rezisavimo (Experiment staging, Ekspe-
rimentinis reZisavimas®®) plétra, tai reiskia kartu
ir performatyvumo dauginima. Lietuvoje j rinkg
orientuotas performatyvumas ir eksperimentinis
rezisavimas daugiausia yra siejamas su renginiy

vadyba ir estrada: pakankamai svarbiomis naujomis
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specialybémis, kurios sitilomos Lietuvos universi-
tetuose ir kolegijose. Juy integralia dalimi laikomas
ir eksperimentinis rezisavimas. Ta¢iau performaty-
vumo samprata dar labai retai perkeliama i rinkos
plotme, veikiau jau prieSingai: performatyvumas
pozicionuojamas kaip pasipriesinimo rinkai ir biu-

rokratiniam aparatui instrumentas.

»Sgveiky tarp skaitmeninio pasaulio ir realaus pasau-
lio“ (collaboration between virtual and real worlds)
didinimas yra pladiai susijes ne tik su socialiniais
tinklais, kurie Lietuvoje jau tapo dominuojancia
tikrove, bet ir su jvairiy skaitmeniniy technologijy
intervencija j kasdienybe, jskaitant interaktyvius
zemélapius, banky paslaugas ir integruotus lauko
zaidimus. Sios sgveikos neabejotinai plésis, ir vis
daugiau kompiuteriniy tinkly specialisty, progra-
muotojy ir KI atstovy dalyvaus $iose veiklose. Tai
milziniska rinkos ir gyvenimo sfera, ir Lietuvos uni-
versitetai, skaitmeniniy technologijy jmonés akty-
viai §j laukg jsisavina. Vis délto kulttiros politikos
srityje minétos tendencijos néra aiskiai suvokiamos
ir dazniau adresuojamos ... Susisiekimo ministeri-
jai.

Skaitmeninio ir realaus pasaulio sgveikos, plétojant
spektaklizacijg, kultarinius jpakavimus, industri-
nes sgveikas, kuriant naujas tikrovés nisas, veikia
vartotojy ir karybiniy gamintojy interaktyvumo
didéjimg. Mano vartojama savispektaklizacijos,
saves i§vie$inimo ir populiarinimo sgvoka yra budas
$ioms tendencijoms aptarti. Taciau dokumentas
kalba apie ,karybingumo vartojima®, t.y. apie var-
totojy gebéjimg kelti reikalavimus karybiniams
produktams; gebéjima vartoti kirybingg apmastyta
dizaing (design thinking). O tai reiskia naujos kiry-
binés vartotojy visuomenés gimima, tac¢iau abejoniy
kelia, ar Lietuva politiSkai, intelektualiai, kritiskai,

technologiskai yra pasirengusi.

Siy idealy, vizijy, prognoziy jgyvendinimui yra
reik§mingos veiklos. Tarp jy dokumentas jvardija
»prekiniy Zenkly ir simbolinio kapitalo skatinimg*
(Supportting of branding and accumulating of sym-
bolical capital). Daugelis $aliy, pavyzdziui, JAV ir
Japonija, plétoja VieSosios diplomatijos strategijas,
kuriy svarbiausia dalis yra savitos prekiniy Zen-

kly politikos, glaudziai integruotos su nacionaline

unikaliy KI prekiy pasiila, vadyba. Tai yra anima-
ciniy filmy herojai, automobiliy markes, didziosios
pasilinksminimo jmonés. Bitent jos gamina, pla-
tina, uztikrina vartojima, tai, kas siejama su nacio-
naliniais prekiniais Zenklais. Dar viena susijusi
sritis yra simbolinio kapitalo kaupimo strategijos,
kurios pirmiausia yra susijusios su nacionaliniams
interesams, jvaizdziui atstovaujanciais asmenimis,
Zymiausiais kultaros atstovais. Taciau kiekviena
jmoné, leidykla ar muzikos jrasy studija gali turéti
pana$ig strategija. Tinkamas simbolinio kapitalo
kaupimas i$vie$inant prekinius Zenklus ir populiari-
nant garsiausius Zmones yra labai svarbi KI veiklos
dalis. Lietuvoje tai puikiai suvokia didziosios KI
jmoneés ir labai menkai — didieji miestai, kurie inves-
tuoja i garbingy Zmoniy paslovinima, o ne i simbo-
linio kapitalo kaupimg. Zinoma, abiejy strategijy
skirtis yra verta diskusijos, taciau jos pasigesime LR
dokumentuose. Neretai simbolinis kapitalas kaupia-
mas vie$pataujant monokultariniams prekiy zen-
klams ir susijusiems reginiams, $vyturiams-zvaigz-
déms. Monokultariskumo terminas, perimtas i$
zemeés tikio sferos, rodo kokybiskos ir konkurencin-
gos i jvairoveés sunaikinimg ar grie7tg sumazinimg ir
kontrole, viespataujant vienarai$iams, vienatipiams
produktams. Holivudo filmai, didieji prekiy zenklai
ir susijusi produkcija - Google, Microsoft, Apple,
Coca-Cola, Boing ... pagaliau doleriai ir eurai padeda
kurti sluoksniuotas, plac¢ius regionus aprépiancias ir
susinancias monokultaras. Vartotojui jpratus prie
pigios, standartizuotos, garantuotos monokulttros
ir jos produkcijos, kito tipo gaminiai (nepanasiis
i Microsoft ar Coca-Cola...) daug sunkiau gali rasti
savo placias rinkas ar vietinj vartotoja. Tas pats yra
dél vaizdy gamybos. Didziausias naujienas sukuria
ir skatina tarpregioninés CNN, BBC. Visos kitos -
France 24, Deutsche Welle, Rusijos Vesti arba 24, net
garsioji Al Jazeera ar Euronews — yra veikiau regio-
ninio pobudzio. Tokiag monokultairine tarpregionine
prigimtj turi Facebook, Twitter. Visa tai yra zinias ir
jvykius kuriantys konglomeratai, kuriy veikla pri-
dengia iSteritorinta, cini$kg i$naudotojiska kapitala.
Buatent $ios isteritorintos kompanijos, kalbédamos
apie menamus globalinius reiSkinius, ir imituoja
globalizma. Globalumo ideologija kuria $iai vaiz-

duotei ir ideologijai atstovaujancios institucijos.



Kitokiu pavidalu $ios esmés neegzistuoja, jos yra ne
daugiau nei institucionalizuotas filmas ar klubas,
kuris kasdien bando jtikinti pasaulj savo globa-
lumu. Visas $ias tendencijas gana placiai kritikuoja
kairiyjy pazitry analitikai (Naom Chomsky, Slavoj
Zizek, Tariq Ali), maziau démesio skirdami mono-
kultariniam efektui ir jo jtakai formuojant vaizdinj

pasaulio suvokima.

Aptarti KI galima ne tik pagal industrijy klasifika-
toriy, bet ir pagal su KI susijusias veiklas kitose sfe-
rose: baldy gamyboje, lengvojoje pramonéje, maisto
pramonéje ir kitur. Tai akcentuoja su KKS susije
dokumentai, taip pat ES Baltosios knygos. Musy
nagrinéjamas dokumentas tai sieja su atverian-
Cio kiarybingumo (triggering creativity) palaikymu.
Atveriantis kuirybingumas yra viena i$ veikly, kuri
padeda uztikrinti inovatyvig modernizacijg ir plésti
karybine ekonomika. Toks inovacijy siekimas yra
instituciskai grindziamas ES Lisabonos strategija,
pabréziancia griezta politinj inovacijy palaikyma.
Siy ir panasiy veikly skatinimas yra biidas uztikrinti
tai, ko siekia EK: kokybinius vertés Suolius. Tai
padeda vystytis ne ekstensyviai, o keiciantis koky-
biskai - intensyviai. Kita vertus, visa $i strategija ir
veiklos negalimos be kultairos politikos kismo, kurj
KEA dokumentas sieja su Europos karybinés politi-

kos idéja (EU creativity policy).

ISVADOS

Europos komisija ir jos Generalinis direktoratas Svie-
timui ir kultiirai, remdamiesi Siuolaikiniais politinés
ekonomikos tyrinéjimais ir, maziau, kontinentinés
kultaros filosofijos kiriniais, nuolatos skelbia reko-
menduotinus siekinius, kuriais vadovaujasi dau-
gelis $vietimo ir kultiros fondus skirstanciy agen-
tary, $iuos dokumentus interpretuoja nacionalinés
kultdros ministerijos ir jy padaliniai. Nepaisant
atviros dokumenty prieigos (Zalioji knyga ir susije
dokumentai) ir platformos pilietinei diskusijai (Vai-
vorykstinés knygos ir susije dokumentai), komuni-
kacinis veiksmas daugiau primena meritokratijos
ugdyma ir profesionaliy kultaros politikos ir kul-
tiros gebéjimy skatinima nei realy bendradarbia-
vimg su karybine klase. Nors direktorato skelbiami

dokumentai yra kupini daugelio naujoviy ir skatina

inovacijas, spontaniskumga, pertrakj ir laisve kary-
bos srityje bei dialogg su tradiciniy vertybiy puo-
selétojais, didesnés jtakos vietos sprendimams ir
menininky orientacijai, biblioteky ir muziejy vei-
kloms tai nedaro. Svarbiausia, kritika ir spontanis-
kumas, kuriuos reikstis kvie¢ia dokumentai, néra
adresuojami ES kuriamai kulttiros ir $§vietimo admi-
nistravimo sric¢iai. Turint omenyje, kad $vietimas ir
kultara yra palikti savarankiskam ES $aliy valdymui,
$iuos dokumentus galima laikyti tik i$$tukiu diskusi-
jai. Daugeliu atvejy $i diskusija turéty bati drama-
tiskesné ir kritiskesné, pavyzdziui, diskutuojant apie
atmindiy jvairove ir judumo jtaky paveldo sampra-
tai, pertrukio jprasminimg ir svarbos pripazinima,
taip pat ir tai, ko stokoja KKS ir KI skatinantys ES
dokumentai: KT ir Kultairos industrijy kritika, savis-
pektaklizacijos analize, meninio alternatyvumo ska-
tinimg, vieningos platformos idéjos atsisakyma ir

galbat kitus sprendimus.

Straipsnis parengtas projekto “Kulttros institucijy
komunikaciniy kompetencijy plétra ziniy ir kary-
bos visuomeneés kontekste“ (Nr. VP1-3.1- MM-08-
K-01-017) metu. Projekta finasuoja Europos socia-

linis fondas.
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EU CI AND CRITIQUE OF COMMUNICATIVE REASON IN LITHUANIA

Key words: self-spectaclization, communication, deliberative democracy, self-reliance, creative disruption,

open society for diversities

Summary

The aim of the article is to critically analyze communication of public sector of Creative industries (CI) and Cul-
tural and Creative Sector (CCS) in Lithuania. The main attention is paid to explanation of important concepts of
EU documents from the point of view of Critical discourse analysis and Critical hermeneutics: making of affects, an
economy of experience, creative disruption, multiplicity of memories ... The article considers the Green Book and The
Impact of Culture on Creativity and other EU and Lithuanian documents, their ideas and relationships with power,
economy and creativity in a perspective of communicative reason. The object of critique is analysis of the case of
Fluxus ministry (NGO in Kaunas) and growth of tendencies of meritocracy. I interpret Critical discourse analysis
and Critical hermeneutics in a way they were developed in the Critical theory and in the works of Jurgen Habermas
devoted to analysis of communicative action and communicative reason. My interpretation of the role of dialogue
and some concepts of poststructuralism where I support theories of M. Bakchtin’s tradition differs from Habermas
interpretation. Contemporary Critical theory includes not only former Cultural philosophy, but also elements of
critique of Cultual industries (tradition of M. Horkheimer and T. Adorno), British Cultural studies and political
economy devoted to the questions of CI. Besides, for interpretation of EU documents I use a number of concepts
related to the poststructuralism: direct self-government, deliberative democracy, critics of nomenclature and me-

ritocracy, self-spectaclization and creation of open society for diversities. The aim of the article is not instrumental,
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http://www.delfi.lt/news/daily/lithuania/ryskejantis-milziniskas-piesinys-kauno-pilies-prieigose-piktina-vicemera-s-buskeviciu.d?id=61862981
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http://www.savaite.lvjc.lt/uploads/biblioteka/2030.pdf
http://ec.europa.eu/culture/documents/pdf/programme/activityreport2011.pdf
http://ec.europa.eu/culture/documents/pdf/programme/activityreport2011.pdf
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but philosophical. It is not about considering strongness and weakness of separate episodes of communication, but
analysing openness and self-reliance of local cultural reason. Analysis of EU documents helps to find out the ans-
wers to the following questions: does the self-spectaclization of institutions and technologies of CI influences self-
reliant, independent judgements and enlightenment and, as a consequence, development of deliberative democracy?
Does directive speaking of commissions perverts fundamental insufficiency of human being? Do the meritocratic
demands on CI and CCS help to understand weakness and existential needs of human beings, demands of creative
class? Does communicative interpellation of subject become the means of manipulation and instrument for silen-
cing of existential voices in the most important areas of human beings: education and culture? The article discusses
the contradictions between CI and Enlightenment (as development of independent and self-reliant reason) in the
sphere of accumulation of symbolical capital, in the mass production of schemes of thinking and behaviour, in the

areas of individualization and restructurization of communities.
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KOMUNIKACINIAI VEIKSMAI KULTUROS IR
KURYBINIU INDUSTRIJU KONTEKSTE

Reiksminiai ZodZiai: komunikaciniai veiksmai,
kultaros ir kirybinés industrijos, telekomunikacija,

socialiniai tinklai

Moksliniuose diskursuose apibréziamas komuni-
kacinio veiksmo vaidmuo visuomenéje ir, konkre-
¢iau - kultairos lauke néra vienareiksmis. Egzistuoja
polemizuojancios Frankfurto mokyklos atstovy —
Theodoro Adorno ir Maxo Horkheimerio bei Jur-
geno Habermaso - sampratos, suformuotos pokario
kultaros industrijy ir vieSosios erdvés koncepcijy
perspektyvose. Véliau, tobuléjant komunikaci-
néms technologijoms, iskyla naujos komunikaciniy
veiksmy sampratos ir apibréztys, kurias jvardinti
bando besiformuojanciy discipliny atstovai, kaip
antai skaitmeniniy humanitariniy moksly (digital
humanities) skleidéjas Levas Manovichius, Zvel-
giantis j kultaros lauka per technologinius procesus.
Humanitarinio ir socialinio lauko tyrimus, susiju-
sius su telekomunikacija realiu laiku, socialiniais
tinklais, galios struktdromis, praplecia brity kulti-
ros studijy atstovai Nicolas Garnham, John Hartley
ir kiti. Straipsnio tikslas — remiantis $iy mokslininky
jzvalgomis apibudinti komunikaciniy veiksmy
priespriesas, kurios iSryskéja socialiniy diskursy
sankirtose, atskleisti jy santykj su karybinémis
industrijomis ir jtakg visuomenés socialiniam gyve-

nimui.

KOMUNIKACIJOS MANIPULIACIJOS IR
KULTURINES INDUSTRIJOS

Komunikacijos, kaip svarbiausio $iuolaikinio mani-
puliacijos jrankio, nekvestionuoja nei kultirologinei
tradicijai atstovaujantys Frankfurto mokyklos mas-

tytojai, nei brity mokyklos kultaros studijy tyréjai.

Taciau skiriasi manipuliacijai suteikiamos reik§meés.
Adorno ir Horkheimeris, Apsvietos dialektikoje
aprasydami pokario kultiros industrijy iskilimo
fenomena, suteikia jai neigiamas reik§mes, teigdami,
kad kultaros industrija ir su ja susije komunikaciniai
veiksmai yra monopolijy vie$patavimo ir masinés
gamybos rezultatas ir yra skirti individo niveliavimo
procesui'. Svarbiausiais $§io proceso jrankiais nuro-
domi reklama ir i$ jos kylanti propaganda, kalba ir
stilius. Juos transliavo tuo metu suklestéje kinas ir
radijas, galintys natiiraliausiai, arba, kitais zodziais
tariant, realistiSkiausiai atspindéti masiy lukescius
ir joms jtikti. Technikos vystymasis sudaré salygas
standartizacijai, o kartu ir visuomenés apgaudiné-
jimo ar manipuliacijos kliséms. Jos tiek i$vystomos,
kad visuomené jy nebesuvokia kaip kli$iy, priima
kaip butinus ir savaime suprantamus dalykus ir

joms paklasta.

Reklama, anot Adorno ir Horkheimerio, tampa
kultaros kaip prekés mediumu ir tikslu. Ji yra kul-
taros industrijos pamatas, jos ,,gyvenimo eliksyras®,
kadangi ,,jos produkto malonumas, kurj prekeé zada,
nei$vengiamai paver¢iamas vien pazadu, galiausiai
jis pats sutampa su reklama, kurios jam reikia dél
savo nevartojamumo*®. Reklama yra priemoné,
eliminuojanti i§ veiksmy lauko tuos, kurie trukdo
kapitalo valdytojams valdyti mases ir didinti savo
ekonomine verte. Tarpininko, kuriam suteikia-
mos reklamos perdavimo galios, vaidmenj atlieka
Ziniasklaida, radijas, kinas, numatomas ir televizi-

jos idkilimo vaidmuo. Gerai i$vystyta reklama virsta



propaganda: ,ir pirmoje, ir antroje, prisidengiant
efektyvumo reikalavimu, technika virsta psicho-
technika, manipuliavimo Zmonémis priemone. Ir
pirmai, ir antrai iSlieka veiksmingos netikétumo
ir kartu gerai zinomo, lengvo ir kartu jstringancio
atmintin i$manymo ir kartu paprastumo normos;
juk kalbama apie pasimetusio arba besipriesinancio

jsivaizduojamo kliento jveikima™.

Skiriami du svarbiausi reklamos ir propagandos
bruozai - kalba ir stilius. Industrinéje, standartizuo-
toje aplinkoje kalba yra numitinama, i§stumiama
zodzio metafizika. Ji virsta formule, eksponuojancia
objekta ,kaip atskirg abstraktaus momento atveji“
siekiant jo ai$kumo*. Apibudindami kalbg kaip
standartizacijai pajungta elementa, Adorno ir Hork-
heimeris jvardija ja kaip atliekancig prekés zenklo
funkcija, »signifikacija, kaip vienintelé semantikos
leidZiama ZodZio funkcija, baigiasi signalu“. Kalbos
modeliai, kaip ir kultdros industrijos apskritai, yra
»paleidziami i§ auksc¢iau® siekiant to paties — kapi-
talo didinimo - tikslo. Stilius savo ruoztu absor-
buoja kalba, naudojasi ja ir kultaros industrijoje yra
laikomas ,estetinio valdymo ekvivalentu“. Tikra-
jam menui, o ne kultaros industrijy prekei budinga
nepasitikéti stiliumi, pastarasis yra pataikavimo
maséms elementas, normatyvus ir veidmainiskas
apgavystés, imitacijos instrumentas, atstovaujantis
ideologijai. Stiliui, kaip komunikacijos manipuliaci-
jos instrumentui, Adorno ir Horkheimeris suteikia
ypatinga démesj. Anot jy, kultiros industrija yra sti-
liaus kvintesencija, ,,nepalenkiamiausias i§ visy sti-
liy, kaip galutinis to liberalizmo, kuriam buvo priki-
$amas stiliaus trakumas, tikslas*’. Jis kyla i$ mai$to
ir ekonominei sistemai pateikia naujy idéjy, kurias,
siekdama kapitalo didinimo, ji netrukus absorbuoja
ir organizuoja. ,Gerai organizuotas i$skirtinumas®
tampa prekiy mainy priemone, leidziancia atkreipti

démesj j preke ir ja kuo sékmingiau parduoti.

Adorno ir Horkheimerio manipuliacijy sampratas
kvestionuoja Habermasas, teigdamas, kad rekons-
trukciniam moksly ratui nebereikia ,ontologiskai
skirti tai, kas transcendentalu ir kas empiriska® tai
galima sudeti j vieng ir ta pacia teorija®. | empiriska
savo pirmtaky diskursa jis bando zvelgti i§ transcen-
dentinés perspektyvos ir negatyvy kolegy pozitrj

bando keisti tarpusavio supratimo paradigma.

Kaip pagrindinj komunikacinio veiksmo jrankj
mokslininkas jvardija kalbéjimo situacija. Api-
budindamas daugiasluoksnes kalbos funkcijas
komunikacijos procese, jis pazymi, kad ,kalbantys
subjektai yra arba savo kalbos sistemos ponai, arba
jos piemenys®, tai yra, kad ne gamybos procesas ar
santvarka, bet ir pats Zmogus gali nulemti savo san-
tykj su komunikaciniu veiksmu. Jeigu Apsvietos dia-
lektikoje kapitalo visuomené nurodoma kaip kalbos
skurdintoja, tai Habermaso komunikacinio veiksmo
teorijoje ta pati visuomené gali ja naudoti karybis-
kai, siekdama savito pasaulio atskleidimo. Pirmuoju
atveju manipuliacijos kalbos yra laikomos naikinan-
¢iomis kalba, kitu, kaip matome, gali kilti i§ karybi-
nio prado ir ja turtinti. Remdamasis Castoriadziu,
Habermasas iskelia butinybe visuomenei gebéti ver-
tinti save pagal ,,skaidrumo sau autenti$kumg, kuris
savo menamos kilmés neuzgozia ekstrasocialinémis
projekcijomis ir save suvokia kaip save pacia insti-
tucionalizuojancia visuomene“'’, t.y. individas néra
tik manipuliacijy objektas, bet ir jy karéjas —- jis
geba kritiSkai vertinti tai, kas jam bandoma teigti, ir
kreipti kapitalo santykj su juo kaip objektu nebutinai
kapitalo, bet ir demokratine, socialinius poreikius
tenkinanc¢ia linkme. Habermaso pasitlyta paradi-
gma atveria galimybes komunikacinius veiksmus
vertinti dabartinés demokratijos ir atviryjy plat-
formuy, susijusiy su informaciniy technologijy vys-
tymusi, perspektyva. Siekdami ja atskleisti, atidZiau
iSanalizuosime Levo Manovichiaus suformuluotas

komunikacinio veiksmo paradigmines slinktis.

TELEKOMUNIKACIJA

Kaip ir Frankfurto mokyklos atstovai, Levas Mano-
vichius Naujyjy medijy kalboje komunikacijai pri-
skiria melo, apgavystés, manipuliacijos funkcijas'!,
taciau, skirtingai nei XX a. pradzios visuomené,
$iuolaikinis metarealizmo epochoje gyvenantis
zmogus geba $ias funkcijas vertinti kriti$kai, yra
savikritiskasir ,,labai gerai zino, kad yra kvailinamas,
bet kartu nuoSirdziai leidZiasi apgaudinéjamas“?.
Jis taip pat pripazjsta gamybos procesy diktaty
visuomenés atzvilgiu - industrinéje epochoje jam
atstovavo monopolijos, §iuo metu jam atstovauja
didziosios optikos aparatas, reprezentuojamas kom-

piuterijos, reikalaujancios realaus laiko politikos ir
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neatidéliotiny reakcijy i $viesos grei¢iu perduoda-
mus jvykius. Kartu su Paulu Virilio Manovichius
§j aparatg mato kaip grésme, jis jkalina visuomene
»klaustrofobiskame pasaulyje be jokios gelmés ir
horizonto“"®, nors ir sukuria iliuzijg, kad apara-
tas leidziasi buti valdomas individo. Skirtingai nei
ankstesnés epochos mastytojai, Manovichius, kaip
ir Habermasas, pripazista visuomenés gebéjima
suvokti save ir kaip objekta, ir kaip subjekta, atlikti
ir stebétojo, ir dalyvio vaidmenj, esantj ,,tarp suvo-
kimo ir veikimo, tarp istorijos stebéjimo ir aktyvaus
dalyvavimo joje“!, todél numatoma, kad individas,

budamas kritiskas, aparato grésme gali suvelninti.

Jeigu Adorno ir Horkheimeris pagrindiniais komu-
nikacijos manipuliacijos jrankiais jvardijo reklama
ir su ja susijusius kalba, stiliy, t.y. jrankius, susijusius
su naratyvumu, Manovichius analizuoja vizualuma
ir naujausias - sgsajoms ir interaktyvumui saly-
gas sudarancias technologijas bei ty technologiju
sukeliamus percepcijos poky¢ius. Kaip ir Adorno
bei Horkheimeris, jis pabrézia kinematografijos
i$kilimg komunikaciniame veiksme (nes esg kine-
matografiniai vaizdai kultaros komunikacijoje yra
labai veiksmingi, juos lengvai apdoroja smegenys,
jie leidzia i§provokuoti emocijas, vizualizuoti tai,
kas neegzistuoja), bet kinematografija apibudina
tik kaip viena i§ naujyjy komunikacijos medijy
elementy. Kinas, transliuojamas per vaizdo ploks-
tuma, tiesiogiai nejtraukia ziGrovo, tarp zitirovo ir
vaizdo erdvés paliekamas atstumas. Pasak Manovi-
chiaus, iki tol egzistaves atstumas buvo atsakingas
,»uz subjekto ir objekto atskyrimg, uz tai, kad pirma-
jam suteikiama transcendentiné valdzia, o antrasis
paver¢iamas inertisku“!®. Taip autorius tarsi numato
tai, kad atstumo tarp stebincio subjekto ir stebimojo
objekto panaikinimas gali lemti ir valdzios vienas
kito atzvilgiu panaikinimg, demokratiniy procesy
sklaidg, kai visi visuomenés nariai lygiavertiskai gali
daryti jtaka komunikacinei aplinkai. Sios jzvalgos
antrina Habermaso komunikacinio veiksmo teorijai
ir parodo autoriaus pozityvy santykj komunikaci-

niy technologijy atzvilgiu.

Atstumo panaikinimas tampa kertiniu veiksniu,
lemianc¢iu komunikacinio veiksmo sampratos ir
jrankiy kaita. Kaip teigia Manovichius, tai yra susije

su nuotolinio dalyvavimo galimybés atsiradimu

- naujuoju komunikaciniu veiksmu, kuriam sudaro
salygas sasaja/kontaktas ir jo sukeliami procesai.
Nuotolinis dalyvavimas eliminuoja tradicinj laiko
tarpg ir sudaro salygas veiksmui akimirksniu. Jis
gali apimti dvi skirtingas situacijas — dalyvavima
virtualioje aplinkoje ir dalyvavimg realioje fizi-
néje aplinkoje, ,kurios vaizdas yra transliuojamas
tiesiogiai“'’. Nuotoliniam dalyvavimui budingas
nuotolinis valdymas, arba nuotolinis veiksmas. Jis
leidZia realiu laiku paveikti arba akimirksniu sukur-
tas reprezentacijas/vaizdus, arba ir pacig tikrove.
Pirmuoju atveju objektai yra kei¢iami Zenklais (pvz.,
kompiuteriniai Zaidimai), antruoju atveju objektai
yra manipuliuojami per zenklus (pvz., kompiuteriu
valdomi karo veiksmai tam tikroje nutolusioje teri-

torijoje).

Atstumo panaikinimas lemia iki $iol vyravusios
reprezentacijos sampratos pokycius - ilgg laikg sie-
jama su naratyvu ar su vaizdu, reprezentacija virsta
jtraukiamaja, ji atsiskleidZia per sasajinj, lytéjimo
funkcijomis paremtg santykj. Naratyvas ar vaizdas
gali bati vienas i§ jtraukimo elementy - juose var-
totojas gali ,aktyviai panirti jis gali naratyva ar
vaizda montuoti, didinti, keisti, stabdyti, t.t. Remda-
masis Romano Jakobsono komunikacijos funkcijy
modeliu, Manovichius teigia, kad , komunikacijoje
ima dominuoti kontakting, arba fatiné, funkcija -
ji susitelkia j fizinj kanalg ir j patj tarp adresanto ir
adresato vykstancio kontakto akta“!’. Komunikaci-
niai veiksmai, iki tol susije su pasakojimu ar vaizdu
ir turéje reprezentatyvumo pozymiy, pereina j kon-
ceptualiai naujg - duomeny bazés — paradigma. Tai
nereiskia, kad naujojoje paradigmoje reprezentacija
kaip raiSkos budas i$nyksta. Atvirksciai, kaip teigia
mokslininkas, duomeny bazé pakelia ja i nauja lygj,
naujoji platforma tampa jvairiy karybiniy procesy
centru ir sudaro sglygas naujam turinio, kaip kulta-

ros proceso ir komunikacijos jrankio, iskilimui.

Diskusija apie kultaros, visuomeninés santvarkos
ir technologijy santykj ir i§ to kylanc¢ius komuni-
kacinius veiksmus toliau plétoja brity ir australy
kultaros studijy atstovai, atskleidziantys peréjimo
nuo negatyvaus kultiiros industrijy koncepto j pozi-
tyvesnj - kirybiniy industrijy koncepta — priezasti-

nius rysius.



KURYBINES INDUSTRIJOS IR SOCIALINIAI
TINKLAI

Anot Nicholas Garnhamo, karybiniy industrijy
sgvokos atsiradimag paskatino informaciniy ir komu-
nikaciniy technologijy vystymasis, nes pastarosios
lemia prekiy ir paslaugy pateikimo budus'®.Tai yra
jos tampa pagrindiniu kanalu, per kurj rinkos, arba
vadinamasis kapitalas, pasiekia vartotojg ir priver-
¢ia jj atlikti pirkimo veiksma. Todél rinkos Zaidéjy
veiksmai nukreipiami j jvairiapusj $io kanalo vys-

tyma.

Sis vystymas yra keliakryptis — viena vertus, jis susi-
jes su technologinémis inovacijomis, nes jos yra
pagrindinis progreso nesiklis, kuriantis didziau-
siag pridétine verte. Siekdamas pagristi savo tei-
ginj, Granhamas remiasi dar ketvirtajame praéju-
sio amziaus de$imtmetyje Schumpeterio padaryta
iSvada, kad kapitalizmo progresas vyksta ne dél
kainy konkurencijos, o dél konkurencijos inovacijy
srityje'®. Jam antrina Pottas ir Cunninghamas, teig-
dami, kad ekonomika vystosi dél keturiy pagrindiniy
motyvy: gerovés siekimo, konkurencijos, augimo ir
inovacijy. Augimas ir inovacijos yra svarbiausi, nes
struktariskai, t.y. konceptualiai, o ne operatyviniu

lygmeniu keicia ekonomikos lauka®.

Kita vertus, kanalo kokybé priklauso ne tik nuo
techniniy galimybiy, bet ir nuo juo transliuojamo
turinio. Pagrindinémis turinio iSraiskos priemoné-
mis islieka jau anksc¢iau jvairiapusiskai kvestionuoti
reprezentacijos jrankiai - vaizdas ir pasakojimas.
Tyrinédamas jy santykj su naujgja telekomunika-
cine realybe, Manovichius teigia, kad iskyla porei-
kis i§ naujo permastyti $iy reprezentacijos jrankiy ir
estetinio objekto santykiy sampratg. Anot jo, iki tol
egzistavusig estetinio objekto sampraty, kuri teigé
estetinj objekta esant uzdaros ir erdvéje bei laike
apribotos strukttros, keic¢ia kitokia samprata: ,,Ar
estetiné koncepcija butinai turi jgauti reprezentaci-
jos pavidala? Ar menui batinas baigtinis objektas?
Ar pati tarp vartotojy vykstanti telekomunikacija
gali tapti estetiniu subjektu? Atitinkamai - ar varto-
tojo atliekamg informacijos paie$ka galima suvokti
estetiskai?“?! Galima teigti, kad autorius praplecia
kultaros studijy lauka, pripazindamas naujy repre-

zentacijos jrankiy galimybe, susijusia su jau minétu

duomeny bazés ir kontaktinés/sgsajinés komunika-
cijos iSkilimu. Taigi, praple¢iama ir turinio sgvoka.
Turinys tampa tiesiogiai susijes su technologine
platforma ir yra jos veikiamas. Taciau, anot Garn-
hamo, turinio kokybé yra vir§esné technologijy
atzvilgiu, nes nuo jos priklauso galutiniai vartotojy
sprendimai®’. Savo teiginj jis grindZia tyrimais, kurie
rodo, kad rinkoje reikalingi ne auksti technologi-
niai jgadziai, bet gebéjimas tarpusavyje bendrauti,
tirti, apibendrinti ne i§ techniniy, o i§ humanistiniy
pozicijy®. Garnhamas daro i$vadg, kad kultaros
industrijy sampratos keitimas karybinémis indus-
trijomis grazina jas j menocentristinj lauka, tai yra
menininkas, kaip turinio karéjas, yra svarbesnis nei
distribucija ar vartojimas, jo karyba, intelektinis,
estetinis kapitalas lemia vienokiy ar kitokiy prekiy

ar paslaugy jsigaléjimg ir vartotojy pasirinkimus.

Garnhamo poziariui pritaria ir Johnas Hartley'us,
teigdamas, kad karybinés industrijos sujungia ir
radikaliai transformuoja karybiniy meny ir kulta-
ros industrijy sgvokas: menai yra suvedami j tie-
sioginj kontakta su didelés apimties industrijomis,
tokiomis, kaip medijy pramogos*. Galima buty
teigti, kad $iuolaikiniai kulttros studijy tyrinétojai
tik patvirtina jau daugiau nei prie§ puse amziaus
suformuluotus Frankfurto mokyklos atstovy teigi-
nius apie meno virtima pelninga pramoga. Taciau
$iuolaikiniy technologijy nulemto komunikaci-
nio veiksmo kontekste Sie teiginiai jgauna kitokia
prasme. Atvirosios komunikacijos platformos lemia
horizontalesnés komunikacijos galimybe, kurioje
iki tol egzistavusios prie$prieSos viena prie kitos
priartéja ir nyksta. Siuolaikiniam vartotojui auks-
tojo ir pramogy meno takoskyra nebeaktuali — kaip
teigia Manovichius, ,daugiaprogramis rezimas®
kurj lemia duomeny bazés paradigma, reikalauja
i§ vartotojo ,,kognityviai daugiafunkcinés busenos®,
jis turi greitai kaitalioti jvairias démesio formas,
problemy sprendimo budus ir kitus kognityvius
jgudzius, turi pats nuolat dekonstruoti reklamas,
skandalus nudvieciancius laikra$¢iy straipsnius ir
kitas tradicines neinteraktyvias medijas®>. Todél vis
maziau jtikinamos atrodo ir diskusijos, kurios kar-
tais vis dar iskyla tarp Europos intelektualy, teigian-
cios elito ir masés, meno ir pramogos, remiamo ir

komercinio, auksto ir banalaus meno prie$priesas.
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Sialydami atsisakyti $ios diskusijos, kultaros stu-
dijy atstovai sialo ir naujg komunikacinio veiksmo
agenty paradigma. Minéti autoriai, nepaisant pasi-
keitusio individo santykio j manipuliacijas, pagrin-
diniu manipuliacijy veiksniu laiké kapitalg arba
rinkg. Brity tyrinétojy teigimu, atviryjy komuni-
kaciniy platformy jsigaléjimas nulemia naujo fak-
toriaus is$kilimg - manipuliacijos virsta bendra-
darbiavimu, kurj lemia jtraukianciosios, sasajinés
technologijos. Atvirosiose komunikacijos platfor-
mose manipuliuoti gali visi, tai reiskia, bet kas gali
jsitraukti j komunikacijos procesg ir jj paveikti tiek,
kiek tokj veiksmg leidzia jgyvendinti pati technolo-
gija. Manovichius §j procesg vadinty iliuzijy karimu,
nes jy ,,kirimas elektroniniais prietaisais yra vienas
i$ naujyjy medijy industrijy plétra palaikanciy eko-
nomikos veiksniy“ %, Su tuo i$ dalies sutinka ir Law-
rence Lessigas, pripazindamas, kad komunikacija
visy pirma priklauso nuo techniniy salygy. Anot jo,
komunikacinj veiksmg $iuo metu lemia dviejy tin-
kly sgveika. Pirmasis tinklas - AT&T* - yra cen-
tralizuojantis kiirybingumg ir palaikantis inovacijy
kontrole, jis yra tiesiogiai susijes su interesu valdyti
procesus bei daryti jtakg rinkai; antrasis — interne-
tas — atlieka priesinga funkcijg, jis decentralizuoja
ir siekia kontrolés atsisakyti, tai yra isreigkia rinka

kaip demokratine organizacija?.

Ypa¢ aktyvia internetine bendradarbiavimo plat-
forma tampa socialiniai tinklai, kuriuos minéti
kultaros studijy atstovai tiesiog tapatina su karybi-
némis industrijomis. Anot juy, socialiniai tinklai yra
pagrindiné $iuolaikiné inovacija, lemianti ateities
ekonomikos vystymasi. Svarbiausi veiksniai, skati-
nantys socialiniy tinkly vystymasi, yra griztamojo
ry$io, dalyvavimo veiksme, atvirosios spaudos,
aktyvizmo, tapimo i$ nieko viskuo galimybés. Soci-
alinjus tinklus sudaro pagal jvairius interesus besi-
vienijantys individai ar agentai, kurie produkto ir
vartojimo sprendimus remia kity individy/agenty

veiksmais (signalais) socialiniame tinkle.

Svarbia socialiniy tinkly valdymo priemone tampa
dizainas. Kaip ir reklama, kalba, stilius, vaizdas,
pasakojimas, sgsajinés jungtys, nuotolinis valdymas
ar turinys, dizainas yra vienas svarbiausiy jrankiy,
lemian¢iy komunikacijos veiksmy evoliucijg kul-

tariniy ir karybiniy industrijy kontekste. Dizaino

reik§mé, anot kultaros studijy tyrinétojy, yra daug
svarbesné, nei ja numato ankstesnis, standartinis
apibrézimas: ,,I$ esmés dizainas yra naujoji inZine-
rija, bet pastaroji yra plétojama tarp fiziniy ir sociali-
niy technologijy. Architektara ir programiné jranga
yra integruoti  $ig savoka taip, kaip fiziniy ir infor-
maciniy erdviy dizainas yra integruotas socialinés
saveikos erdvéje. Dizainas taip pat yra jungtis tarp
karybiniy industrijy paslaugy ir likusios ekonomi-
kos, nes jis yra naudojamas siekiant suteikti forma
ir pozicionuoti produktus reklamos ir mados prie-
monémis, pradedant automobiliais ir baigiant vyny
prekiniais Zenklais“?’. Internetinéje erdvéje vienas i$
dizaino tiksly, anot Manovichiaus, yra sukurti prie-
raiSumg ir priversti vartotoja buti komunikacijos

veiksme?°.

Komunikacijos veiksmai ir jy metu perduodamos
interaktyvios Zinutés tampa svarbesnés nei vie-
netiniai, tik j informacijos pateikima orientuoti
veiksmai®*!. Komunikacijos veiksmy valdymas soci-
aliniuose tinkluose tampa pagrindine j pelna orien-
tuotos ekonomikos uzduotimi. Tam, kad juos bty
galima sékmingai jgyvendinti, butinas pagal jvairius
pozymius socialiniuose tinkluose besigrupuojancios
bendruomenés pazinimas. Sj pazinimg lemia $iuo-
laikinio individo poreikiy tyrimas. Pastarasis yra
atpazjstamas pagal vis didesnj individualiy savybiy
ir poreikiy skai¢iy, nes vis turtéjanti visuomené ir
vis labiau tobuléjancios duomeny baziy technologi-
jos lemia ir didesnio individualizuoto pasitlymo ar

pasirinkimo galimybes.

Siuolaikinis individas, anot Hartley’aus, yra sudary-
tas i$ opozicijy konvergencijos. Ju susiliejima lemia
jauanksc¢iau Manovichiaus jvardintas individo gebé-
jimas biti ir proceso dalyviu, ir stebétoju. Siuolaiki-
nis Zmogus save suvokia ir kaip viesa, ir kaip privaty
individa. Tai, kas viesa, i$reiskia jj kaip pilietj, kaip
zmogy, siekiantj ir ginantj pilietines vertybes, tokias
kaip laisvé, demokratiné politiné sistema, teisingu-
mas ir t.t. Tai, kas privatu, i$reiskia jj kaip vartotoja,
kuriam svarbu komfortas ir privatumas, estetika ir
identitetas. Siy opozicijy susiliejime, anot kultiros
studijy atstovy, ypatingg vaidmenj vaidina vartotojo
iskilimas. Nors Hartley’us ir teigia vartotojo iski-
lima, kartu jis pazymi, kad vartotojiskumas lemia ir

jo antipodo - pilietiSkumo - iskilimg. PilietiSkumo



sgvoka, kartu su teisémis ir bendruomenés jsiparei-
gojimais, infiltravo komunikacijos tinklus, atsirado
Htinklapilie¢iy® (netizens) savoka ir reiskinys, kuris
veikia ir atskiry individy kultarinj skonj, jy gyve-
nimo buda, estetikos supratimg. Vartotojas nebéra
galutinis kapitalo tikslas - jis tampa karybiniy
industrijy ciklo dalimi®, tai yra jis dalyvauja kuriant
prekiy ir paslaugy ekonomikg, paveikdamas ja per
komunikacija socialiniuose tinkluose ir i$ to kylan-

¢ius vartotojo pasirinkimus.

Individas socialiniuose tinkluose gali komunikuoti
ir kaip vieSas, ir kaip privatus asmuo - rinkos daly-
vio uzdavinys yra savo komunikacinius veiksmus,
siekiant tam tikry tiksly, padaryti jam priimtinus
ir kaip piliec¢iui, ir kaip vartotojui. Kultiiros tyréjai
pazymi, kad socialiniuose tinkluose veikia daugybé
inovatoriy ir antrepreneriy, nes dél savo nemateria-
lumo tinkluose pateikiamos prekeés ir paslaugos daz-
nai atitinka jy vertybes, susijusias su tvaria aplinka
ir kitomis socialinés gerovés koncepcijomis. Taigi,
tampa vis sunkiau atskirti pilietj nuo vartotojo,
pastarasis, darydamas jtaka rinkos veiksmams, vis
labiau tampa pilieciu ir gali aktyviai jsitraukti j soci-
alinés gerovés karimg®. Pilietiskai aktyvy individg
Richardas Florida jvardina kaip kirybinés klasés
atstova: vartojimas jam yra tik tiek svarbus, kiek jis
leidzia jgyti naujy patirc¢iy. ISsivysc¢iusiose Vakary
visuomenése patirtys keic¢ia prekes ir paslaugas,
»hes jos stimuliuoja ir skatina masy karybiskuma.
Toks aktyvus, eksperimentinis gyvenimo budas
skleidziasi ir tampa vis labiau paplites visuomenéje
todél, kad atsiranda vis daugiau karybos ekonomi-
kos struktiiry ir institucijy [...] Tokie Zmonés statusa
ir identitetg sieja ne tiek su gérybémis, kurios jiems
priklauso, kiek su potyriais, kuriuos jie i§gyvena“+.
Simbolinés vertybés, su kuriomis galima susieti
rinkoje sitilomas nematerialias prekes ir paslaugas,
tampa svarbiausiu akstinu, lemianciu ekonominj

vartotojo elgesj.

KOMUNIKACINIAI VEIKSMAI IR VALSTYBES
INSTITUCIJOS

Karybos ekonomikos struktiras ir institucijas
palaiko tokio tipo ekonomiks propaguojancios
valstybés. Valstybéms, kaip ir postindustrinei rin-

kai, simboliniy vertybiy karimas yra vienas i$

svarbiausiy uzdaviniy: kuo labiau jomis tikima,
tuo labiau visuomené konsoliduojama, tuo didesne
verte — tiek materialig, tiek ir nematerialig - ji geba
sukurti. Europos Sajungos visuomenés, vis labiau
paklastancios rinkos ekonomikos désniams ir sie-
kiancios buti socialiai teisingos ir atsakingos, sim-
boliniy vertybiy kirimg bando susieti tiek hori-
zontaliu, tiek ir vertikaliu lygmeniu, taip apimant
tiek demokratinius, su savireguliacija ir laisva rinka
susijusius procesus, tiek ir autokratinius, su kontrole
ir reguliavimu susijusius veiksmus. Siy procesy val-
dymo siekiniai atsiskleidzia jvairiuose valstybiy ar
ju s3jungy inicijuotuose tyrimuose ir strateginiuose
dokumentuose. Dauguma jy atspindi valstybiy inte-
resus plétoti rinkos ekonomika ir tapti konkuren-

cingomis pasauliniu lygmeniu.

Vienas i§ dokumenty, liudijanc¢iy Europos Sajun-
gos, kaip politinés institucijos, siekj vadovautis rin-
kos ekonomikos taisyklémis, yra Europos Sajungos
(toliau — ES) strategija 2020%. Tarp penkiy strategijoje
isskirty tiksly yra jau minétos inovacijos, t.y. siekia-
mybé, tiesiogiai susijusi su rinkos ekonomikos vys-
tymu. Kaip viena i§ priemoniy, leidzian¢iy inovaty-
vios visuomenés plétojima, pazymimas skaitmeninés
visuomenés ugdymas tiek skaitmeninio rastingumo,
tiek ir skaitmeniniy technologijy plétojimo prasme.
Dokumente taip pat pazymima ir vientisos skaitme-
ninio turinio rinkos sukirimo svarba. Ypa¢ aiskiai $i
svarba artikuliuojama kirybiniy industrijy Zaliojoje
knygoje, kur kaip vienas pagrindiniy komponenty,
lemianciy visuomenés vystymasi, yra nurodomas
kultaros turinys. Batent jis lemia informacinés visuo-
menés formavimasi, investicijy j placiajuosé¢io rysio
infrastruktrg ir paslaugas, skaitmenines technologi-
jas ir naujoviskus buitinés elektronikos ir telekomu-
nikacijy prietaisus skatinimg?®. Taigi, kaip ir kulttros
studijy tyrinétojai, ES ekspertai iSkelia kulttiros turinj
kaip svarbiausia dabartiniy komunikaciniy veiksmy

elementy.

Nors ES ir pazymi laisva turinio judéjimg interne-
tiniais kanalais, kartu siekia jj kontroliuoti, sukur-
dama ,,subalansuota reglamentavimo sistemga, pagal
kurig nustatytas aiSkus nuosavybés teisiy reZimas,
skatinamos daugiateritorés licencijos, tinkama tei-
siy turétojy apsauga ir honorarai“?’. Tai yra ES nori

numatyti mechanizmus, kurie priestarauja internete
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vykstanciy procesy prigim¢iai — laisvam informaci-
jos judéjimui. Taciau tokiy mechanizmy jsigaléjima
stabdo pasikeitusi komunikacinio veiksmo agento
paradigma. Valstybés, atstovaujancios rinkos inte-
resams, negali manipuliuoti visuomenés veiksmais
be jos pacios pritarimo ir sutikimo. Todél dél masi-
niy visuomenés protesty, vykusiy visoje Europoje
2012 m., kol kas néra jteisintas galimai demokratijos
principams priestaraujantis tarptautinis susitarimas

dél kovos su piratavimu®,

Apibendrindami kultaros studijy tyrinétojy jzval-
gas ir Europos Sajungos dokumentus, susijusius su
kultaros ir kiirybiniy industrijy (toliau KKI) svarba
$iuolaikinei ekonomikai, galime teigti, kad KKI kul-
taros studijy tyrinétojai vertina tik kaip ekonomine
pridétine verte kuriancia rinkos organizacijg: Potts,
Cunningham, Hartley, Ormerod kaip tris pagrin-
dinius KKI bruozus skiria vartotojo atpazinimg
ir jo suvokima, socialinius tinklus ir jais komuni-
kuojamg turinj bei i rinkg orientuotas jmones ir
koordinuojancias institucijas®. Tai yra KKI organi-
zuojamos veiklos Siuolaikiniy rinkodaros veiksmy
atspindys ir liudijimas. O Zalioji knyga KKI vertina
socialiniame, politiniame kontekste. Apibudindama
pagrindinius KKI bruozus, Zalioji knyga nurodo
globalizacijos ir kultaros jvairovés svarbg. Tik vie-
nas bruozas - skaitmeninimas - yra susijes su tech-
ninémis uzduotimis ir gali bati laikomas ekonomi-

nes uzduotis atskleidZianciu terminu.

Kaip ir minéti kultiiros studijy tyrimai, Zalioji knyga
liudija, kad Siuolaikiniai komunikaciniai veiksmai

leidzia panaikinti takoskyra tarp aukstojo ir Zemojo

Nauji gamybos
ir skirstymo
modeliai

Skaitmeninimas

Kultiros turinys

meno ir pamazu baigti Adorno ir Horkheimerio
pradéta kultaros industrijy diskusija. Kaip minéta,
informaciniy technologijy vystymasis lemia kulta-
ros turinio i$kilima, kartu turinio karéjai dél naujy
gamybos ir skirstymo modeliy gauna galimybiy
pateikti turinj didesnés auditorijoms*’. Savo ruoztu
didesniy auditorijy apimtys leidzia ir didesne kulta-
ros jvairove. Galy gale geresnis kultaros pazinimas

lemia jos demistifikacija (zr. 1 pav.).

ISVADOS

Komunikaciniy veiksmy kaita rinkos ekonomikoje
yra susijusi tiek su politiniu, socialiniu visuomenés
diskursu, tiek ir su to diskurso paskatintu techno-
logijy vystymusi. Industrinés visuomenés saulé-
lydyje komunikaciniai veiksmai daugiausia buvo
vienakryp¢iai, organizuoti arba rinkos zaidéjy, arba
juos palaikanciy politiniy struktiry. Postindustri-
néje visuomenéje komunikaciniai veiksmai tampa
horizontalas, juos lemia interaktyviyjy, sasajiniy
technologijy i$populiaréjimas. Pastarosios leidzia
vartotojui jsitraukti j komunikacinj veiksma, rinkos
Zaidéjai ar politinés struktiros nebegali manipu-
liuoti komunikaciniais veiksmais, neatsizvelgdami j

vartotojo poreikius ir interesus.

Komunikacinio veiksmo jrankiais iki sgsajiniy tech-
nologijy suklestéjimo buvo reklama ir su ja susije
kalba, stilius, vaizdas. Reklamos kalba ir stilius,
vaizdas atlieka prekés Zenklo, signalo funkcijg, jie
yra manipuliatyvis. Svarbus zingsnis naujos, demo-
kratiskesnés komunikacinio veiksmo paradigmos

link yra sasajiniy technologijy, nuotolinio valdymo

Didesnés
auditorijos ir
rinkos

Didesné
kultiros
jvairové

Kulturos

demistifikacija

1 pav. Kultiiros turinio sklaida komunikaciniy technologijy kontekste



ir duomeny bazés atsiradimas. Pastarieji lémé nauja
turinio, kaip kultaros proceso ir komunikacijos jran-

kio, ikilima, ir dizaino, kaip sgvokos, i§plétima.

Svarbiausia turinio skleidimo terpe tampa sociali-
niai tinklai, kuriems sudaré salygas komunikacinés
technologijos. Jy i$kilimas lemia manipuliaciniy
komunikacijos veiksmy virtimg bendradarbia-
vimo veiksmais. Socialinius tinklus kultaros stu-
dijy tyréjai tapatina su kirybinémis industrijomis,
jie $iuo metu yra inovatyviausia terpé, lemianti
ekonomikos pokycius. Socialiniai tinklai isryskina
vartotojo — rinkos vieneto ir piliecio, socialiai atsa-
kingo individo, savoky konvergencijg. Tiek rinkos
zaidéjai, tiek Europos Sajungos valstybiy instituci-
jos organizuoja savo veiksmus taip, kad jie atitikty
pilie¢iy simboliniy vertybiy lauka. Pagrindiniu
tokiy vertybiy kirimo instrumentu tiek kultaros
studijy tyréjai, tiek ir ES dokumentai nurodo kul-
taros turinj. Pastarasis dél socialiniy tinkly i$pli-
timo tampa vis labiau prieinamas visuomenei,
todél nyksta takoskyra, iki $iol skyrusi aukstaja
ir populiarigjg kultaras, kultaros turinys tampa
komunikacijos ir tarpusavio supratimo bei inte-

rakcijos priemone.

Straipsnis parengtas projekto “Kultaros institucijy
komunikaciniy kompetencijy plétra ziniy ir kiry-
bos visuomenés kontekste® (Nr. VP1-3.1- MM-08-
K-01-017) metu. Projekta finasuoja Europos socia-

linis fondas.
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COMMUNICATIVE ACTIONS IN THE CONTEXT OF CULTURAL AND
CREATIVE INDUSTRIES
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Summary

The article deals with the analysis of the theoretical approaches, that articulate the changes of the sense and the
means of communicative actions in the society of the market economy. Communicative actions are regarded first
of all from the perspective of the cultural industries concept, that was developed by Theodor W. Adorno and Max
Horkheimer. Regarded by them as a mean of manipulation, it is later on questioned by Jiirgen Habermas, who
sees communicative action as a possibility of democratic developement. Lev Manovich follows the discussion and
introduces new concepts of communicative actions, related to the developement of distance control, interaction
and databases. As well as the representatives of the Frankfurt School, he also admits that new communication tools
serve as manipulative means for the market, but he notices that at the same time these means can also be influenced
and organized by an independent user. Nicolas Garnham, John Hartley and other representatives of British cultural
studies school admit that the developement of social networks and at the same time of the creative industries lead
to a new relationship between the market and the consumer. This new relationship is analyzed in the governmental
documents of the EU and particular governmental institutions that support the creation of the creative economy
market. Theoretical and governmental discourses join together while promoting the idea of communication, un-

derstanding and interaction between the consumers and the citizens of the world.
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AUDITORIJU PLETRA: TARP TEORINIU KONCEPCIJU

IR LIETUVOS TEATRO REALYBES

Reiksminiai ZodZiai: Auditorijy plétra, Lietuvos
teatras, meno institucija, komunikacija, kultaros

politika, suvokéjas

Auditorijy plétros samprata, apimanti jvairias j
meno vartotojy lauko plétojima orientuotas karybos,
komunikacijos ir edukacijos strategijas, formaliai ES
kultaros politikos formuotojy politinés ir finansinés
darbotvarkés centre atsidiré pastaraisiais metais.
Europos komisijos inicijuotas Europos kultros
eksperty tinklo (EKET) tyrimas ,,Auditorijy plétra
ir Karybiskos Europos programos ateitis®, Europos
kultaros darbotvarkés 2011-2014 m. darbo plano
rémuose parengtas ,,Politikos nustatymas ir geriau-
sios praktikos vadovas vieSosioms meno ir kultaros
institucijoms dél geresnio kultaros prieinamumo
bei platesnio dalyvavimo kulttros gyvenime® ir kiti
dokumentai, tape ideologiniais ir praktiniais ES kul-
taros politikos jgyvendinimo instrumentais, konsta-
tavo batinybe didinti meno ir kultariniy veikly priei-
namuma Europoje'. Kai kuriose Europos $alyse dau-
giau nei perpus mazéjantis meno ir kultiros renginiy
lankytojy skaicius, nepalanki demografiné padétis,
mazéjantys viesieji finansai, interaktyviy j vartotoja
orientuoty pramogy industrijos ir naujyjy technolo-
gijy plétra, kelianti ypatingg nerimg tose Salyse, kur
meno institucijos ilgg laika gyvavo ribotos konkuren-
cijos salygomis, - tai pagrindinés prieZastys, ver¢ian-
¢ios kulttiros politikos formuotojus atkreipti démes;j i

meno auditorijas pac¢iu auk$ciausiu politiniu lygiu.

ES kulturos politikos gairése ir teorinéje meno
sociologijos, rinkodaros, menotyros ir komunika-
cijos mokslo plotméje sgvoka ,auditorijy plétra“
reiskia ne tik visuminj poziarj j meno poreikio

ugdyma, bet ir kitokiag meno karinio adresato, t.y.

suvokéjo, samprata. ISplitusios personalizuotos nau-
juju medijy naudojimo praktikos verté ir tradiciniy
meny kiréjus kalbéti jau nebe apie publika, zitro-
vus ar ,,masine auditorija®, o auditorijas, t.y. skirtin-
gus individus, turincius jvairialypiy poreikiy, lukes-
¢iy, galimybiy ir nuolat besikeic¢iancius. Didéjanti
dalyvaujamosios kultiiros dalis reikalavo pripazinti
auditorijos svarbg turinio karimo ir platinimo pro-
cesuose. Kaip konstatavo suvokimo procesy tyriné-
tojai, auditorijos - tai vieta, kurioje kuriamos reiks-
més®. Dar daugiau, pasirodé, kad auditorijos ne tik
pacios dalyvauja karybos procese, jos kaip sponta-
niskos bendruomenés taip pat gali biiti formuoja-
mos, t.y. kuriamos. Konceptualiu lygmeniu audito-
rijy plétros prioriteto iSkélimas j kultiiros politikos
démesio centrg pirmiausia rei$ké meno vartotojo
pripazinima lygiaver¢iu meno komunikacijos pro-
ceso dalyviu ir meno suvokimo prilyginimg meno
kiirimui. Siame straipsnyje bus kalbama apie teorinj
sgvokos ,auditorijy plétra“ turinj ir praktinio jos tai-
kymo problemas, su kuriomis susiduria teatro insti-
tucijos Lietuvoje ir visame pasaulyje. Taip pat bus
lyginamos tyréjy apibréztos sékmingos auditorijy

plétros strategijos Europoje ir Lietuvos teatruose.

Daugelyje Europos Sajungos $aliy démesys auditori-
joms ir jy plétrai i politinés darbotvarkés prioritetus
papuolé paskutiniais praéjusio Simtmecio de$im-
tmeciais. Auditorijy plétra DidZiosios Britanijos ar
Skandinavijos $aliy meno lauko batinybe tapo pir-
miausia dél socialinés politikos kaitos: XX a. desim-

tame des$imtmetyje valdzioje buve kultaros politikos
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formuotojai mena paskelbé efektyviausiu socialinés
atskirties mazinimo jrankiu ir nukreipé finansines
paskatas j riboty galimybiy auditorijy - nejgaliyjy,
socialiai pazeidziamy, etniniy mazumy grupiy,
bedarbiy, jaunimo pritraukima®. Taip meno organi-
zacijos tapo naujas teritorijas uzkariauti siekianciais
yhaujy auditorijy pritraukimo® misionieriais, o §i
kultaros politikos formuotojy iSkelta ,,misija‘, orien-
tuota | menu beveik visai nesidomincias visuomenés
grupes, metaforiskai apibudinama kaip ,,netikin¢iyjy
atvertimas®. Rinkodaros specialistai gana greitai
pastebéjo, kad su naujy auditorijy paieska susijusios
veiklos ne tik metaforiskai prilygsta naujy Zemiy
uzkariavimui - dideli kastai, nenuspéjamumas,
darbo imlumas neretai meno organizacijai neatnesa
jokios ilgalaikés naudos, kitaip tariant, daznai misija
yra finansi$kai netvari*, Dar daugiau, meno organi-
zacijos geriausiai paZjsta lojalius lankytojus, o apie
nesilankanciyjy poreikius Zino nedaug, vadinasi,
norédamas juos pazinti, turi jdéti dar daugiau laiko,
darbo ir resursy. Remiantis jvairiais auditorijy tyri-
mais, potencialiy meno renginiy lankytojy skaic¢ius
sudaro apie 30-50 proc. viso gyventyjy skaitiaus®,
o tai yra tikrai nemenkas ir viliojantis kasnis zia-
rovy netenkanc¢ioms meno institucijoms, dél kurio
jos nepaisydamos sunkumy yra linkusios pasiduoti
naujy auditorijy paieskos karstinei, ypac jei tai skati-

nama politiskai ir finansiskai.

Pragmatiskoje JAV kultiros erdvéje auditorijy plétra
ilga laikg buvo suvokiama gana instrumentiskai —
kaip biidas uzpildyti tus¢ias kédes saléje. Cia vyravusi
ir karstai rinkodaros specialisty (Danny Newmano)
propaguojama abonementy sistema (dabar Lietuvoje
populiaréjancios kulttiros jstaigy narystés progra-
mos) leido palaikyti meno organizacijy gyvybe ir pla-
nuoti biudzeta bent keletui mety j priekj. Vis délto,
kaip parodé tyrimai, abonementy sistema suformavo
pozilrj j meno vartotojus kaip j elitinio, t.y. uzdaro,
klubo lankytojus, tad, mazéjant $iam auditorijos
segmentui, sumazéjo bendras meno vartotojy skai-
¢ius, o net ir spartaus demografinio JAV kitimo kon-
tekste demografiné abonementinés auditorijos sudé-
tis per 30 mety beveik nepakito. Pastaraisiais desim-
tmeciais JAV Nacionalinio meny fondo uzsakyti ir
Meny tyrimy instituto atlikti tyrimai atskleidé, kad

Salyje vyksta neproporcinga meno infrastruktiros

bei kiirybiniy organizacijy sektoriaus plétra ir meno
vartotojy skai¢iaus mazéjimas: nuo septintojo desim-
tmecio iki dabar JAV profesionaliy menininky skai-
¢ius iaugo beveik 127 procentais (kity profesijy
atstovy, t.y. bendras darbo rinkos, augimo vidurkis
sudaré 85 procentus)®. O §tai auditorijos segmentas
per ta patj laikotarpj traukeési, ypa¢ menko meno
vartotojy iki trisdesimties mety amziaus dalis, nepai-
sant to, kad, palyginti su Europa, JAV demografiné
situacija yra palanki ir bendras gyventoju skaicius
(kaip, beje, ir iSsilavinimo lygis, tiesiogiai siejamas su
meno poreikiu) augo’. Akivaizdziai kito ir auditorijy
socialiné sudétis bei jprociai: mazéjo ilgalaikius jsi-
pareigojimus priimancios auditorijos dalis ir didéjo
»paskutinés minutés“ publika, perkanti bilietg prie§

pat meno renginj.

Nors minéti tyrimai apémé specifinj meno lauko
segmenty — vaizduojamuosius menus, baletg, klasi-
king muziky, dziazg, muzikinj ir dramos teatra, ju
jzvalgos svarbios visam karybiniam sektoriui. Pir-
miausia tyréjai konstatavo, kad viena i$ meno var-
totojy skaic¢iaus mazéjimo priezas¢iy — per menkas
démesys meno poreikj ugdantiems veiksniams, t.y.
tiems Zaidéjams, kurie meno suvokimg ir poreikj
veikia stipriausiai: visy lygiy Svietimo jstaigos;
meno kritikai; Zurnalistai; mentoriai (tévai, draugai
ar bendruomenés nariai). Pasak tyréjy, iSanalizavus
JAV meno rémimo sistema, galima konstatuoti, kad
tik 10 proc. visy menui skiriamy vie$y ir privaciy
lésy tenka projektams, vienaip ar kitaip susijusiems
su meno edukacija ar meno poreikio ugdymu. Situ-
acija komplikuoja ir tai, kad dazniausiai edukacinius
projektus inicijuoja ir atlieka pacios meno organiza-
cijos, nebendradarbiaudamos su partneriais i$ kity
sri¢iy, pavyzdziui, Svietimo jstaigomis ar tyrimo
centrais, todél néra jokios patikimos informacijos
apie $io, kad ir menko, biudZeto panaudojimo efek-
tyvuma. Akivaizdu ir tai, kad meno mokymo ini-
ciatyvos visais lygiais — nuo vyriausybiniy iki ben-
druomeniy $vietimo jstaigy - silpo dél mazéjancio
finansavimo ir politinio palaikymo stokos. Tyrimai
akivaizdziai demonstruoja, kad meno vertybés néra
savaime suprantamos: jeigu vaikai nesusiduria su
menine karyba ankstyvame amziuje, tikimybé, kad
véliau jiems kils poreikis ieskoti estetinio patyrimo,

yra labai menka, nebent suvokimo Kkliatys bty



efektyviai pasalintos naudojant specialias prie-
mones®. Jeigu auditorijas pagal meno vartojimo
poreikj schemati$kai suskirstytume j tris segmen-
tus — daznai, retai ir niekada nesilankanc¢ius meno
renginiuose, remdamiesi JAV ir Europoje atliktais
tyrimais, pastebétume, kad pirmasis auditorijos
segmentas traukiasi, antrojo tipo lankytojy skaicius
yrasalyginai nekintamas, o nesilankanciyjy segmen-
tas didéja. Tai reiskia, kad meno organizacijoms kyla
trejopa uzduotis: (a) neprarasti lojaliy lankytoju; (b)
jtraukti ,,retuosius® ir paversti juos lojaliais bei (c)

surasti ir sudominti nesidominciuosius.

Pasak tyrimy autoriy, ,kliatys®, arba, metaforiskai
kalbant, ,,slenks¢iai‘, dél kuriy auditorijos nesilanko
meno renginiuose, yra dvejopos prigimties: prakti-
nés ir percepcinés, t.y. suvokimo kliatys®. Praktinés
kliatys, tokios kaip kastai, vieta, patogumas, infor-
macijos trikumas, netinkamas laikas, skirtingai nei
manoma, néra tokios svarbios ir dazniausiai tampa
»slenkséiais jau egzistuojantiems meno vartotojams
(Iir IT tipo). Pavyzdziui, remiantis DidZiojoje Britani-
joje atliktomis apklausomis, apie 31 proc. apklaustyjy
nedalyvauja meno renginiuose dél to, kad tai jy nedo-
mina, ir tik 6 proc. dél to, kad tai jiems per brangu'®.
Praktinio pobiuidzio problemy sprendimu uzsiima
rinkodaros ir komunikacijos sri¢iy specialistai. O
suvokimo Klititys, tokios kaip patyrimo tritkumas,
socialinés stigmos, socialiniy kultariniy jgadziy tra-
kumas, budingas meno nevartojancioms visuomenés
grupéms, gali bati efektyviai $alinamos tik kartu pasi-
telkus komunikacijg, rinkodara ir edukacija. Vadinasi,
auditorijy plétra turéty buti suvokiama kaip ilgalaikis
visuminis meno poreikio ugdymas, reiskiantis ne tik
ar ne tiek rinkodaros kampanijas, o batinybe suteikti
zmonéms gebéjimy ir Ziniy, kurios jiems reikalin-
gos dalyvaujant estetinéje komunikacijoje. Vis délto,
remiantis empiriniais tyrimais, reikia pripazinti, kad
konkrecios meno ar kultiiros organizacijos atveju $i
grazi teoriné sinergija tarp rinkodaros, edukacijos ir
komunikacijos nevyksta taip paprastai, nes tikrovéje
reiskia jtakos ir atsakomybés pasidalinimg tarp keliy
darbuotojy ar skyriy, o tai néra lengvai jgyvendinama

uzduotis.
Kaip vieng svarbesniy visy minéty tyrimy rezultaty
galétume jvardyti savokos ,auditorijy plétra® atsi-

radima politinés darbotvarkés ir meno institucijy

veiklos gairése, ver¢iantj ne tik permastyti iki $iol
naudoty komunikacijos ir rinkodaros strategijy efek-
tyvuma, bet ir i§ naujo ,,pazinti“ savasias auditorijas.
I$analizavus Lietuvos teatro institucijy dokumentus,
galima teigti, kad démesys, kurj jos turi skirti publi-
kos poreikiams ir auditorijy plétrai, jtvirtintas Lietu-
vos kultaros politikos gairése!!, LR Kultiros minis-
terijos strateginiuose veiklos planuose'?, formuojant
projektinio finansavimo skirstymo kriterijus valsty-
bés ir savivaldybiy lygmeniu®?, ir teatro institucijy
dokumentuose'. Vis délto, atidziau pazvelgus j Lie-
tuvos valstybés teatry veikla, galima teigti, kad ide-
ologinéje plotméje deklaruojamas démesys auditori-
jai tik i§ dalies atsispindi praktinése teatry veiklose.
Zvilgsnis i valstybiniy teatry biudZetinio finansavimo
principus gali bent i§ dalies paaiskinti §j neatitikima
tarp teoriniy postulaty ir realybés. Pasak tyrimo
»Lietuvos dramos teatry sistemos efektyvumo tyri-
mas ir modernizavimo gairés” autoriy, Lietuvos tea-
trams taikoma ekonominés klasifikacijos straipsniais
paremta bendra biudzetiniy jstaigy samaty sudarymo
tvarka neatsizvelgia j teatry metiniy karybiniy pro-
gramy vertinimus ar j i§ parduoty biliety gaunamas
pajamas®. Kitaip tariant, biudzetinio finansavimo
logikoje teorinis geresnio kultiros prieinamumo ir
platesnio dalyvavimo kirybiniame gyvenime pri-
oritetas neatsispindi. Valstybiniy teatry pajamos
uz spektaklius jiems sugrizta kaip bendra valstybés
asignavimy dalis. Remiantis tyrime pateiktais duo-
menimis, 2009 m. teatry pajamos uz spektaklius
vidutini$kai sudaré 23,9 proc. jiems skiriamo valsty-
bés asignavimo ir varijavo nuo didziausio 41,7 proc.
Jaunimo teatre (trecias pagal valstybés asignavimy
dydj) iki maziausio 14,1 proc. Klaipédos dramos tea-
tre (penktas pagal asignavimo dydj). Analizuojant
tyrimo susistemintus duomenis galima teigti, kad
zitirovy lankomumo rodikliai, kuriuos teatrai patei-
kia LR Kultiiros ministerijai, néra svarbts formuojant
biudzetinés jstaigos finansavimo apimtis. Vadinasi, j
auditorijy plétra orientuotos veiklos Lietuvos valsty-
bés teatruose atsiranda ne dél finansiniais instrumen-
tais sustiprintos politinés valios ar valstybés socialinés
politikos kaitos, o grei¢iau dél vidinio atskiry teatry
ar karéjy poreikio. O instrumentai, kuriuos valsty-
bés teatrai gali pasitelkti ,,ugdant ir formuojant (...)

visuomenés poreikj profesionaliam scenos menui“'®
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- tai egzistuojanti etaty sistema (Lietuvos valstybiniy
teatry rinkodaros skyriuose 2007-2009 metais dirbo
nuo 19 (Lietuvos nacionaliniame dramos teatre) iki 3
(Klaipédos valstybiniame dramos teatre) darbuotojy)

ir priva¢iy réméjy bei projektinio finansavimo lésos.

Europos kultaros eksperty tinklas (toliau — EKET)
apibréZia septynis veiksnius, lemiancius efektyvig ir
kokybiska auditorijy plétra: edukacija ($vietimas);
apréptis ir prieinamumas; partnerystés; vartotojy
jtraukimas; kainodara; geografija (vieta) ir Zitirovy
segmentacija'’. Zvelgiant i Lietuvos teatry veikla
per $iy septyniy veiksniy prizme galima nusta-
tyti, kurios auditorijy plétros strategijos labiausiai
paplitusios Lietuvos teatry praktikoje, kaip ir kokia
apimtimi jos yra taikomos, kokias teatry ir publikos

santykiy problemas atskleidZia.

Europoje mazai kas abejoja $vietimo svarba meno
poreikio ugdymui: skatinamos edukacinés ir meno
$vie¢iamosios programos, skirtos vaikams ir/ar
jaunimui, siekiama kultivuoti suaugusiyjy doméji-
masi menu visa gyvenima. Nenuostabu, kad i§ visy
EKET isskirty veiksniy Lietuvos teatruose daugiau-
sia démesio taip pat skiriama edukacijai. Vis délto
batina pastebéti, kad valstybés teatrai $vietéjiska
auditorijy ugdyma suvokia gana siaurai: didziausig
edukacinés funkcijos nasta ant savo peciy ,,nesa“ i
repertuarg jtraukti teatry spektakliai vaikams, ren-
giama labai nedaug testiniy edukaciniy projekty,
ir beveik visai néra vienkartiniy $vietéjisky akcijy.
Kai kurios edukacinés teatry veiklos skirtos arba
profesionaly ugdymui (Vilniaus mazojo teatro ren-
giamas festivalis ,Tylos!“), arba meniniy procesy
inicijavimui (Lietuvos nacionalinio dramos teatro
rengiamas testinis edukacinis projektas ,Versmé®)
ir su zitrovy $vietimu gali buti siejamos tik netie-
siogiai. Kaip gerosios auditorijos ugdymo praktikos
pavyzdzius galima jvardyti Lietuvos nacionalinio
operos ir baleto teatro edukaciniy renginiy ciklus,
Kauno nacionalinio dramos teatro festivalj ,,Nerk j
teatra“; Kauno valstybiniame léliy teatre rengiama
festivalj ,,Sypsos lélés ir vaikai, nevalstybiniame
sektoriuje - ,,Meny spaustuvés® inicijuotg projekta
»Meny spaustuvé: nauja neformalaus ugdymo erdve
mokykly bendruomenei® ir t.t. Vis délto, kaip tei-
gia tyrimo ,,Lietuvos dramos teatry sistemos efek-

tyvumo tyrimas ir modernizavimo gairés“ autoriai,

edukaciné veikla valstybés teatruose néra kryptinga,
néra sukurti valstybiniai jos skatinimo mechaniz-
mai'®. Atrodo, kad butinybe ugdyti meno poreikj
Lietuvos teatrai daznai suvokia kaip lozunga, o ne

kaip savo misija ar rinkodaros strategija.

Apréptisir prieinamumas rei$kia pastangy sutelkima
i atskirties auditorijas ir jvairius naujus auditorijy
segmentus, dél jvairiy priezas¢iy negalinéius nau-
dotis meno teikiamais privalumais. ] EKET gerosios
patirties pavyzdziy sgrasa patenka Anglijos nacio-
naliné opera, rengianti periodinius mokomuosius
muzikinius seminarus bedarbiy centruose Londone,
ir jvairios netradicinése vietose vykstancios Euro-
pos kurybiniy organizacijy iniciatyvos. Lietuvos
teatry kontekste kol kas efektyviausia prieinamumo
skatinimo priemoné yra gastrolés. Sprendziant i$
LR Kultairos ministerijai pateikiamy teatry veiklos
ataskaity, 2009 metais daugiausia spektakliy gastro-
lése parodé Klaipédos dramos (57), Panevézio Juozo
Miltinio dramos (45) ir Siauliy dramos teatrai (22).
Kaip konstatuoja tyrimo autoriai, ,,gastrolés leidzia
regiony teatrams pasiekti didesne publikg negu tik
savo mieste stacionare rodomi spektakliai, o Vil-
niaus teatrams tai yra maziau aktualu, ir jie daugiau
tenkinasi savo miesto publika“’®. Akivaizdu, kad
tokios ,vienkryptés“ valstybés teatry gastroliy tra-
jektorijos stiprina netolygia meno koncentracija ir
priestarauja geresnio kultiros prieinamumo bei pla-

tesnio dalyvavimo kairybiniame gyvenime idéjoms.

Partnerystés — tai meno organizacijy bendradarbia-
vimas su jvairiomis institucijomis, kurios gali buti
naudingos auditorijy plétros srityje: tyrimo centrais,
$vietimo jstaigomis, verslais, fondais, uZsienio par-
tneriais. Lietuvos teatrai gana aktyviai bendradar-
biauja su $vietimo jstaigomis (daugiausia mokyklo-
mis), privaciais réméjais ar vieSosiomis jstaigomis ir
menkai dirba su tarptautinémis organizacijomis ir

tyrimy centrais®.

Vartotojy jtraukimas j teatro procesa turéty atliepti
naujyjy medijy sitlomg | ziGrova orientuoto inte-
raktyvaus turinio patyrima. Teatro istorija pateikia
daugybe suvokéjo iSlaisvinimo® strategijy: nuo
avangardiniy eksperimenty su erdve iki rituali-
niy ceremonijy, nuo kolektyvinés kiarybos ir daly-

vaujancio zitirovo iki Augusto Boalio ,,nematomo



teatro ar partizaninio teatro praktiky. Siuolaikinés
scenos meno organizacijos jvairiais badais perdirba
modernaus teatro atradimus ir pritaiko juos, siek-
damos jau nebe estetiniy ar politiniy, o pragmatiniy
ekonominiy tiksly. Tyrimai rodo, kad didZiausiy
rezultaty pasiekiama dirbant su vaikais ir jaunimu
arba bendruomeniy teatruose, o suaugusieji yra
labiau linke dalyvauti mokomojoje veikloje, o ne
bati jtraukiami j spektaklio veiksma. Kita vertus,
auditorijos jtraukimas j teatro kurybine veikla ar
repertuaro formavimg turi ir savo ribas. EKET savo
tyrimo i$vadas iliustruoja Hamburgo ,,Thalia“ teatro
pavyzdziu. ,,Thalia“ pasitilé savo lankytojams kartu
sudaryti naujo sezono repertuarg naudojant jvairias
komunikacijos priemones - nuo socialiniy tinkly iki
tradiciniy laisky. Taciau, jvertines i§ Zitirovy gautus
pageidavimus, teatras nusprendé, kad jie neatitinka
meniniy teatro standarty, taip sukeldamas diskusija
apie meninés karybos demokratizavimo ribas vie-
$ojoje erdvéje?!. Lietuvos teatrai j Ziarova jtraukian-
¢ias veiklas kol kas zvelgia per rinkodaros projekty
prizme ir gerokai maziau démesio skiria kirybinio

bendradarbiavimo veikloms.

Kainodara taip pat gali bati naudojama kaip naujy
auditorijy pritraukimo jrankis: nuolaidos, specia-
las kvietimai ar projektai ypa¢ reikalingi $alyse, kur
socialiné atskirtis jauciama stipriausiai. Dauguma
valstybiniy Lietuvos teatry taiko vienokias ar kito-
kias nuolaidas pensininkams ir studentams, vis délto
daznai tai daro savo ar biudZeto 1é8y sgskaita ir retai
tam naudoja privacias 1ésas, kaip, pavyzdziui, Austri-
jos labdaros organizacijos ,,Armutskonferenz pro-
jektas ,,Alkis menui ir kultarai®, priva¢iomis léSomis
remiantis nemokamg bedarbiy ar socialiai pazei-

dZziamy zmoniy lankymasi meno renginiuose®.

Geografija (vieta) - tai pirmiausia meno koncen-
tracijos didziuosiuose miestuose problema, kurig
EKET suvokia ir kaip i$sukj, ir kaip galimybe. Tarp-
tautiniai festivaliai, kultiros centruose vykstantys
transnacionaliniai meno projektai skatina audito-
rijy juduma. Vis délto tyrimai atskleidzia, kad ne
megaprojektai, o vietiniy bendruomeniy meno
veiklos dazniausiai tampa ,,pirmojo susitikimo* su
menu vieta, pirmuoju zingsniu didziyjy tarptauti-
niy meno magistraliy link, tad ignoruojant §j sek-

toriy galima netekti nemazos taip trok$tamy naujy

meno vartotojy dalies. Norint pasiekti geriausiy
rezultaty, tarptautinés sklaidos ir vietiniy bendruo-
meniy raiskos veiklos turéty bati vykdomos para-
leliai. Zvelgiant i tiriamy Lietuvos teatry praktika
reikéty pripazinti, kad institucinis tarptautiskumas
dar netapo valstybés teatry savastimi, tarptautinés
gastrolés ir koprodukcijos yra gana reta biudze-
tiniy jstaigy praktika. Isitraukimas j tarptautines
veiklas Lietuvos teatre dazniausiai yra asmeninés
karéjo iniciatyvos ir jo meniniy pasiekimy rezulta-
tas. Labiausiai ¢ia i$siskiria pastaryjy mety Lietuvos
nacionalinio dramos teatro, Lietuvos nacionalinio
operos ir baleto teatro, OKT / Vilniaus miesto tea-
tro, $okio teatro ,,Aura“ veikla, nevyriausybiniame
sektoriuje — ,,Meny spaustuvés® projektai; taip pat

teatrai, organizuojantys tarptautinius festivalius.

Zitirovy segmentacija reiskia meno organizacijos
norg pazinti savo auditorijas ir bandyti individuali-
zuotai atsiliepti i jy poreikius®. Zitrovy apklausos,
jy socialiniy galimybiy ir estetiniy poreikiy tyrimai
dar néra dazna Lietuvos teatry praktika, vis délto
akivaizdu, kad ilgainiui ji gali tapti nei$vengiamybe.
Sisteminiai ir kompleksiniai auditorijy tyrimai butini
ne tik norint identifikuoti barjerus, trukdanéius zit-
rovams aktyviau ir gausiau dalyvauti kultiriniame
gyvenime, bet ir siekiant pamatuoti jau naudojamy
auditorijy plétros priemoniy efektyvuma. Europos
alyse meno organizacijos, norinéios gerai pazinti
savo potencialius ir esamus lankytojus, naudojasi
kity institucijy pagalba ir partnerys¢iy tinklais*.
Lietuvos teatrai dazniausiai pateikia elektorines Zia-
rovy apklausos anketas, kurias interneto svetainiy
lankytojai pildo savanoriskai, ir reaguoja i atsilie-
pimus veidaknygéje. Popierines anketas auditorijy
apklausai teatrai naudoja retai, kitus tyrimy meto-
dus (tikslines grupes, interviu) pasitelkia tik nepri-
klausomi tyréjai. Galima konstatuoti, kad, skirtingai
nei kity Europos $aliy meno organizacijos, Lietuvos
valstybiniai ir nevalstybiniai teatrai pazjsta tik labai

apibendrintg savojo Zitirovo pavidalg.

Atlikus lyginamaja EKET nustatyty sékmingos
auditorijy plétros faktoriy taikymo analize, galima
konstatuoti, kad Lietuvos teatrai naudoja daugiau
nei puse eksperty rekomenduojamy strategijy. Vis
délto batina pazymeéti ir tai, kad daugelyje institu-

cijy publikos poreikiy tyrimas ir ugdymas kol kas
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néra vykdomi nuosekliai, nors tik kompleksinis ir
sisteminis $iy strategijy taikymas gali buti efektyvus.
Kaip teigia kulttiros politikos ekspertai, j visumine
auditorijy plétrg orientuotos veiklos bus sékmingos
tik tuo atveju, jeigu kils i$ vidinio meno organizaci-
jos poreikio, o ne bus jai primetamos i$ iSorés. Kita
vertus, auditorijy plétros misija, perzengianti insti-
tuciniy ir dalykiniy teritorijy ribas ir reikalaujanti
jvairialypiy partnerysciy, negali apsieiti be iSorinio
paskatinimo. Akivaizdu ir tai, kad ilgainiui didéjan-
tis politinis bei socialinis spaudimas vers meno orga-
nizacijas revizuoti savo veiklos budus ir bent for-
maliai ,,plésti savy zitrovy ratg Tai, ar teatrai taps
gyvos bendrystés vieta, atsiveriancia jvairialypéms
auditorijoms ir i$laisvinancia jy kirybinj aktyvuma,

priklausys nuo visy kultaros lauko dalyviy.

Straipsnis parengtas projekto “Kultaros institucijy
komunikaciniy kompetencijy plétra ziniy ir kiarybos
visuomeneés kontekste“ (Nr. VP1-3.1- MM-08-K-01-017)
metu. Projekta finasuoja Europos socialinis fondas.
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AUDIENCE DEVELOPMENT: BETWEEN THEORETICAL CONCEPTS
AND REALITIES OF LITHUANIAN THEATRE INSTITUTIONS

Key words: Art institution, audience development, audience, communication, cultural policy, Lithuanian
theatre

Summary

In the guidelines of the EU cultural policies, institutional frameworks and missions of cultural organizations, cul-
tural communication, and art marketing theories the concept of “audience development” indicates not only the
integrated approach towards the cultivation of the demand for the arts, but also the shift in the understanding of
the notion of the recipients of art as well as the audience. On the conceptual level the prioritizing of audience deve-
lopment (public engagement with arts) in the agendas of cultural policy makers signals the acknowledgment of art
audiences as the equal participant of the aesthetic communication and legitimation of the equation of the process of
art perception to that of art creation. The focus on the demands of the audience and its development is embedded in
the guidelines of Lithuanian cultural policy, criteria of project funding on the national and municipal level as well as
the missions and documents of the Lithuanian theatre institutions. However, the detailed analysis demonstrates that
the declarative attention to the building of theatre audiences is only partly reflected in the “real politics” of theatre
institutions or their practical activities. Empirical research indicates that in case of particular theatre institution
theoretically justified synergy among marketing communication, education and programming in practice means
sharing of the influence and responsibilities of different departments, which is often neither easily achieved nor
effective. Moreover, costly time and work consuming and unpredictable projects for the attracting of the new audi-
ences do not always seem beneficial or financially sustainable for theatre organizations. The purpose of this paper is
to analyse the theoretical concept of the “audience development” and the problems of its practical application in the
Lithuanian theatre institutions as well as to compare the factors that influence more active engagement with arts and

good practices of audience building as defined by the European researchers with strategies of Lithuanian theatres.
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Vytauto DidZiojo universitetas, Kaunas

KULTUROS INSTITUCIJU KOMUNIKACIJA:
ATVIRO KODO MODELIS IR VARTOTOJAS

KAIP GAMINTOJAS

Reiksminiai ZodZiai: meno komunikacija, meno
institucijos, atviras kodas, interaktyvumas, publika,

dalyvavimas, aparatas, technologija, teatras.

Pranes$ime ,Kultara 3.0: naujos ES struktariniy
fondy programy perspektyvos 2014-2020 metams*
italy ekonomistas Pier Luigi Sacco, atstovaujantis
Europos kultaros eksperty tinklui, paskelbé, kad
dabartine Europos kulttiros situacija galima pava-
dinti pereinamagja, vedancdia j visi$kai nauja raidos
etapg, pakeisiantj XX a. kultiros modelj'. Siuos
pokycius Sacco pirmiausia sieja su santykiu tarp
kultarinés veiklos ir ekonominés (bei socialinés)
pridétinés vertés karimo. Autorius i$skiria tris
tokios raidos etapus: pirmasis istorinis kulttros eko-
nomikos raidos etapas, kurj autorius sitlo vadinti
Kultiira 1.0, yra pirmiausia susijes su patronatu, tur-
tingo mecenato ir uzsakovo globa, budinga meno
funkcionavimui ikiindustrinése visuomenése. Cia
kultara i$ viso neveikia kaip ekonomikos sistema ar
atskiras jos sektorius, taigi, jos gerové visiskai pri-
klauso nuo ekonomikos $altiniy anapus kultaros
riby ir yra prieinama (ir reikalinga) tik labai nedi-
deliam Zmoniy ratui. Antrasis etapas, Kultira 2.0,
prasideda vykstant fundamentalioms industrinés
visuomenés permainoms Vakary Europoje, kai bur-
zuazijos revoliucijy suformuota pilietiné visuomené
jteisina poziarj, kad kultara turi buti prieinama
visiems, o pageréjusios darbo klasés gyvenimo saly-
gos pagimdo norg mokéti uz tam tikras kultaros ir
pramogy formas. Taciau tikrasis antrosios kultiros
raidos stadijos mastas pasiekiamas, kai atsiranda
technologinés salygos (pvz., mechaninés reproduk-
cijos technologijos), leidziancios susiformuoti masi-

nei kultiros rinkai. Dabar menas gali pasiekti iki Siol

neregétai dideles auditorijas: Kultiiroje 2.0, Kitaip nei
ankstesnéje stadijoje, kultarinés ir karybinés veiklos
jigyja industrinj masta ir ima generuoti ekonoming
verte (nors ir neprilygsta kitiems akio sektoriams).
Naujas kulttiros rinkas XX a. apibiidina iSauges var-
totoju skaicius ir ribotas profesionaliy menininky
ir tarpininky, turin¢iy prieiga prie sudétingy ir
brangiy gamybos ir reprodukavimo technologijy,
skaicius?®. Pagaliau Kultira 3.0 Sacco aprasoma kaip
kol kas dar tik artéjanciy poky¢iy apybraizos, kurias
leidzia nuspéti akivaizdis i$$ukiai, metami kultarai
skaitmeniniy technologijy, nes $ios jspudingai i§ple-
¢ia ne poreikio ir (masinio) vartojimo, bet gamybos
galimybes. Pigios ir lengvai valdomos programinés
jrangos déka ,prieiga prie gamybos technologijy,
leidzianciy profesionaliai dirbti su tekstais, jvairia
vizualine medziaga, garsu ir multimedijomis, tampa
atvira visiems®, nors vos prie$ kelis deSimtmecius,
t.y. prie§ personalinio kompiuterio paplitimg, tai
atrodé nejmanoma’. Taigi, jei Kultiara 2.0, kurios
vélyvaja brandzigja stadija zymi kultarineés ir kary-
binés industrijos, rei$ké istorinio precedento netu-
rintj kultdros vartotojy, rinkos, paklausos apim-
¢iy iSaugima, tai naujosios kultaros eros ypatybé
yra pirmiausia gamintojy skaic¢iaus didéjimas, kai
darosi vis sunkiau atskirti kultaros gamintoja nuo
vartotojo ir kai tampa jprasta, kad tas pats individas
jkanija ir vieng, ir kita vaidmenyj, nes jie tarpusavyje
sukei¢iami, o gaminimas ir vartojimas tampa skir-
tingomis to paties ciklo fazémis. Kultiiros 3.0 ski-

riamasis zenklas yra auditorijy virtimas praktikais,



kai naujos kulttirinés patirtys vis aktyviau ,,skatina
individus ugdyti savo gebéjimus ir plésti galimybes
jsisavinti jiems prieinamus turinius ir manipuliuoti

jais savo nuozitira“.

Sacco kulttiros raidos pranasystémis nesunku pati-
keéti: pla¢iuose teoriniuose ir analitiniuose konteks-
tuose — nuo ekonomikos iki estetikos ir nuo politi-
niy teorijy iki informaciniy technologijy - $iandien
fiksuojami poky¢iai, sudarantys jspudj, kad senieji
hierarchiniai komunikaciniai tinklai patiria krize ir
kad esame ant reik§mingy permainy slenks¢io. Sias
permainas pirmiausia leidZia pajusti nauji globaliai
veikiantys komunikacijos biidai, kurie reikalauja i$
naujo jvertinti tradiciSkesnes visuomenés informa-
vimo, vie$ujy ry$iy, reklamos, vieSumo ir politinio
dalyvavimo sampratas. Kartu keiciasi ir komunika-
cijos biidy bei reiksmés suvokimas mikroorganiza-
cijos, institucijos, kultarinio jvykio ir tarpasmeni-
niy rysiy lygmeniu. Tarsi numatydamas Kultiiros 3.0
kontarus (tik kur kas platesniu mastu), futurologas
Alvinas Toftleris dar 1980-aisiais pasialé sgvoka pro-
sumer, sujungiancia zodzius produser (gamintojas)
ir consumer (vartotojas), kurig Siandien atitinka
dazniausiai skaitmeniniy produkty ir technologijy
versle populiaréjancios tendencijos, pvz., masinis
pritaikomumas (mass customization), ty. siekis
derinti pigia masing produkcija su individualiais
poreikiais, panaudojant tokias technologijas, kaip
trijy dimensijy spausdintuvai®. Siuos procesus lydi
ekonomikos tyrimai ir teorijos, sitilan¢ios naujai
jvertinti vartotojy dalyvavima ir jsitraukima (co-cre-
ation, co-design, co-production) kaip augimo $altinj
ir salyga. Radikalesni atvejai, tokie kaip DIY (Do it
yourself — pasidaryk pats) judéjimas arba modingas
(kompiuterinés ir programinés technikos modifika-
vimas), ne tik atsisako apsiriboti vartotojui dazniau-
siai paliekamu ,,taip* arba ,,ne pasirinkimu, bet i$
viso atsisako paisyti gamintojy numatyty produkty
tiksly ar funkcijy ir vartoja produktus laisvai ir
karybiskai juos perkurdami. Tradicinés rinkodaros
poziiris, kad vartotojas yra sékmingo verslo pada-
rinys, o ne priezastis ar vykdytojas, uzleidzia vieta
pozitriui i vartotoja kaip mastancia, kirybingg ir
pilietiska butybe, o vartojimas, kaip privacdiy porei-
kiy tenkinimas, tampa neatsiejamas nuo politinio ir

pilietinio aktyvumo. Kaip pazymi Johnas Hartley’us:

»PilietiSkumo, pilietiniy teisiy ir jsipareigojimo ben-
druomenei idéjos émé skverbtis | komunikacinius
tinklus (netizens) ir netgi j skonio kultaras, kuriy
pagrinda sudaro prisiriS§imas prie tam tikros muzi-
kos ar kurio nors konkrecios estetinés, kultarinés ar
stiliaus srities. Visais atvejais vis sunkiau nustatyti
ribg tarp piliecio ir vartotojo.“® Panasus poky¢iai,
nulemti naujy technologiniy galimybiy, atsispindi
politinéje sferoje (pvz., dalyvaujamosios politikos
praktikos’), ziniasklaidoje (dalyvaujamasis, vie$asis,
pilietinis, partizaninis Zurnalizmas®), institucinéje
aplinkoje (plokstéjancios organizacinés formos ir
heterarchija’) ir pagaliau karybos ir kultaros sekto-

riuose.

Kultiros sferoje kitokie komunikacijos modeliai ir
aktyvus pilie¢iy ir vartotojy jsitraukimas j karybos
procesg Siuolaikiniy kritiky ir teoretiky matomas
kaip vienintelis tinkamas atsakas j kultaros legi-
timacijos krize. Legitimacijos atkarimas Siandien
tegali buti pasiektas tik sékmingo bendradarbia-
vimo tarp institucijy ir jy auditorijy, pagrjsto ne
tradicine rinkodara, bet aktyvia kooperacija su
kultiros vartotojais-pilieciais, déka. Kaip knygoje
Kultiros verté ir legitimacijos krizé teigia Johnas
Holdenas, legitimacijos krizé gali bati jveikta tik
sulauzant uzdara kultaros profesionaly pokalbj ir
jtraukiant piliecius, kurie vél turi pajusti, kam jiems
reikalinga kultara. Kitaip tariant, $iuolaikiniame
pasaulyje kulttiros legitimacija gali buti atkurta tik
kartu su piliec¢iais'?. Taigi, pavyzdZiui, $iuolaikiniy
miesty kultGrose pastebimas esamos kultaros ir
kolektyvinés savarankiskos organizacijos reiski-
nys (emergence, emergent behaviour''), atsisakan-
tis profesionaly ir politiky vadovavimo i$ vir$aus.
Savaiminis miesto kvartaly, kaimynijy ir klasteriy
formavimasis pakartoja stichiska kompiuteriniy
tinkly ir internetiniy bendruomeniy charakterj,
kai horizontalas rys$iai apeina ,protingus® admi-
nistratorius, korporacijy ir politiky kontrole ir
planavimg. Tokios savanoriskos ,,i$§ apacios® inici-
juojamos kulttrinés aglomeracijos, santalkos ima
veikti kaip ekosistemos, skatinancios visy formy
karybingumo - meninio, kultiirinio, technologi-
nio ir ekonominio - sinergija. Tadiau svarbiausia,
kad kultariné (ir socialiné) verté ¢ia kuriama ne

uzdary institucijy, bet institucijy ir bendruomenés
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kolaboravimo badu, jtraukiant aktyvy vartotoja
pilietj, kaimynijos bendrija arba bet kurj naujai
prisijungusj tinklo narj. Netgi tokios tradiciskai
uzdaromis laikomos kultairos sritys, kaip moks-
liniai tyrimai ir profesionalusis menas, iSgyvena
poky¢ius, susijusius su kintanc¢iu autoriteto ir
eksperto vaidmeniu, vieSu vartotojy jsitraukimu j
atskiry sri¢iy politikg ir technologijy déka atsira-
dusia nauja komunikacija. Mokslo ir tyrimy srityje
20-ojo amziaus pabaigoje fiksuojamas naujas Ziniy
gamybos modelis, pagrjstas hibridiskais kolek-
tyvais, t.y. jtraukiantis placias ir jvairias praktiky
grupes — ne vien akademines bendruomenes, bet ir
pladiai pasklidusius meégéjus'?. Pavyzdziui, $iuolai-
kiniuose muziejuose atliekami tyrimai suvokiami
kaip ziniy koprodukcija, aktyviai jtraukianti mégeé-
jus, kurie kvie¢iami ne tik prisidéti prie mokslinio
projekto, bet ir imtis ekspertizés politikos spren-
dimy priémimo lygmeniu (amateurs as experts'3).
Tokios postmodernistinés meno teorijos sampra-
tos, kaip atviras kurinys', autoriaus mirtis'>, raso-
mas / skaitomas tekstas'S, reliaciné estetika', ir $iy
sagvoky nurodoma meniné praktika taip pat akcen-
tuoja suvokéjo, vartotojo, bendruomenés ir inter-
pretacijos pirmumga prie$ autoriy, gamintoja, indi-
vidualy talentg ir karybinj akta bei komunikacijos,
jsitraukimo ir dalyvavimo butinybe Siuolaikiniame

mene.

Visais $iais atvejais permainos, apie kurias kalbame,
yra siejamos su naujomis galimybémis, kurias suku-
ria informaciniy ir komunikaciniy technologijy
(IKT) plétra: greitaeigis internetas, interaktyvus
kompiuterinis dizainas ir mobilusis rysys, padaran-
tys galimg globalig komunikacijg apeinant valstybés
ar korporacijy kontrole, simultaniska dalinimasi
dideliais informacijos kiekiais, hierarchijas ir cen-
ziiras ardanciy tinkly mezgima, naujy internetiniy
bendruomeniy steigtj ir naujas vieSumo formas bei
menines bendradarbiavimo strategijas, kurios lei-
dzia jveikti sengjg ekonomine ir institucine prievarta
bei sastingj. Akivaizdu, kad politinis dalyvavimas,
pilietiniai susivienijimai, mégéjy ir vartotojy tinklai
negaléty bati tokie aktyvis ir reikSmingi be skaitme-
niniy komunikaciniy technologijy, o tokie skaitme-
ninés tikrovés reiskiniai, kaip hipertekstas, ,atviro

karinio® ir ,,autoriaus mirties” idéjoms suteikia kur

kas apciuopiamesnj pavidala. Ne veltui naujas kul-
taros raidos tendencijas tiksliausiai apciuopiantys
raktazodziai kyla i§ technologijos srities. Pavyz-
dziui, atviras kodas (open source) pirmiausia Zymi
kompiuteriniy programy vartojimo buady ypatybes
— taip $ig savoka savo reik§mingoje knygoje Katedra
ir turgus: atsitiktinio revoliucionieriaus apmgstymai
apie Linux ir atvirg kodg aprasé Ericas S. Raymon-
das. Taciau $iandien atviras kodas (verstinas ir kaip
atviri iStekliai arba bendras prieinamumas) reiskia
pasitilg, paliekancia atvirg priéjima prie pirminio
kodo arba, kitaip tariant, leidziancig vartotojams,
mégéjams, suinteresuotoms bendruomenéms keisti
ir tobulinti produkto konstrukeijg ir panaudojima,
taip pat ji adaptuoti, platinti ir kopijuoti. Tereikia
perzvelgti angli$ka savokai ,atviras kodas® skirta
Wikipedia puslapj (kuris ir pats yra puikus atviro
kodo sampratos pavyzdys), kad jsitikintum, kaip §i
raktiné sgvoka i$siplecia, pralauzdama skirtingy sri-
¢iy sienas, kaip bendro pobudzio pragmatiné meto-
dologija, pasiekianti taip pat ir kultaros lauka ir
nurodanti tokias inovatyvias praktikas ir struktaras,
kaip ,,laisvas prieinamumas ,,laisvas turinys®, ,,ben-
dras karybiskumas®, ,minios dalyvavimas®, ,atviras
tyrimas, ,,lygus — lygiam®, ,bendra karyba® ,laisva
kultara® ir kt.'®

Kitas plac¢iai panaudojamos, bet technologijoje
jsiSaknijusios sampratos pavyzdys galéty buti
»interaktyvumas®. Jau ankstyvieji interaktyviy
eksperimenty pavyzdziai, tokie kaip Radtzo Cin-
Ceros pirmasis interaktyvus filmas Kinoautomat
(1967), tradicinj vartotojo vaidmenj ir jprastos
komunikacijos rémg galéjo sulauzyti tik specifiniy
technologijy déka, o tikrasis interaktyvaus meno
zanro, pagristo dviejy kryp¢iy komunikacija, t.y.
ziarovo galimybémis tiesiogiai dalyvauti kei¢iant
informacijos srautg ir komunikacijos struktura,
pakilimas siejamas su naujosiomis kompiuteriné-
mis medijomis. Pati §iuolaikiné grafiné kompiute-
rio aplinka (arba Zmogaus ir kompiuterio sasaja)
yra i$ prigimties interaktyvi: vartotojas ne tik gali,
bet turi jrasyti komandas ir informacijg, manipu-
liuoti ja ir valdyti kompiuterinius procesus realiu
laiku, taip kiekvieng karta tapdamas karybiniu
bendraautoriumi. Dar daugiau: jei sutiksime su

autoriais, tvirtinanciais, kad santykiai tarp medijy



yra hierarchigki, t.y. pagristi kova dél dominavimo
kultaros lauke, tai $iandieninis skaitmeniniy (t.y.
i§ prigimties interaktyviy) medijy dominavimas
apskritai leidzia geriau suprasti, kodél interakty-
vumas tampa toks visuotinis'®. Interaktyvaus kom-
piuterinio dizaino, naujos kartos placiy galimybiy
kompiuterinés technikos, kompiuteriniy zaidimy
ir tinkly suformuotas publikos skonis ir lakesciai
natiraliai perkeliami ir pritaikomi kitoms, tradi-
ci$kesnéms medijoms bei aplinkoms, reikalaujant,
kad teatro spektaklis, muziejaus ekspozicija arba
kinas taip pat tapty interaktyvus ir atsisakyty tra-
dicinio komunikacijos modelio, paklusdami domi-

nuojancios medijos logikai.

Vis délto, perdétai sureik§mindami technologinius
veiksnius, rizikuojame i$ akiracio i$stumti paraleli-
nius procesus, kurie plétojasi politiniy, instituciniy,
ekonominiy praktiky ir teorijy laukuose ir kurie
leidzia jzvelgti technologijy suteiktas galimybes ir
jomis pasinaudoti arba, atvirks¢iai, lemia konser-
vatyvy santykj, kai naujos technologijos tik prate-
sia ankstesnius komunikacijos modelius ar netgi
juos dar labiau sustiprina. Pavyzdziui, nors atviro
kodo programiné jranga reiskia naujas socialines
saveikas, kuriy nejtarpina rinka ir kurios pagris-
tos alternatyvia kulttiros samprata (pvz., dovanos
kultara®), dominuojantys socialiniai, ekonomi-
niai, edukaciniai ir instituciniai santykiai lemia,
kad vyraujanti programiné jranga (pvz., Microsoft
Windows) néra pagrjsta atviru kodu ir veikia rem-
damasi prekiniy ir piniginiy mainy ekonomika.
Dar daugiau, tokios programos, kuriose pirmi-
nis kodas néra prieinamas vartotojui, veikia kaip,
pasak Williamo Bowleso ,archetipiné kapitalizmo
masina‘ kai pernelyg patogi ir greitai jsisavinama
j vartotoja orientuota grafiné kompiuterio aplinka
(interface) maskuoja tikruosius operacinius proce-
sus, o kompiuterj pavercia ,juodaja déze - uzdara
masina, jsileidziancia vartotoja tik tiek, kiek leidzia
i$ anksto numatytos komandos ir meniu?'. Masi-
nos pavertimas uzdara sistema, pastebi Bowles’as,
ne tik sumazina vartotojui prieinamy pasirinkimy
skaiciy, bet ir - o tai kur kas reik§mingiau - ,,ska-
tina tam tikrg santykj su masinomis bendrai, nes
mistifikuoja jy darbo procesus, o tai savo ruoztu

veda prie busenos, kai besalygiskai priimama

technologijos virsenybé“?, Siuo poziiiriu, nepasi-
keitus socialiniam kontekstui arba platesne prasme
paciam aparatui, kuriame veikia ir kuriam pri-
klauso technologijos (kompiuterinés programos,
jy turinys, produkcija, vartotojai, jy sasajos, soci-
aliné aplinka ir kt.), jos pacios savaime nepakei-
¢ia vartotojo padéties ir juo labiau negali pakeisti
kultaros modelio ar atskiry jos daliy, pvz., meno
komunikacijos. Atvirksciai, tobulesné technologija
nugramzdina suvokéjg i dar gilesnj pasyva, nes
patogi naudoti jranga uz tam tikros ribos darosi
tamsi ir neprieinama niekam, i§skyrus i$rinktuo-
sius. Nors Sacco tvirtina, kad butent pigios ir grei-
tai jsisavinamos skaitmeninés technologijos atve-
ria kelig i treciajj Vakary kultaros raidos etapa, jis
neatsizvelgia  fakta, kad ,j vartotoja orientuotos®
(user-friendly) kompiuterinés programos ta varto-
toja padaro vis labiau priklausomg nuo kompiu-
teriniy technologijy profesionaly ir taip i$laiko jj

nuolatiniu vartotoju.

Ne maziau kritiskai ir atsargiai vertintinas ir ,,inte-
raktyvumo mitas“ (kaip jj apibrézé Levas Manovi-
chius?). PavyzdzZiui, pasak naujyjy medijy teoretiko,
hipernuorodos - beveik visy interaktyviy medijy
pagrindas - viso labo ,objektyvizuoja asociacijy
procesg, daznai laikomg zmogaus mastymo esme .
Tai, kas, skaitant moderniosios arba netgi klasikinés
literataros karinius (tradicinéje spaudoje), forma-
vosi suvokéjo galvoje kaip laisvas, individualus ir
nepakartojamas asociacijy, vaizduotés, prisiminimy
zaismas, susidéliojantis j unikalig estetinés patirties
konfigtracija, arba kas, zvelgiant j tapybos karinj,
jame esantj vaizda leido mintyse sieti su Kkitais
vaizdais, dabar - skaitmeninés aplinkos kontekste
- tampa bendra ir visiems prieinama. Tam tikri
paryskinti ZodZiai nuorodos internetiniame hiper-
tekste, mirksintys vaizdai kviecia juos spusteléti, kad
nukelty mus j kitus tekstus ir kitus vaizdus, kuriuos
kazkas parinko i§ anksto ir susiejo vietoje misuy.
Hipertekstas, kito tinklapio atvérimas, naujo siuzeto
pasirinkimas yra savoti$kas eksternalizuotas miisy
vaizduotés ir mastymo proceso atspindys - tik $is
atspindys nebepriklauso mums. Sekdami hipernuo-
rody ,.keliu“ mes prisiimame kazkieno kito asocia-
cijas, mums primetama vaizduote ir prisiminimus,

svetimo proto struktarg®. Ankstesnis privatus ir
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unikalus karinio suvokimo procesas skaitmeni-
niy technologijy sialomo interaktyvumo pagrindu
tampa vie$as, bendras, standartizuotas ir reguliuo-
jamas. Pasak Manovichiaus: ,,Tai, kas anksciau buvo
mentalinis procesas, unikali ir individuali basena,
dabar tapo vie$osios sferos dalimi. Nematomi vidi-
niai procesai ir reprezentacijos i§ masy galvy buvo
perkelti j iSore piesiniy, nuotrauky ir kity vizualiniy
formy pavidalu. Dabar juos galima aptarinéti vie-
$ai, panaudoti mokymosi tikslams ir propagandai,
juos galima standartizuoti ir masiskai platinti. Tai,
kas buvo privatu, tapo vie$a. Tai, kas buvo unikalu,
tapo masiskai gaminama. Tai, kas slypéjo individo
mintyse, tapo visiems prieinama“*. Taigi, suvokiant
interaktyvuma ir atviruma vien i§ technologinés
perspektyvos, jie rizikuoja tapti formaliu zaidimu
ir netgi nauja manipuliacijos ir reguliavimo forma.
Kaip pastebi Johannesas Birringeris: ,,Kultariné ir
meniné retorika, supanti interaktyvuma, yra i$pusta
ir daznai klaidinanti. Pasaulis netapo geresne ir
demokratiskesne vieta, dalyvaujamasis dizainas -
retas dalykas, o interaktyvus menas nei kiekvieng
,vartotoja“ paverté bendraautoriumi, nei vartotojui-
zaidéjui suteiké tokj aktyvy vaidmenj ir saviraiskos
laisve, kokios galima buvo tikétis.“?” Siaip ar taip,
nors kultirinés permainos, apie kurias rago Sacco,
daugeliu poziiriy atrodo visi$kai neatsiejamos nuo
komunikaciniy technologijy raidos, riby tarp var-
totojo ir gamintojo, tarp meninés kirybos ir suvo-
kimo istirpimas gali bati jvertinamas tik komplek-
siskai jrasant technologinius veiksnius ir inovacijas
j kultaros ar meno socialinés, ekonominés ir materi-
alinés gamybos ir reprodukcijos visuma, t.y. j domi-

nuojantj ,,aparatg®.

»Aparato“ sgvoka pirmiausia sietina su Bertoldo
Brechto Apparat, t.y. su meno kariniy gamybos
budy ir salygy visuma, veikian¢ia nematomai ir
anonimiskai, tarsi incognito, ta¢iau kartu daran-
¢ia lemiama poveikj karybos sampratai, formoms
ir komunikacijai®®. Remiantis Brechto ir Walterio
Benjamino sampratomis, i§déstytomis jo straips-
nyje ,,Autorius kaip gamintojas“® (1934), aparatas
reigkia laipsnigkai didéjantj susijusiy salygy ir kon-
vencijy ratg — nuo konkretaus karinio formos ir
turinio klausimo (kurj dar apima tradicinés huma-

nistinés estetikos diskursas ir kuris tradiciskai dar

priskiriamas menininko kompetencijai) prie pla-
tesniy Zzanriniy, techniniy ir organizaciniy klau-
simy, vedanciy galiausiai prie kultiiros institucijy
pladiausia prasme (spauda, Ziniasklaida, medijos,
meniné karyba, mokslas, pramogos ir kt.). Taigi,
ar¢iausiai aparato sampratos buty savoka ,,institu-
cija“, t.y. socialinés tvarkos, reguliuojanc¢ios meno
gamybg ir komunikacija, struktaros ir mechaniz-
mai. Nors humanistiné estetika yra linkusi akcen-
tuoti laisvg menininko valig ir betarpiska suvo-
kimo procesa, o kiirybos ir suvokimo institucinj
mechanizmag mato tik kaip neutraly jrankj, Brechto
pozicija reikalauja socialinj meno funkcionavima
ir komunikacija suvokti kaip meno tekstualumo
komponenta. Karybiskumas, Benjamino ir Brechto
poziiriu, yra determinuotas aparato, t.y. instituci-
nés aplinkos, todél tikrosios kultarinés inovacijos
negali apsiriboti estetika (,,atviras karinys®), tech-
nologija (,,atviras kodas“) ar rinkodaros strategijo-
mis (,,co-design“) ir nejtraukti institucijy transfor-
macijos ir revoliucionizavimo. Benjaminas tvirtina,
kad, suvokiant revoliucinj menininkg kaip gamin-
toja, ne tik atspindintj, bet ir dalyvaujantj gamy-
bos santykiuose, privaloma kelti klausimg: kam
priklauso gamybos jrankiai, t.y. institucijos? Pasi-
telkdamas tuometinés Vokietijos kairiosios orien-
tacijos meninius judéjimus — aktyvizma ir naujajj
objektyvizmg, Benjaminas parodo, kad, jo paties
zodziais: ,,politinis jsitraukimas, kad ir koks revo-
liucingas atrodyty i$ pirmo Zvilgsnio, ilieka kontr-
revoliucinis tol, kol rasytojas jauc¢ia solidaruma su
proletariatu ne kaip gamintojas, o tik per savo poli-
tine pozicijg.“*® Tuo Benjaminas nori pasakyti, kad
nepaisant savo meninés karybos turinio revoliucin-
gumo, menininkas, palaikantis galiojancius gamy-
bos instrumentus, biidus ir formas, veikia reakcin-
gai. Brechto pasitloma savoka Umfunktionierung
(»funkciné transformacija“) Zymi reikalavima, kad
menininkas ar intelektualas transformuoty kulta-
ros gamybos aparata, kad $is atitikty socializmo ir
klasiy kovos poreikius. Kaip ir Benjaminas (kuris
straipsnyje savo idéjas iliustruoja Brechto epinio
teatro pavyzdziais), Brechtas laikosi nuomonés, kad
menininkas turi ne tik fokusuotis  naujy kariniy
ir naujo simbolinio turinio gamyba, bet ir j naujas

meno karybos ir komunikacijos galimybes. Pasak



Brechto: ,, Atéjo laikas, kai meno kiriniai nebttinai
turi bati individuali patirtis (t.y. bati meno kari-
niai), bet turéty labiau akcentuoti instituty ir insti-
tucijy verte ir transformavima.“*! Kultaros karéjas,
kaip sitilo knygos Engineering Culture: on the Aut-
hor as Digital Producer autoriai, gali buti suvokia-
mas kaip kulttiros inzinierius. InZinerija $iuo atveju
yra sgvoka, nurodanti technine ar kulturine veikla,
panaudojancia Zinias galiai kontroliuoti ir valdyti,
t.y. taip panaudoti galig, kad paskatinty kaita ir tar-

nauty vie$ajam interesui®2.

Puikus pavyzdys, atskleidziantis, kad tos pacios
skaitmeninés technologijos gali biiti panaudotos
kuriant interaktyvy santykj radikaliau arba tradi-
ciSkiau, pateikiamas Christie Carson straipsnyje
Technologija kaip tiltas j publikos jtraukimg?®. I$a-
nalizavusi Didziosios Britanijos nacionalinio tea-
tro, Bristolio Old Vic ir Birmingemo repertuarinio
teatro bendra projekta Stagework®, t.y. internetinj
puslapj, kviec¢iantj lankytojus, ypa¢ vaikus, gauti
daugiau (nei jprastuose teatry tinklalapiuose ir
spektakliy programélése) papildomos informacijos
apie spektaklius, jy kiirybos procesa, autorius, spek-
takliuose keliamas idéjas ir aptarti tg informacija
su mokytojais. Tinklapyje pateikiamas iSties jspa-
dingas kiekis kiekvieng spektaklj, teatre dirbanéius
zmones ir teatro profesijas, atskiras teatro karybi-
nes sistemas nusvie¢iancios informacijos pasinau-
dojant visais jmanomais komunikacijos kanalais
(tekstais, vizualine ir filmuota medziaga, interviu
ir kt.), leidzianciais individualiai arba mokytojams
padedant (kiekvienam spektakliui parengta i§sami
mokytojams skirta mokymo medziaga) pazinti
teatro kurybinj procesg anapus jprastos zitirovams
numatytos pasyviai vartojamos rinkodaros infor-
macijos. Vis délto, pasak autorés, interaktyvumas
¢ia tik iliuzinis. Internetinis puslapis, nors tariamai
yra skirtas ziGrovui jtraukti, atskleisti jam tai, kas
tradici$kai buna paslépta nuo publikos akiy, t.y.
patj teatrinés industrijos vidy, i$ tiesy tik jtvirtina
tradicinj ziGrovo, kaip pasyvaus individo, sédin-
¢io tamsioje saléje, vaidmenj ir supratimg. Pasak
Carson, santykis su vartotoju $iame projekte yra
panasesnis j vujerizma nei j dalyvavima ir jsitrau-
kimg: publikai atveriama teatro karybiniy prak-

tiky virtuvé, taciau tai padaroma tokiu budu, kad ir

tinklapio formg, ir turinj visi$kai kontroliuoja pro-
jekto autoriai. Jei $io projekto tikslas yra parodyti
jauniesiems ziGrovams, kas yra svarbu ir jaudina
teatre, tai gaunamas rezultatas yra kaip tik prie-
$ingas, nes visi$kai apeinama tai, kas teatre iSties
svarbu ir jaudina, t.y. gyvas jvykis ir dalyvavimas.
Teatro kaip institucijos atvirumas ¢ia jgyvendi-
namas efektyviai pasinaudojant technologijomis,
taciau visi$kai nekvestionuojant senojo teatro apa-
rato, ir jam biidingos santykiy visumos tarp uzdaro
profesionaliy menininky kuriamo turinio ir pasy-
viai tg turinj vartojanciy zitrovy saléje. Interak-
tyvumas ¢ia netampa jokiy instituciniy inovacijy
prielaida: teatro funkcijos, pacios teatro medijos
ribos (nepaisant naujy technologijy panaudojimo)

iSlieka nepakitusios.

Kitas autorés pateikiamas pavyzdys - tai Globe
teatro edukacinis projektas ,Adopt an Actor ®.
Remiantis $iuo projektu atskiroms mokiniy gru-
péms pasitloma ,jsivaikinti aktoriy® t.y. pasirinkti
kurj nors naujai statomo spektaklio atlikéjg ir
komunikuoti su juo gyvai arba pasitelkiant inter-
neto konferencija (arba ir taip, ir taip), jam kuriant
vaidmenj kiekvieng dieng. Pasinaudodamas inter-
neto komunikacija, aktorius jj pasirinkusiai grupei
prane$a apie savo darbg, ie$kojimus, problemas, o
mokiniai uzduoda klausimus ir komentarus. Taigi
ziarovai gali sekti aktoriaus karybinj kelia, darba
prie vaidmens iki pat finalinio jvykio, t.y. spekta-
klio premjeros (j kurig galiausiai visa grupé pakvie-
¢iama). Vaizdo konferencijy metu mokiniai i§ viso
pasaulio gali bendrauti su aktoriais, taip pat su
kitais spektaklio kiiréjais, kad susidaryty vaizda,
kaip statomas spektaklis ir kas daro jtaka aktoriaus
vaidmeniui. Tac¢iau svarbiausia pastebéti, kad pro-
jekte ,Adopt an Actor® aktoriai reaguoja j moki-
niy pastabas, ir praeityje buvo atvejy, kai mokiniy
pasitilymai buvo jtraukiami j repeticijy procesa -
taip mokiniai dalyvauja kirybos procese ir gali
realizuoti savo karybiskuma, kai jy idéjos atrodo
igyvendintos. Tai reikia, kad taip mokiniams ne
tik sukuriamas dalyvavimo ir jsitraukimo pojitis,
bet ir duodama reali galia - galimybé jsitraukti i
dazniausiai mistifikuojama, visi$kai uzdarg ir tradi-
ciniame instituciniame teatro aparate nuo ziirovy

visi$kai izoliuotg karybos procesg. Taigi, projekte
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panaudojamos skaitmeninés technologijos (jy déka
per metus projekte gali sudalyvauti apie 50 000
mokiniy ir mokytojy), ta¢iau kur kas svarbiau, kad
perzengiami ir instituciniai barjerai: komunikacija
tarp aktoriy ir jaunyjy zitrovy vadovaujantis pro-
jektu tampa labai asmenigka ir tiesioginé, Ziarovas
jsileidziamas j patj kiarybos proceso vidy, o teatro
bendruomené lygiaverciais pagrindais jtraukia ir
ziarovus. Pasak autorés, $iame projekte teatras turi
galimybe ,,sukurti savo dalyviams i$ tikryjy trans-
formuojancig patirtj [...] Dalyvavimas ir nehierar-
chiska komunikacijos prigimtis, jgyvendinta $iame
modelyje, atskleidzia tikrg technologijos galig ir
paprastuma.“*® Kartu, galima pridurti, $is projektas
yra akivaizdziai atviresnis, nes ¢ia atvirumas néra
tik tariamas, bet jgyvendinamas transformuojant
pacia teatro funkcija: greta uzdaros elitarinés este-
tinés produkcijos pasitlomas lygiavertis masinés
edukacijos tikslas. Be to, atveriamas pats kiirybinés
produkcijos ,kodas®, sudarant sglygas mégéjams
dalyvauti karybos procese. Svarbiausia pastebéti,
kad interaktyvus technologiju potencialas yra
panaudojamas tiek, kiek pasiryztama pakeisti insti-
tucidkai apibréztg kiarybos process, o ne vien tech-

nologiskai iSplésti pateikiamg informacija.

Lietuvos teatro komunikacijos kontekste $iandien
galima pastebéti iSaugusj karybisko pozitrio j rin-
kodaros strategijas suvokimg. Teatro institucijose
ne tik padidéjo specialisty, dirbanciy rinkodaros
srityje, skaicius, bet ir jy bendradarbiavimas, tinklai
ir konferencijos, ir netgi tarpusavio konkurencija.
Svarbiausi Lietuvos teatrai ima efektyviai panau-
doti jvairius novatoriskus sprendimus, jtraukdami
tokius komunikacijos badus, kurie anksé¢iau nebuvo
badingi teatro produkcijos reklamose. Galima
pastebéti, kad rinkodara tampa svarbiu raktazodziu
ir daznai inovatyviais sprendimais gali pralenkti
pacig karybine produkcija. Pavyzdziui, Naciona-
linis Kauno dramos teatras tradicinius teatry tin-
klalapiy poskyrius papildé nauja , Teatro ONLINE®
iniciatyva ,Teatro uzkulisiai“’’. Galima buty teigti,
kad rinkodara Lietuvos teatro institucijose tampa
stipriausiu faktoriumi ieskant atviresniy komuni-
kacijos formy. Vis délto nesunku jzvelgti ir tokio
modelio keliamg grésme, kad paciy menininky

ir administracijos bei rinkodaros iniciatyvos liks

atskirti pasauliai, iSlaikant tradicinj institucinj tea-
tro pavidala. Tokiu atveju inovatyvios rinkodaros
zadinamy lakesciy pati teatro produkcija neatitiks,
o interaktyvios reklamos pakvies j tradicinj spekta-
klj, kur zitirovui tenka vis tas pats pasyvus vaidmuo.
Cia galima taip pat pridurti, kad dauguma teatro
institucijy naudojasi skaitmeniniy technologijy ir
interneto sitlomomis galimybémis, elektronine
naujieny sklaida, Facebook puslapiais ir kt. Sios
priemoneés leidZia dvipuse informacijos tékme, dia-
loga su publika ir interaktyvy publikos jtraukimg j
kasdienj teatro gyvenima. Vis délto silpnybe islieka
jy siauras panaudojimas, nesiekiant technologiniy
galimybiy jtraukti placiau nei reklamos tikslams,
atverti patj teatro ,kodg“ ir jtraukti Zitrova i patj

spektakliy gamybos procesa.

Kultaros atvirumo (nesvarbu, pasiekiamo tradiciné-
mis ar naujosiomis komunikacijos technologijomis)
samprata turi perzengti ir grynai estetinius kirinio
matmenis, ir technologijy panaudojima. I$ tikryjy
atviras tekstas negalimas be menininko ir publikos
solidarumo. Tadiau toks solidarumas nejmanomas,
kol kultGra ir menas yra pagristi mechanizmais,
kurie yra nematomi ir neprieinami, o ir toliau egzis-
tuoja kaip specializuota profesionaly kuriama pro-
dukcija. Pasak Benjamino: ,Kas isties yra svarbu,
tai karinio pavyzdinis pobudis, pirma, gebantis
paskatinti kitus kurti ir, antra, duodantis j rankas
patobulintg aparatg. Ir toks aparatas bus tuo geres-
nis, kuo daugiau vartotojy jis bus pajégus paversti
karéjais, ty. kuo daugiau skaitytojy arba ziGirovy

ims bendradarbiauti.“3®

Straipsnis parengtas projekto “Kultaros institucijy
komunikaciniy kompetencijy plétra  iniy ir karybos
visuomenés kontekste“ (Nr. VP1-3.1- MM-08-K-01-017)
metu. Projektg finasuoja Europos socialinis fondas.
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Edgaras KLIVIS
Vytautas Magnus University, Lithuania

THE COMMUNICATION OF CULTURAL INSTITUTIONS:
OPEN SOURCE AND CONSUMER AS PRODUCER

Key words: art communication, art institutions, open source, interactivity, audience participation,

technology, apparatus, theatre.

Summary

The Italian economist Pier Luigi Sacco, a representative of the European Expert Network on Culture, in his presenta-
tion “Culture 3.0: A new perspective for the EU 2014-2020 structural funds programming” claims that contempo-
rary situation in European culture is marked by the transition towards a new stage in the historical development.
Characteristic to this new stage is the expansion of the possibilities of the production as opposite to the expansion of
the demand and audiences in the previous stage, called Culture 2.0. New digital technologies make the professional
tools for producing, treating and communicating texts, still and moving images, sound and multimedia available to
almost everyone. Eventually, it is getting impossible to make a distinction between cultural producer and consumer.
Such situation, as well as many other modern practices and grounding theories, that emphasize a changing con-
sumer’s position in the field of economy, computer software, politics, media, institutions and finally in the cultural

and creative spheres, is described by the term “prosumer” proposed by Alvin Toffler in 1980%.

Both Sacco and other theorists of the new developments in contemporary culture point out that the new possibi-
lities came up mostly due to the technological factors such as ICT, Internet, Cellular Network, etc. For example,
such prevailing concepts for productive participation as open source or interactivity are used to pinpoint alterna-
tive cultural practices (open access, free content, creative commons, crowdsourcing, open research, peer-to-peer,
co-creation, free culture, etc.) retaining however the undertone of their prior technological context. However, the
article argues, that by putting too much stress on the technological factors we risk to underestimate other, namely,
political, economic and above all institutional contexts and their significance for real cultural change. The recent
technological possibilities for involving the user, the spectator, the consumer of cultural goods may remain a purely
formal appearance or even submerge him/her into even deeper passivity as the user becomes still deeper dependent

on the “user-friendly” software programmes. Thus, technology, as well as audience involvement, interactivity or
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participation has to be considered in a complex relationship to the totality of social, economic and material produc-

tion and reproduction, the Apparatus.

A good example of how digital technologies can be used for art communication in a traditional way or
participation-based way is described by Christie Carson in her article “Technology as a Bridge to Audience
Participation”. The comparison of two examples of how theatres use the Internet for communication, points
out that eventually it is not the technology as such that makes the difference but rather the willingness of the
institutions to change the deep-rooted understandings of Creation, Artist, Theatre, Audience, etc., in short
the traditional apparatus (as described by Bertold Brecht and Walter Benjamin). The recent developments
of audience communication in Lithuanian theatres also often stand for technological, formal and aestheti-
cal notion of audience involvement rather than looking for a true solidarity of artists and their public and

breaking the barriers of the specialized professionalism.

Gauta 2013-11-05
Parengta spaudai 2013-11-25
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Linara DOVYDAITYTE

Vytauto DidZiojo universitetas, Kaunas

KOMUNIKACIJOS SAMPRATA MUZIEJUOSE: DIALOGO LINK

Reiksminiai ZodZiai: muziejus, visuomene,
komunikacija, informacijos ir komunikacijos
technologijos, nesutarimo erdvé, kontaktiné zona,

dialogu pagristas interaktyvumas.

Straipsnis yra skirtas aptarti teorinéms prieigoms,
kuriomis naudojantis buty galima analizuoti
muziejaus komunikacijos su visuomene ypatumus
ir vertinti muziejaus, kaip svarbaus kultiiriniy ir
karybiniy industrijy elemento, komunikacines
kompetencijas. Straipsnyje bus kalbama apie $iuo-
laikines kultiros teorijas, susijusias su muziejy
tyrimy (museum studies) sritimi. Nuo XX a. 9-ojo
des$imtmecio pasaulyje plétojama muziejy tyrimy
disciplina formavosi veikiama jvairiy filosofiniy,
socialiniy, antropologiniy, kultariniy teorijy ir
koncepty. Tokios teorijos, kaip semiotika, strukti-
ralizmas, poststruktiralizmas, postkolonializmas ir
kt., Jacqueso Derrida différance, Michelio Foucault
diskurso, Rolando Bartheso autoriaus mirties kon-
ceptai, tapatybés politikos idéjos ir kt. leido suvokti
muziejy kaip komunikacine sistema, veikiancig
sudétingomis politiniy, ekonominiy ir kultariniy
interesy salygomis'. Siame straipsnyje siekiama ne
apzvelgti muziejy tyrimy sritj paveikusias kultaros
teorijas, o i$ry$kinti tas idéjas, kurios leisty atidZiau
panagrinéti muziejaus komunikacijos su esamais ir

potencialiais lankytojais ypatumus.

Pastargjj deSimtmetj muziejinés komunikaci-
jos tyrimai didelj démesj kreipia j informacijos ir
komunikacijos technologijy naudojimg muziejy
veikloje. Skaitmeninés medijos yra stipriai pakei-
tusios komunikacijos su lankytojais pobudj tiek
fizinéje (ekspozicijose), tiek virtualioje (internete)
muziejy erdvéje. Lietuvos muziejai, ypac didieji, taip

pat gana sparciai j savo veikla diegia technologines

naujoves, vykdomas didelis nacionalinés reiks-
més muziejiniy vertybiy skaitmeninimo projek-
tas®. Ta¢iau analizuojant muziejy komunikacija su
visuomene nepakanka tyrinéti naujyjy medijy nau-
dojimo muziejuose fakty. Naujausiame $iai temai
skirtame lietuviskame tyrime, 2012 m. publikuo-
tame Zilvinés Gaizutytés-Filipavicienés straipsnyje
Meno muziejai ir medijos, apzvelgiama, kiek ir kokio
tipo naujyjy technologijy naudoja Lietuvos meno
muziejai - nuo kompiuteriniy terminaly ekspo-
zicijose iki tinklalaidZiy internetinése svetainése®.
Toks tyrimas leido prieiti tik prie gana akivaizdziy
konstatuojamojo tipo i$vady, teigianciy, kad Lietu-
vos meno muziejy ekspozicijose naujosios techno-
logijos taikomos gana ribotai, o virtualioje erdvéje
pastebimas technologiniy priemoniy jvairéjimas ir
platesnis panaudojimas®. Taciau j svarbesnius klau-
simus - kaip naujyjy technologijuy taikymas veikia
muziejine komunikacija su lankytojais ir jos turinj?
kokia vieta naujoje komunikacijoje tenka muziejui,
i§ vienos pusés, ir visuomeneti, i§ kitos pusés? ar $ioji
komunikacija gali turéti jtakos paciam santykiui su
muziejumi? - liko neatsakyta. Sio straipsnio prie-
laida yra ta, kad, norint tyrinéti naujosios muziejaus
komunikacijos su visuomene galimybes ir i$sukius,
reikia atkreipti démesj j pacios muziejinés komuni-
kacijos problemiskuma. Kritiskas, istoriniais ir filo-
sofiniais argumentais paremtas muziejaus komuni-
kacijos su visuomene tyrimas leisty ne tik fiksuoti,
kiek ir kokiy naujyjy informacijos ir komunikacijos
priemoniy naudoja muziejai, bet ir panagrinéti jy

naudojimo budus, tikslus ir intencijas.



Muziejaus ir komunikacijos savoky pora kelis
$imtus metus skai¢iuojancioje moderniy muziejy
istorijoje yra salyginai nauja. Pasaulinéje muziejy
praktikoje ir teorijoje ji jsitvirtino per pastaruosius
40 mety, daznai yra siejama su XX a. 8 de$. pabai-
goje — 9 deSimtmetyje nuvilnijusia naujosios muze-
ologijos banga. Palyginti su ,,sengja“ arba tradicine,
muzeologija, kuri daugiausiai tyrinéjo muziejiniy
objekty prieziaros, muziejy valdymo ir islaikymo
klausimus, naujoji muzeologija apibréziama kaip
mokslas, tiriantis muziejaus vaidmenj visuomenéje.
Susiformavusi kaip reakcija j perdém instrumen-
tiska muziejaus samprata, naujoji muziejy teorija
émesi gvildenti ideologinius, politinius ir kultari-
nius muziejaus santykio su visuomene aspektus,
kurie nei$vengiamai supa tiek muziejiniy kolekcijy
formavimga, tiek muziejiniy objekty atranka ir eks-

ponavima’.

Iki XX a. II pusés pagrindine muziejaus funkcija
buvo laikomas natariniy ir kultiriniy vertybiy
kaupimas, saugojimas, tyrimas ir vie$as rodymas.
Kadangi semiotiniu poziariu bet koks reprezen-
tacijos veiksmas yra kalbos aktas, komunikacija ir
tuometinéje muziejaus sampratoje sudaré integralig
muziejinés veiklos dalj, taciau nebuvo programiskai
keliamas ir apmastomas muziejaus veiklos uzdavi-
nys. 1995 m. priimtame Lietuvos muziejy jstatyme
ir $iandien savoka ,komunikacija“ néra vartojama:
»Muziejus - juridinis asmuo, veikiantis kaip biudze-
tiné, vie$oji jstaiga ar kitos teisinés formos juridinis
asmuo, jsteigtas jstatymy nustatyta tvarka, kurio
svarbiausia veikla yra kaupti, saugoti, restauruoti,
tirti, eksponuoti bei populiarinti materialines ir dva-

sines kultaros vertybes bei gamtos objektus.

Iki 2007 m. sgvokos ,,komunikacija“ nebuvo ir tarp-
tautiniuose ICOM (The International Council of
Museums - Tarptautinés muziejy tarybos), j kurig
jeina ir Lietuvos nacionalinis komitetas, doku-
mentuose, kurie apibrézia muziejaus funkcijas. Tik
naujausiame ICOM statute, priimtame 2007 m.
Vienoje, matome pokytj — zodj ,,populiarinti“ (pro-
mote) pakeité zodis ,,komunikuoti“ (communicate):
»Muziejus yra nesiekianti pelno, nuolat tarnaujanti
visuomenei ir jos tobuléjimui atvira publikai institu-
cija, kuri jsigyja, konservuoja, tyrinéja, komunikuoja

ir eksponuoja zmonijos ir ja supancios aplinkos

materialyjj ir nematerialyjj pavelda $vietimo, stu-

dijy ir malonumo tikslais.*”

I paziaros gali atrodyti, kad lietuvisko dokumento
savoka ,,populiarinti“ ir naujoji tarptautinio doku-
mento sgvoka ,,komunikuoti“ mazai kuo skiriasi.
Taciau Cia vertéty atkreipti démesj, kad ,,komuni-
kacijos“ savoka yra platus ir nevienareik$mis ter-
minas ne tik komunikacijos moksle, bet ir muziejy
tyrimy srityje. Stai dar viename ICOM dokumente,
2010 m. iSleistame muzeologijos terminy Zodyné-
lyje Key Concepts of Museology, muziejy komuni-
kacijg sitloma apmastyti i$skiriant du pacius ben-
driausius komunikacijos tipus. Pirmasis vadina-
mas vienakrypte, arba transmisine, komunikacija,
kurioje informacijos tekéjimo procesas jsivaizduo-
jamas taip: siuntéjas > prane§imas > gavéjas. Antra-
sis komunikacijos tipas vadinamas interaktyvia
komunikacija, kuri remiasi abipusiais mainais arba
schema siuntéjas <> pranesimas <> gavéjas®. Sgvoka
»populiarinti, kuri suponuoja informacijos judé-
jima i§ siuntéjo gavéjui, atitinka pirmajj komunika-
cijos tipa. Reikia pastebéti, kad Lietuvos kontekste
vienakryptés komunikacijos sampratos laikomasi
ne tik norminiuose, muziejy veiklg reglamentuo-
janc¢iuose dokumentuose, bet ir akademiniuose
muziejy tyrimuose®. O pasaulyje muziejy teorija ir
praktika vis labiau akcentuoja interaktyvios komu-

nikacijos svarbg.

Norint i§vengti painiavos, reikéty apsibrézti sgvokos
»interaktyvumas® reik§mes. Komunikacijos temai
skirtuose muziejy tyrimuose pasitaiko, kad , inte-
raktyvumo® terminas vartojamas siaurgja prasme,
kaip naujyjy informacijos ir komunikacijos prie-
moniy techniné savybé, padaranti galimas aktyvias
sasajas su vartotoju'’. Siame tekste ,,interaktyvumas®
bus suprantamas kaip komunikacijos, paremtos abi-
pusiais mainais tarp komunikuojanéiy pusiy, tipas.
Laikomasi nuostatos, kad elektroniniy technologijy
panaudojimas dar nereiskia interaktyvios komu-
nikacijos tarp muziejaus ir lankytojo, nors ir gali
padéti ja sukurti. Kita vertus, auganti interaktyvios
komunikacijos muziejy veikloje reik§mé yra susijusi
ne tik su naujyjy medijy paplitimu. Kaip teigia kul-
taros teoretiké Michelle Henning, nereikéty perdéti
medijy jtakos muziejams, nes pats muziejus savo

prigimtimi ir veikimo principais yra medija''. Tad
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toliau $iame straipsnyje bus labiau gilinamasi j ben-
druosius muziejinés komunikacijos interaktyvumo
klausimus, siejant juos su istoriskai susiklosciusiy
muziejaus ir visuomenés santykiy problema. Straips-
nio pabaigoje | muziejinés komunikacijos svarstymy
lauka jtraukiamas ir naujyjuy medijy naudojimas
muziejy komunikacijoje su visuomene, atkreipiant
démesj | nevienareik§mj rysj tarp technologijos ir

interaktyvumo.

MUZIEJUS - ,NESUTARIMO ERDVE*“?

I bendra muziejaus ir visuomenés santykiy pro-
blemg atidziau pazvelgti skatina jau keliasdes$imt
mety vykstanti muziejaus institucijos kritika,
paremta idéjomis, atéjusiomis i§ politinés filosofi-
jos, kritinés (socialinés) teorijos, taip pat kultros
ir medijy studijy srities. Svarbiausias kritikos tai-
kinys - ilga laikg gyvaves muziejaus jsivaizdavimas
(ir vaizdavimas) kaip neutralios, nesaliskos erdvés,
kuri niekaip nesusijusi su socialinio gyvenimo kon-
troversijomis ir veikiau yra skirta estetinei kon-
templiacijai, savivietai ir dvasiniam tobuléjimui.
»Nekaltg“ muziejaus vaizdinj XX a. 10-ojo de$imt-
mecio tyrimuose pakeité muziejaus kaip galios ins-
titucijos paveikslas. Veikiant Michelio Foucault dis-
kurso teorijai j muziejy pradéta zvelgti kaip i zino-
jimag gaminandig ir platinandig institucija (muziejus,
kaupdamas, klasifikuodamas ir savaip pateikdamas
eksponatus, kuria tam tikra pasaulio vaizdg), kaip
i publikos disciplinavimo jrankj ar net priemone
naujam subjektui kurti (pvz., XIX a. atsirades nacio-
nalinis muziejus i§ prastuomenés turéjo sukurti
pilie¢ius, o tame paciame amziuje i$populiaréjusios
pasaulinés mugés savo lankytojus verté moderniais
vartotojais)'?. Ta¢iau toks muziejaus jsivaizdavimas,
zvelgiant i§ komunikacijos perspektyvos, yra per-
dém vienakryptis: muziejus ¢ia i$kyla kaip indoktri-
nuojanti vieta, o publika — kaip inertiska, institucijos
diktatui paklastanti masé. Sj poziirj papildo kitos
teorijos, sitilanc¢ios suvokti muziejy kaip sudétin-
gesne, skirtingy interesy, pozitriy ir galios pozicijy
pazenklintg vieta, kurig galima pavadinti ,,nesuta-

rimo erdve® (site of contention).

Nemazai muziejy tyrimy srities veikaly, nagrinéjan-

¢iy jvairius socialinius muziejaus veiklos klausimus,

atkreipia démesj, kad nesutarimo, priestaravimo,
konflikto tarp skirtingy suinteresuoty grupiy salygos
pagrindzia patj muziejaus reiskinj, jo vietg ir funk-
cijas modernioje visuomenéje. Galima i$skirti bent
tris muziejaus fenomeno aspektus, kurie atskleidzia
$ig modernios visuomeneés institucijg kaip i§ esmés

konfliktiska, priestaravimy pilng erdve.

Pirma, tai muziejaus veiklos pagrindg sudarantis
kultariniy ir natariniy objekty jmuziejinimo pro-
cesas. | muziejines kolekcijas ir ekspozicijas pateke
daiktai paprastai yra atskiriami nuo autentiskos
aplinkos ir taip paranda ne tik pirmine paskirtj, bet
ir ankstesnes reik§mes. Stai ritualiniais tikslais kurti
ir funkcionave artefaktai tampa estetine verte ,,pasi-
Zymindiais“ meno kariniais, o funkcionalas istori-
niai daiktai paver¢iami ideologing Zinig nesanciais
zenklais. Muziejiniy objekty reik§émés néra jgimtos
ar stabilios, jos gali priklausyti tiek nuo ekspozici-
jos, kurioje objektas atsiduria, pasakojimo®3, tiek
nuo bendros muziejaus veiklos ir jos kaitos'®. Per-
skirstant muzealijy reik$mes neiSvengiamai ne tik
susiduria skirtingi pozitriai ir interesai, bet ir pasi-
reiskia galia. Tai geriausiai iliustruoja nevakarietis-
kos kultaros objekty likimas imperiniuose muzie-
juose, kur gentiniams artefaktams buvo priskirtos
reik§més, atspindincios vakarie¢iy jsivaizdavima
apie kultarinj ,,kitg“!>. XX a. I puséje, Zlugus kolo-
nijiniams rezimams, $ig problema i$ryskino ne tik
muziejy teoretiky tekstai, bet ir pokyciai muziejy
veikloje — nevakarietisky objekty repatriacijos atve-
jai, ¢iabuviy dalyvavimas muziejy veikloje ir genti-

niy muziejy steigimas.

Antra, muziejy kaip konflikto erdve nusako ir isto-
riskai susiklos¢iusios modernaus muziejaus funkcijos
valstybés ir visuomenés gyvenime. Vakary pasaulyje
muziejus kaip vie$a institucija formavosi XVIII-
XIX a. kartu su modernia tautine valstybe ir nuo pat
pradziy tarnavo kaip ,,simbolinio sandorio tarp lan-
kytojo ir valstybés vieta“!®. Muziejus turéjo sukurti
modernios valstybés ir jos pilieciy vaizdinj, stiprinti
ir palaikyti kolektyvines, pirmiausia nacionalines,
tapatybes. Sis muziejams keliamas uzdavinys tebéra
aktualus ir Siandien, vykstant ,istorijos demokrati-
zacijai“ ir jvairioms dekolonizuotoms mazumoms
siekiant i$ naujo jtvirtinti savo tapatybe!”. Ta¢iau nuo

XX a. 9-ojo desimtmecio vis iSkylantys viesi debatai



dél istorijos reprezentacijy muziejinése ekspozicijose
atskleidé, kad muziejus yra ne tik atminties, bet ir
gincy dél atminties vieta. Susan A. Crane, tyrinéjusi
kontroversiskas publikos reakcijas j JAV ir Vokieti-
jos muziejy parodas, teigia, kad muziejus yra ne tik
atminties institucija, kuri gamina istorine samone,
bet ir nesutarimo erdvé, kurioje susiduria asmeniniai
zmoniy prisiminimai ir oficialios istorijos versijos,
individualas lankytojy ltkesciai ir institucinés arba

akademinés intencijos'®.

Trecia, prieStaringg muziejaus prigimtj atskleidzia
ne tik jam budingos kolekcionavimo ir ekspona-
vimo praktikos, bet ir santykis su lankytojais. Nuo
pat pradziy modernus muziejus tapo ta vie$gja
erdve, kurioje susidairé skirtingos socialinés klasés:
jsitvirtinusi auks$tuomeneé ir kylanti burzuazija. XX
amziuje, kei¢iantis visuomenés struktiirai, muziejus
isliko ryskia socialinés diferenciacijos vieta. Vie-
name garsiausiy sociologiniy meno muziejy publi-
kos tyrimy pranctizy mokslininkas Pierre’as Bour-
dieu parodé, kad muziejy lankymas glaudziai susijes
su simbolinio kapitalo, t.y. socialinio statuso, turé-
jimu ir kaupimu, o skirtumai tarp visuomenés kla-
siy muziejuje iSryskéja it po didinamuoju stiklu®.
Nuo XX a. 9-ojo deSimtmecio muziejai patyré sti-
pria ,demokratizavimosi“ banga, pirmiausia i$rys-
kindami pramoginj muziejaus lankymo aspekta:
neatskiriama muziejy strukttros dalimi tapo kavi-
nés, suvenyry kioskai, knygynai, informaciniai
ir edukaciniai padaliniai, nuolatines ekspozicijas
papildé laikinos parodos, o didziyjy muziejy pasta-
tus — atraktyvi $iuolaikiné architektara®. Taciau kri-
tikai teigia, kad, dél minéty permainy nuolat augant
muziejy lankytojui skai¢iui, lankytojy spektras soci-
alinés klasés pozitriu beveik nesikeic¢ia. Atrodo, kad
daugeliui socialiniy grupiy muziejus lieka ,,simboli-
nio smurto erdve", jtvirtinancia klasinius skirtumus

tarp saviskio ir prasalai¢io®'.

Aptarti trys muziejaus rei$kinj modernioje visuo-
men¢éje apibudinantys aspektai i$ryskina, jog tai,
ka vadiname muziejumi, yra prieStaringa, konf-
liktiska ar net smurtiné erdvé. Tokj i§ paziaros
negatyvy muziejaus vaizdinj savaip yra konceptu-
alizaves antropologas Jamesas Cliffordas. Jo teori-
joje apie muziejy kaip ,kontaktine zong“ (contact

zone) negatyvus ,nesutarimo erdvés® vaizdinys

yra permastomas ir kaip produktyvus, suteikiantis
galimybe naujai pazvelgti j muziejaus ir visuomenés

santykiy problema?®*.

»Kontaktinés zonos® terming Cliffordas pasiskolino
i§ postkolonializmo teoretikés Mary Louise Pratt,
kuri savo knygoje Imperial Eyes: Travel and Trans-
culturation kontaktine zona pavadino kolonija,
pavergéjy ir pavergtyjy susidarimg: ,,Kolonijiniy
susidirimy erdvé, vieta, kurioje Zmoneés, geografis-
kai ir istoriskai nutole, sueina j kontaktg vienas su
kitu ir uzmezga ilgalaikius ry$ius, paprastai lydimus
prievartos, visiskos nelygybés ir beveik nei$spren-
dziamy konflikty.“? Atkreipusi démesj j nelygiaver-
¢ius, galios nulemtus santykius tarp skirtingy pusiy,
Pratt akcentuoja, kad kontaktinéje zonoje isryskéja
paradoksalus $iy santykiy pobudis. Cia veikia ne tik
uzkariavimas ir dominavimas, bet ir susidarimas,
saveika, kuri formuoja tiek kolonisto, tiek kolo-
nizuotojo subjekta. Kolonijiniy susidiirimy erdve
sudaro ne tik priespauda ir i$naudojimas i§ vienos
pusés, bet ir jvairios atsako formos i§ kitos, paremtos
smalsumu, kelioniy troskimu ar ekonomine nauda.
Todél Pratt pabrézia ,interaktyvias, improvizacines
kolonijiniy susidtrimy dimensijas /.../ [Toks poZzia-
ris] atkreipia démesj j tai, kaip subjektai formuojasi

ir yra formuojami santykiy su kitais“*.

Pasak Cliffordo, muziejus taip pat yra kolonijiné
struktdra: centras ¢ia suvokiamas kaip vieta, kuri
surenka, o periferija — kaip tyrimy ir atradimy
teritorija. Muziejai paprastai jsikiire metropolijoje
ir mielai prisiima autoritetu paremta galig saugoti
ir interpretuoti i§ periferijos surinktas vertybes®.
Centro ir periferijos logika galima pritaikyti ne
tik geografiskai, bet ir socialiniu pozitriu vienoje
valstybéje, regione ar net mieste. Zemesnio socia-
linio sluoksnio gyventojams miesto dailés muzie-
jus gali bati toks pats tolimas, kaip ir kitas konti-
nentas?. Apie kontaktine zong Cliffordas pradéjo
mastyti kolonijiniame muziejuje, tiesiogine to
zodzio prasme, pakviestas pakonsultuoti dél Siaurés
vakary kranto indény genciy kolekcijos Portlando
dailés muziejuje. Straipsnyje Museums as Contact
Zones apraSytas muziejaus darbuotojy susitikimas
su iSorés ekspertais ir suinteresuota grupe, t.y. gen-
¢iy atstovais, atskleidzia minétuosius kolonijinés

saveikos paradoksus. Muziejus kaip galios struktiira
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tikéjosi vienpusiy mainy - konsultantai ir genciy
atstovai turéjo praturtinti muziejaus ekspozicijas
naujomis, ,teisingesnémis“ eksponaty interpretaci-
jomis, taciau genciy atstovai pareikalavo abipusiy
mainy - uzuot pasakoje apie objektus, jie dalijosi
savo istorijomis ir i§reiské nora, kad muziejus ginty
jy teises, t.y. uzimty politine pozicija. Abiem puséms
aktualiy, taciau skirtingy lukes¢iy ir interesy susi-
kryziavimas atskleidé, kad muziejus pasizymi ,,kon-

taktinés zonos“ bruozais.

Cliffordo teigimu, produktyvus muziejauskaip ,,.kon-
taktinés zonos“ suvokimas atsiranda, kai muziejus
jsisamonina savo paties priestaringuma ir ima abi-
pusiskai saveikauti su jvairiomis socialinémis gru-
pémis ir bendruomenémis, uzuot tiesiog $vietes ar
tobulines publika?. Netgi konsultavimasis su suin-
teresuotomis grupémis ar panasios komunikacijos
formos nei$semia saveikos idéjos turinio. Saveika
atkreipia démesj i gincg ir derybas kaip j pagrindinj
komunikacijos elementg, palikdama nuosalyje klau-
simg, kas turi ,prigimtine” teise suteikti reikSmes
muziejiniams objektams ir i§ jy kurti ekspozicinj
pasakojimg - ar suinteresuotos grupés, turincios
specifing patirtj ir ry$j su eksponatais, ar muziejaus
»autoritetas®. ,,Kontaktinés zonos“ konceptas akcen-
tuoja tokj muziejinés komunikacijos tipa, kuris buty

pagristas dalijimusi atsakomybe.

Cliffordo ,,kontaktinés zonos“ koncepta galima lai-
kyti reik$mingu indéliu j muziejy tyrimy sritj dél to,
kad jis praplecia suvokima, kaip muziejus funkcio-
nuoja visuomenéje ir kokie komunikaciniai mode-
liai i to kyla. Nei§vengiami $io modelio parametrai
yra gincas ir derybos, todél muziejing komunikacija
reikéty vertinti ne kaip vienakrypte informacijos
perdavimo sistemg, o kaip interaktyvig saveikg,
kurios metu visos komunikacijoje dalyvaujancios
pusés daro poveikj vienos kitoms ir kartu kuria

komunikacinj pranesima.

DIALOGO GALIMYBES MUZIEJUJE

Per muziejaus kaip ,kontaktinés zonos“ prizme
galima pazvelgti, kokias galimybes suteikia naujy
informacijos ir komunikacijos priemoniy nau-
dojimas muziejy komunikacijoje su visuomene.

Ivairios techninés priemonés, padedancios sukurti

aktyvesnj lankytojo rysj su eksponatais, muziejy
ekspozicijose ir kitokio tipo reginiuose yra nau-
dojamos nuo XIX a., tadiau i§skirtinis démesys
aktyvias saveikas skatinantiems technologiniams
iSradimams pasaulio muziejuose pastebimas nuo
XX a. 9-ojo desimtmecio®. Lietuvos muziejuose
naujosios technologijos pradétos naudoti daugiau
nei prie§ 10 mety, taciau $iandien jau yra placiai
paplites reiskinys: dauguma didesniy ir mazes-
niy muziejy savo veikloje i$naudoja interneti-
nio tinklo teikiamas galimybes (turi tinklalapius,
socialiniy tinkly paskyras, tinklarasc¢ius ir pan.),
dalis muziejy, atnaujindami esamas arba kurdami
naujas ekspozicijas, jtraukia naujasias medijas:
daiktiska muziejiniy objekty pristatyma papildo
audiovizualine medziaga, naudoja kompiuterinius
terminalus, informacinius kioskus ir pan. Kyla
klausimas, ar technologijos, padarancios galimas
aktyvias sgsajas su vartotojais, sukuria interaktyvia
komunikacijg tarp muziejaus ir lankytojy, kurios
metu buty dalijamasi atsakomybe ir kuriamas ben-

dras komunikacinis turinys?

Muziejy teoretiké Andrea Witcomb, analizuodama
naujyjy medijy panaudojimg muziejuose, atkreipia
démesj, kad interaktyviag komunikacija muziejuje
galima suvokti jvairiai, ir i$skiria dvi skirtingas
interaktyvumo sampratas - technine ir pagrista
dialogu (dialogical)®. Techninio interaktyvumo
atveju interaktyvumas yra tapatinamas su fizine
muziejaus lankytojo veikla®*. Manoma, kad tam
uztenka jprasta muziejaus ekspozicija papildyti
technologiniais jrenginiais fizinéje arba virtualioje
erdvéje, kuriuos lankytojas galéty valdyti. Taciau
lankytojy valdomos techninés priemonés nebit-
tinai skatina interaktyvig muziejaus ir lankytojy
komunikacijg. Pavyzdziui, muziejy ekspozicijose
paplite kompiuteriniai terminalai paprastai teikia
papildomg i§ anksto muziejaus paruos$ta informa-
cijg arba jtraukia lankytoja i klausimy ir atsakymy
zaidimg, kuriame tereikia paspausti reikiama myg-
tukg. Pasak Witcomb, tokie didaktika arba stimu-
lu-atsaku paremti naujyjy medijy jrenginiai tiesiog
leidzia muziejui virtualiai kontroliuoti, kg lankyto-
jas turéty suzinoti, i$mokti ir netgi jausti. Kontro-
lés retorika yra paplitusi ekspozicijy dizaino kon-

cepcijose, kuriose paprastai nurodoma, ne tik kokj



veiksmag lankytojas turéty atlikti, bet ir ka jj atlikes
turéty pajusti®!. Lankytojy elgesio kontrolé budinga
ir technigkai suvokiamam virtualios erdvés panau-
dojimui komunikacijos su visuomene reikméms.
Daznai internetinis muziejaus portalas arba muzie-
jaus paskyra socialiniuose tinkluose naudojama
turint tikslg teikti informacijg apie muziejy arba
reklamuoti jo veiklas, kitaip tariant, pritraukti lan-
kytojy. Muziejaus ir lankytojy komunikacija $iuo
atveju yra aidkiai vienakrypté, paremta muziejaus
kaip prane$imo siuntéjo autoritetu ir lankytojo

kaip prane$imo gavéjo pasyvumu.

Kaip priesingybe techniniam interaktyvumui Wit-
comb pristato dialogu pagristo interaktyvumo
sampratg. Siuo atveju interaktyvumas suvokiamas
ne tiek fizine, kiek konceptualia prasme, akcen-
tuojant lankytojo vaidmenj komunikacijos pro-
cese. Muziejinése ekspozicijose §j tipg iliustruoja
jvairtis kuratoriniai ir architektiriniai sprendimai
- parodos kaip atviro pasakojimo ktrimas, lanky-
tojy istorijy jtraukimas i parodos turinj, imersyviy
aplinky formavimas, taip skatinant interpretacinj ir
patyrimu paremtg lankytojo dalyvavima muziejaus
kuriamame komunikaciniame tekste®’. Internetas
suteikia dar daugiau galimybiy jtraukti lankytojus
j dialoga, jei muziejus virtualig erdve naudoja ne
tik paruo$tam turiniui publikuoti, bet ir dalintis
informacija, kg leidzia jvairios interneto formos,
paremtos vartotojy kuriamu turiniu (socialiniy
tinkly bendruomenés, tinklara$ciai, wiki svetainés
ir kt.).

Svarbu atkreipti démesj, kokj vaidmenj atlieka nau-
josios technologijos dialogu pagristo interaktyvumo
sampratoje. Elektroniniai jrenginiai gali buati nau-
dojami norint papildyti statiskqg muziejiniy objekty
ekspozicijg judanciais vaizdais ir garsais, stimuliuoti
ne tik rega, bet ir kitas lankytojo jusles, jtraukti
jvairesnes veiklas | muziejaus lankymo programa
arba pratesti muziejaus lankymg virtualioje erdvéje.
Taciau, kaip minéta, visos $ios priemonés gali buti
sékmingai naudojamos ir vienakryptéje muziejaus
komunikacijoje su lankytojais. Michelle Henning
pastebi, kad naujosios medijos gali transformuoti
muziejy (ir jo komunikacija su visuomene) ne dél
to, kad pacios savaime pasizymi interaktyvumu,

bet dél to, kad remiasi kitokiais informacijos

organizavimo ir sisteminimo principais®. I§skir-
dama naujosioms medijoms budingg moduliarine,
kintamg struktara ir atkreipdama démesj j tai, kaip
naujos technologijos kei¢ia Zmogaus suvokimo ir
démesio paskirstymo jprocius, Henning teigia, kad
naujosios medijos muziejui gali pasialyti nehierar-
chinj, decentralizuoty, asociatyviais rysiais paremta
mastymo buda*. Perimtas i§ pasaulinio interneto
tinklo veikimo principy ir pritaikytas muziejuje,
toks informacijos apdorojimas i§ esmés keicia turi-
nio karima: jame gali dalyvauti neribotas skaicius
karéjy, naudojama pati jvairiausia, netikétais rysiais
susijusi informacija, duomenys néra skirstomi j
vertingus ir bevercius ir pan. Kitaip tariant, naujos
technologijos muziejuje gali pasitarnauti ne tik kaip
komunikacijos jranga, bet ir kaip komunikacinio

turinio karimo pavyzdys.

Zinoma, interaktyvi muziejaus komunikacija su
esamais ar potencialiais lankytojais kelia nemazai
klausimy. Kokiomis salygomis dialoge gali daly-
vauti dvi skirtingos pusés — ekspertiné institucija
ir neprofesionali publika? Kaip gali buti dalijamasi
atsakomybe ir jsipareigojimais kuriant bendra
turinj? Kaip sukurti prasmingg ir risly pranesima
atviros komunikacijos badu? Ar jmanoma, kad
muziejaus balsas buaty vienas i§ daugelio interak-
tyvioje komunikacijoje? Sie ir panasis klausimai
daznai lydi diskusijas apie dialogo su lankytojais
siekiancius muziejus ir jy veikla, o muziejy prakti-
kai bando j juos atsakyti i$bandydami jvairius dia-
loginio interaktyvumo buidus. Interneto technolo-
gijy, leidZian¢iy vartotojams kurti ir kontroliuoti
turinj, teikiamos galimybés ypac palengvina tokias
radikalias dialogu pagristo interaktyvumo formas,
kaip bendruomeninis parody kuravimas, kai par-
oda i§ dalies arba visiskai yra kuriama visuome-
nés nariy®’; virtualus muziejus, kuris gali pratesti
muziejaus veikla vartotojy valdomoje internetinéje
platformoje®; atviry fondy sistema, suteikianti pri-
eiga prie muziejaus fonduose saugomy eksponaty
ir leidzianti bet kuriam vartotojui tapti muziejinio

produkto karéju®.

Apibendrinant galima teigti, kad informacijos ir
komunikacijos technologijy naudojimas muziejy
veikloje ne tik palengvina muziejy bendravima su

esamais ir potencialiais lankytojais, bet pirmiausia
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kelia i880kj tradicinei muziejaus komunikacijos su
visuomene sampratai. Kaip ir kokiu tikslu yra taiko-
mos naujosios technologijos, priklauso nuo to, kaip
muziejus suvokia savo socialinj vaidmenj. Viena
vertus, naujosios technologijos gali bati taikomos
vienakryptéje komunikacijoje, taip palaikant ar net
sustiprinant hierarchi$kg muziejaus-siuntéjo ir lan-
kytojo-gavéjo santykj. Toks santykis yra paremtas
pasyviu vartojimu, kuris tam tikromis aplinkybémis
gali pasireiksti kaip konfrontacija su muziejumi,
$iam i8liekant latentine ,nesutarimo erdve® Kita
vertus, naujyjy technologijy palengvinta interaktyvi
komunikacija muziejy gali paversti produktyvia
»kontaktine zona®, kurioje turinj kuria ne viena, o
visos komunikacijoje dalyvaujanc¢ios pusés. Tokiu
atveju muziejus savotiskai apsunkina ar net supro-
blemina turinio kiirima, atsiverdamas informacijos
ir poziuriy jvairovei bei sudarydamas sglygas gin-
¢ui ir deryboms. Tacdiau taip keiciasi ir santykis su
muziejaus institucija apskritai, pereinant nuo pasy-
vaus vartojimo prie aktyvios, karybiskumu ir patir-
timi paremtos sgveikos. Tokio muziejaus veiklg jau
galima vertinti tiek socialinio atvirumo ir prieina-
mumo poziuriu, tiek $iuolaikinés potyriy ekonomi-
kos kontekste.

Straipsnis parengtas projekto “Kultaros institucijy
komunikaciniy kompetencijy plétra Ziniy ir kiarybos
visuomeneés kontekste (Nr. VP1-3.1- MM-08-K-01-017)
metu. Projekta finasuoja Europos socialinis fondas.
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THE NOTION OF COMMUNICATION IN MUSEUMS: TOWARDS A
DIALOGICAL APPROACH

Key words: museum, society, communication, information and communication technologies, site of

contention, contact zone, dialogical interactivity.

Summary

This article explores different theoretical concepts of museum’s communication with its visitors in order to create
a conceptual framework for analysis and evaluation of Lithuanian museums’ communicative competences within
the field of cultural and creative industries. One of the main questions is how new information and communication
technologies influence museun’s communication in a physical as well as virtual space. Despite the fact that digital
media has a great impact on museum work, I argue that rather than merely collecting and analysing data of mu-
seums’ usage of new technologies it's more important to reflect critically how and to what purposes new tools of
communication are included in contemporary museums’ agenda. One part of the article is devoted to the discussion
of general problems of museum communication. Due to its historical and ideological formations, the museum
is presented as a site of contention where power positions and different interests encounter. This rather negative
notion of museun’s institution is further reflected as possibly productive one in the concept of ‘contact zone’ by
James Clifford. In the second part of the article the issue of new technologies and interactive communication is at
stake. Keeping in mind the differences between technological and dialogical notions of interactivity (Andrea Wit-
comb) museun’s communication via new media is analyzed as a phenomenon which may change the very way how
museum functions in a society. New technologies not only facilitate museum’s contacts with present and potential
visitors but first of all challenge the traditional notion of museum communication where museum is conceived as

content provider and visitors as message receivers.

Dialogical approach to communication enables various co-creative strategies in providing museum contents and
thus undermines authority-based status of the museum. In conclusion, it may be said that the usage of new informa-

tion and communication technologies in museums depends on museums’ understanding of their social role.

Gauta 2013-11-12
Parengta spaudai 2013-11-25



ITI. IKONOGRAFIJA

ICONOGRAPHY




162

IKONOGRAFIJA °

ITI.

Vytautas LEVANDAUSKAS, Nijolé TALUNTYTE

Vytauto DidZiojo universitetas, Kaunas

JONO LUKSES KAUNO SVENTOVIU PIESINIAI

Reiksminiai ZodZiai: Jonas Luks$é, Kaunas,
baznycia, koply¢ia, sinagoga, cerkve, meceté,

maldos namai.

Publikacijoje skelbiami 77 Kauno sakraliniy pastaty
ar vietoviy piesiniai, kuriy autorius yra architektas

dailininkas Jonas Luksé.

Jonas Luksé gimé 1940 m. liepos 8 d. Ziurliy kaime
(Anyksciy raj., Traupio senitnija) Anelés ir Juozo
Luksiy $eimoje. I$ trijy vaiky buvo vyriausias. 1948
m. baigusiam Traupio mokyklos dvi klases teko ilgam
atsisveikinti su gimtine, i§gyventi tremtinio dalia.
Kaip tikstanciai gimtosios Aukstaitijos valstieciy
su Seima atsidaré Ryty Sibire - Uzbaikaléje. Cia i§
naujo pradéjo mokytis nuo pirmos klasés. Po mety
nuo bado ir i$sekimo miré tévas. Kad Seima isgy-
venty, Jonas nuo 12 mety turéjo imtis fiziskai sunkiy
darby Celutajaus misky pramonés tikyje (Zaigrajevo
raj., Buriatijos - Mongolijos ASSR). Dirbo krovéju,
matuotoju, elektropjuklininku, krautuvo vairuotoju.
O laisvalaikiu piesdavo. Celutajuje susipazino su
atvykusiu diplomuotu dailininku, kurio pamokos
suteiké pasitikéjimo savo jégomis ir paskatino siekti
menininko perspektyvos. 1957 m. su mama, broliu
ir seserimi sugrjzo i Lietuva, bet neilgam. Neradus
tinkamo darbo, nesant galimybés mokytis, be to,
atsiradus keblumy dél surusintos kalbos, teko ieskoti
veiklos uz Lietuvos riby. Kartu su kaimynu Bronium
Sadausku i§vyko j jo buvusig tremties vieta — Tomsko
sritj. Ten dirbo miskininku. Atéjus laikui privalomai
tarnauti Soviety armijoje, atsidiiré Baltarusijoje. Po
karinés tarnybos likimas nublogké j Kaukaza. Dirbo
Kavkazenergomontaz treste naftos, dujy, energetikos
objektuose Baku, Grozne, Krasnovodske ir kitur. Ir ...

mokési vidurinéje mokykloje, Maskvos liaudies meno

universiteto neakivaizdiniame dailés skyriuje. Tik
1964 m. rudenj pavyko grjzti i Lietuvy ir apsigyventi
Kaune. Cia mokési Kauno S. Zuko taikomosios dailés
technikume, neakivaizdiniu badu tebestudijavo Mas-
kvos liaudies meno universitete. Mokydamasis dirbo
dailininku Kauno namy statybos kombinate ir kitose
jmonése, buvo dailés mokytoju. 1971-1977 m. stu-
dijavo Vilniaus dailés instituto Kauno vakariniame

fakultete, jgijo architekto dailininko specialybe.

Doméjosi istorija, krastotyra, Kauno senamiesc¢io
kultaros paminklais. Tai atvedé Jong Lukse j Kauno
kultaros paminkly apsaugos inspekcija, kurioje kaip
architektros paveldo specialistas dirbo daugiau
kaip 20 mety. Per tg laikg giliai pazino Kauno kul-
taros pavelds, o ypa¢ Senamiestj ir Kauno tvirtove.
2003-2007 m. dirbo Kauno miesto savivaldybés
administracijos Urbanistikos ir architektiiros sky-
riaus paminklotvarkos vyriausiuoju architektu. Per
daugelj mety Luksé ne tik riipinosi kultaros pamin-
kly projektavimu, restauracija. Daugiabriaunéje
paveldotvarkos srityje daugiausiai darby nuveiké
jgyvendindamas Kauno senamiescio spalvine rege-
neracija ir tyrinédamas Kauno tvirtove. Karybiskai
pazenklino atminimo lentomis ir bareljefais apie
30 nekilnojamyjy kultiros paveldo pastaty. Cia
daugiausiai bendradarbiavo su skulptoriumi Vladu
Zukliu. I$¢jes | pensija émési aktyvios kultiros
paveldo propagavimo veiklos. Su istoriku Vladi-
miru Orlovu iSleido Kauno tvirtoveés atlasg'. Neap-
siribodamas vien kaunistika sudaré unikaly albumg

Atmintis atgijusi paminkluose, kuriame pateiktos



nuotraukos bene visy paminkly, jamzinanc¢iy Lietu-
vos partizany kovg pries§ soviety rezima, gyventojy
trémimus ir tautinio atgimimo istorinius jvykius?.
Taciau didziausiu architekto pomeégiu tapo kultt-
ros vertybiy ikonografinés studijos. Su piestuku ir
popieriaus lak$tu rankoje jis kruopsciai ir nuodu-
gniai émési fiksuoti Kauno kultiros pavelda. Cia
daug kam gali kilti klausimas ar to reikia musy die-
nomis. Praeity amziy Lietuvos architektirinio pei-
zazo karéjai Pranciskus Smuglevicius, Napoleonas
Orda ir kiti dar spéjo jamzinti nykstancius archi-
tektaros $edevrus. Jau fotografijos eroje beveik iki
XX a. vidurio gyvenes architektas Juozapas Kama-
rauskas pie$é Lietuvos pilis, miestus ir bazny¢ias ne
tik matytus savo akimis, bet ir pasitelkus fantazija
bei istorinius $altinius. Kokia gi Jono Luksés piesi-
niy verté skaitmeninés fotografijos, trimaciy vizu-
alizacijy, ortofoto apzvalgos galimybiy virtualiame

laikmetyje? Ar toks zanras $iandien svarbus?

Jonas Luksé lengvai ir subtiliai tusu brakstelétais $tri-
chais tarsi prakalbina ir iSgrynina kultaros paveldo
objektus. Jie skamba $variais akordais atskleisdami
karybine esme - funkcinj turinj ir konstrukcine
estetika. Be slegianc¢ios miesto aplinkos, be fasadus
gozianc¢iy zeldiniy, be gatviy triuk$mo. Fotografuoda-
mas tokio vaizdo nesukursi. Dailininkas tarsi apvalo
vaizduojamus statinius, prakalbina ir perteikia jy
dvasinj turinj. Luksé dirba ne tik kaip dailininkas, bet
ir kaip specialistas- paveldotyrininkas ir krastotyri-
ninkas. Jis neapsiriboja pavieniais oficialiais nekilno-
jamuyju kultiiros paveldo vertybiy objektais, o nuose-
kliai kuria i$samius piesiniy ciklus, stengdamasis jais
perteikti ar tai vienos miesto dalies, ar tai komplekso,
ar paveldo rasies visuma, siilydamas saugoti pasta-
tus, kuriuose gyveno zymils visuomenés ar kultiiros
veikéjai. Luksés piesiniy i§ vienos pasirinktos temos
negalima zitréti po vieng — juos reikia matyti visus

kartu. Tai paveldotvarkos specialisto vizuali i$raiSka.

Vienas didziausiy Luksés piesiniy cikly skirtas kai-
riajame Nemuno krante nusidriekusiam Aleksotui
su jo istoriniais rajonais. Sioje teritorijoje susikaupé
keliasdesimt valstybés saugomy, nekilnojamuyjy kul-
taros paveldo vertybiy, ta¢iau nuosekliy autoriaus
tyrimy déka dar daugiau nei 30 gali pretenduoti j
jy sarasg. Visi objektai sutelkti  vieng piesiniy cikla,

kuris 2011 m. pradzioje eksponuotas Aleksoto

seniinijos saléje ir keliose mokyklose. Paroda
sukeélé didziulj Aleksoto bendruomenés susidomé-
jima, rasta lé$y isleisti piesiniy albuma?. Véliau buvo
eksponuojama Panemunés karinio paveldo piesiniy

paroda, taip pat piliakalniy piesiniy ciklas.

Dar vienas autoriaus pie$iniy ciklas skirtas kryzdir-
bystés kiriniams ir mediniams paminklams. Jame
pateikti bene visi Kaune esantys mediniai kryziai,
koplytstulpiai, stogastulpiai, skulptiiros. Piesiniy
ciklas taip pat publikuotas*.

Didziausios apimties Luksés piesiniy ciklas skirtas
Kauno tvirtovés gynybiniams objektams. Sia tema
sukurta daugiau kaip 100 piesiniy, kurie 2013 m.
eksponuoti parodose Kauno Pramprojekte ir Kultt-
ros paveldo departamente Vilniuje. Sis kompleksas
sudaro 9 klodus. Tai gynybiniai jtvirtinimai, kariniai
miesteliai, administraciniai, sakraliniai, karininky
gyvenami pastatai, kultiiros jstaigos, kapinés, atmi-
nimo kryziai ir sudétinga inZineriné infrastruktara.
Autorius pasiryzes visg sistema pateikti ekspozicijai
iki 2015 m.

Meno istorijos ir kritikos zurnalo numeryje publi-
kuojamus Kauno $ventoviy pieSinius dailininkas
kareé apie ketvertg mety - nuo 2008 iki 2011-jy. Kai
kurijuos uzbaigé dar ir 2012-aisiais. Ciklg sudaro apie
80 darby. Jie eksponuoti parodose Kauno apskrities
bibliotekoje, M. ir K. Petrausky lietuviy muzikos
muziejuje, Kauno technologijos universiteto Huma-

nitariniame fakultete, baznyc¢iose, bibliotekose.

Jonas Luksé nupiesé visas Kauno $ventoves ir pateiké
kaip pavéluota skolg religinéms konfesijoms, paveldo
specialistams. Kiekvienas atskiras objektas geriau
suvokiamas visumos kontekste. Pasak autoriaus,
Kultaros paveldo specialistams triikdavo laiko, papil-
domy Ziniy ar net sugebéjimy jtaigiai informuoti
visuomeng apie paveldo vertybes. Kultaros paveldo
pieSiniai tai patirties perdavimas kolegoms, archi-
tektams, mokytojams, turizmo firmoms, istorikams,
o paciam autoriui - nesibaigiantis pazinimo proce-
sas. Kas paskatino dailininkg kurti sakraliniy objekty
piesinius? | §i klausimg geriausia atsakyti paties
autoriaus Zodziais: ,,Religijy daug, pranasy visais lai-
kais buvo dar daugiau. Néra jokiy pozymiy, kad jos
jungtysi. Atvirksciai, skaidymosi procesas nepaliau-

jamai didéja... Sventovés buvo svarbiausi statiniai,
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jtvirtinanys tam tikrg konfesijos dominavima, archi-
tektariniy stiliy prioritetg ir valstybés kokybés lygi.
Laikui bégant, jas neretai lydéjo sudétingi ir drama-
tiski procesai — keliy Simtmeciy krik§¢ionybés kova
prie§ pagonybe, reformacijos plitimas prie$ katali-
kybe, staciatikybés skverbimasis j Lietuvos DidZio-
sios kunigaikstystés erdve ir XIX a. Rusijos carinei
valdZiai naikinant bazny¢ias. Net viena tikéjima i$pa-
Zjstantys lietuviai ir lenkai nei$vengé skirtingy tauti-
niy interesy. Pagaliau karingasis ateizmas, pasi$oves
visas religijas iSrauti su $aknimis. Didéjantis Zmoniy
mobilumas, besaikis vartotojiSkumas mazina pamal-
dumg, bet maldos namy daugéja. I$ vieosios erdvés
stumiama kultara ir jg uzimantys pramogy bei Sou
renginiai, turbtit ver¢ia Zmones ieskoti prieglaudos
bet kurioje sakralinéje erdvéje. Tai aiskiai liudija
$iuolaikiniy $ventoviy architektiira. Tai ir religijoty-
ros tema, kuri dar nepakankamai i$nagrinéta. Auto-
rius nesiekia i$samiau atskleisti $§ventoviy vystymosi
istorinés raidos, o tiktai vizualinémis priemonémis
parodyti Kauno $ventoviy visuma, kurioje isryskéja
religijy, sakralumo, architektiiros darna arba pries-
tara. Sventoviy visumoje ypac issiskiria Siuolaikinés
architekturos statiniai, kuriuose sakralumg sunku
pajusti. Tikiuosi, kad $is vizualus fonas gali pasitar-

nauti tampresniam religijy bendravimui, bus akstinas

e 1\

:

3. LUKEE 2008.03

1 pav. Sv. Jurgio konventas, Papilio g. 7

projektuoti ieskant darnos tarp architektiiros formy

ir sakralaus $ventoviy turinio.

I§ dailininko nupiesty sakraliniy objekty daugiau
kaip puse sudaro kataliky bazny¢ios ir koplycios. Su
kriksc¢ionybe susijusiy naujy religiniy judéjimy mal-
dos namy -16, sinagogy - 11, staciatikiy cerkviy - 5,
protestanty bazny<iy - 2, islamo, budisty ir vi$nuisty
$ventoviy - po vieng. Sioje publikacijoje skelbiami
beveik visi sio ciklo darbai. Jie iSdéstyti pagal auto-
riaus sumanymg - konfesinj - geografinj principa,
pradedant nuo Senamiescio ir baigiant tolimiausiais
Kauno priemieséiais. I$ visy statiniy pagal pirmine

paskirtj nebenaudojamos 24 $ventovés, 2 nugriautos.

Piesiniai atlikti plunksna ir tuSu ant popieriaus lapy,
kuriy dydis atitinka dabartinj A4 formata. Piesti i§
natliros. Apacioje autoriaus ranka padaryti jrasai —
objekto pavadinimas, adresas, piesinio data. Esama
ir iSsamesnés informacijos — apie ankstesnes pastaty
funkcijas, pertvarkymus, panauda. Tad dailininkas gali
buti vertinamas kaip architektiiros ikonografijos tradi-
cijy teséjas, siekiantis perteikti vaizduojamy sakraliniy
objekty estetika, dvasinj turinj, istorine jy atmintj ir,
svarbiausia, iSliekamajg kultaros paveldo verte. Auto-
rius kviecia pasekti jo pédomis - surasti, pazinti ir,

jeigu reikeés, ginti vertybes nuo Zalojimy.

AV, JURELD BAZMYELA 1R BEEHARDIHL, VIEHUOLYHAS
PAPILIGS 5. 7,9 KALMAS w9z



2 pav. Sv. Apastaly Petro ir Pauliaus arkikatedra bazilika, Vilniaus g. 1

EVE. TREIVEES BAZMVELL

3 pav. Své. Trejybés (Kunigy seminarijos) baznycia, A. Jaksto g. 1

ARKIKATREDEA, BAZIL[A, |
VILHIALS g.4 J.LUKSE 2008 04

—_—

SN B YLuAE 200s 0y
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_ 645 - 1720, 1825
e IRZUITY, BAZHNG
3. LUKEE 2008.03 w.o'ru.gga i S

4 pav. Sv. Pranciskaus Ksavero (Jézuity) baznycia, Rotusés a. 8
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9. LUWAE 2008.03

VNTAU ISKOHL, SVE. M. MARITOS omml
lm«g?{gﬁfrmm.q ALEKSOTO 3. I'

5 pav. Své. Mergelés Marijos Emimo j Dangy (Vytauto DidZiojo) baznycia, Aleksoto g. 3
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EVAHEELIKY LILTERONU, BAZMYEM =
1683, mﬂ‘,ﬂil!s's I RAimck
HARKLIAUS  MIMDAUED Kn. 3 /4

JOHAS LUKAE 2009.09.45

6 pav. Evangeliky liuterony Sv¢. Trejybés baznycia, Muitinés g. 8a/3

SU MIKAOIAUS BAZHNGIA 1R VIEMUOLYMAS g == 3 ;
BENEDECTINIL 5.8 I LUKSE 2008.03. 3 i B e

7 pav. Sv. Mikalojaus baznycia ir benediktiniy vienuolynas, Benediktiniy g. 8, 10
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POMIHIKOHU, DIEVO KOHO SVE. SAKRAMENTO
BAZMYOWA VILHIAUS g. 2

8 pav. Dievo kitno (Dominikony) baznycia, Vilniaus g. 31
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SEHOVDS LILGYTOIL, KARMYSTES MALDOS HAY %%

VALANCIALLS 9. 44

9 pav. Jehovos liudytojy Karalystés salé, M. Valanciaus g. 11
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10 pav. Kauno laisvyjy

VALDOS MAMAL kriks¢ioniy maldos salé,
MEMUMO & A6ASMAUNHKLY &
Nemunog. 16a

3, LUKSE 20084123

I | 4993 RUGSEID § EV.MIBAS AUKOIG

POPlEZILS PALILILS ) JALUKSE 2008.03-

11 pav. Vieta, kur 1993 m. rugséjo 6 d. Sv. Misias aukojo popiezius Jonas Paulius II-sis, Nemuno ir Neries santaka
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TPEBKUMO NAMAS X\ a. PAB.
BLVUSI PAGONISKA SVEMTYKLA
XVila. JEZUITWY, KOPLYCIA

3. LUKSE 2008, 42

12 pav. Perkiino namas (1643-1722 m. - jézuity koplycia), Aleksoto g. 6




3. LUKEE 2008

BAZMYCIA. ¥N, XVik, REST 4394 M.

J

IRMA GRIGAITIENE , |
IREMA VASKELIEME

.

PROJEKTO AUTAORES
SARICIY,

/

GERTRUDOS

13 pav. Sv. Gertridos (Sariciy, Marijony) baznycia, Laisvés al. 101a
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ZVAKIL, SVENTOVE
« KRISTUL 1R ZMOGLI
LAISVES AL 404 %

3. LUKEE 20a9.44

14 pav. Zvakii,; Sventové, Laisvés al. 101a
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15 pav. Evangeliky reformaty

baznycia, E. OZeskienés g. 41 ;
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EVAHGRLIKLL REFORMATL, BAZHYCIA 1339 ™. i
g-qt J.LUKSE  1008.0%

16 pav. Sv. Mykolo Arkangelo (Igulos, buv. Sv. Petro ir Pauliaus soboras) baznycia, Nepriklausomybés a. 14a
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. KARMELITU, BAZMNYZIA
O LUKSE 200804 QEDIMING g. 4 1685 — 708 m.

17 pav. Sv. KryZiaus (Karmelity) baznycia, Gedimino g. 1

-y KAUMD * DIEVO MALOMES * KRIKECIOMILY, BAPTISTL] BAZHWEWA
d. LUKSE  2008.02, GEDIMIMNG g. HO*

18 pav. Dievo malonés (Baptisty) maldos namai, Gedimino g. 40a
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thmuos WARILICH EH 7. JOHO
MMHAM ALS NE“ MEDI’HHD’

3. LUkEE  2008.10.234

19 pav. Buv. Karo ligoninés koplycia, Vytauto pr. 49

AIAME NAME E,0XESIIENES 949. 195119391
EYNENMD KOMPAZITORILS FIAHISTAS, MUZIKALOGAS
KALIMA 1f MIUIORKS KONSERVA .
PROPESORILS WWTALITAS BACEVICILUS
(1905.1%.9 - 4970.1.45 aav )

20 pav. Bahajy tikéjimo maldos kambarys, E. Ozeskienés g.

KABO LIGOMIME mwa—jd L e

19, bt. 6

e —

GravETA !

410 HMAMO BUTE ME.& VEIKIA MALDOS
WAMBARYS BAHATIL, TIKEIMAS "

2. LUKAE 20ML.09.
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fig 4551\{{»& .‘___r_l_l ’ r[|I|

i =t

e

0. LUKSE

FAMIMKLIME PEISIKELIMO BAZHYEIA
ZEMAICIL. g. 314 )

WTIKETMO Zoois * -
SALE

Loie

MALDOS
™. SumLIeHIa 8,54

22 pav. Paminkliné
Kristaus Prisikélimo
baznycia, Zemaiciy g.
3la
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KRISTALIS PRISIKELIMO BAZ - AUKSTAIEN, g
:.mf saol.o:a.:j's

23 pav. Kristaus Prisikélimo baznycia, Aukstaiciy g. 4

i
v [1

A

ALDOS MAMAL  KAPSU. g, 50 .
VEMTOZ0 KRYZIAUS IR OPUS DEL PRELATURA
CJKURTA 2007 M.

A.LUKSE zode.at.

24 pav. Sventojo KryZiaus ir Opus Dei prelatiiros maldos namai, Kapsy g. 60



25 pav. Dieviskosios Jézaus Sirdies
sesery pranciskoniy kongregacija,
Zemaiciy g. 85

il Wl
W R i
it
l

oreviskosios ofzaus SiRoiEs
SESERU PRAMNCISKONILL
KOMGEESACITA /DIECEZINE/
zemmciLL g, BE

2, LUKSE 2041-07.

1. LUKSE 2008.03 VAISTINES S-VE PRIE 44 MAMO

26 pav. Koplycia ir Své. Mergelés Marijos skulptiira, Vaistinés skg. 16
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&1 BAZHYCIA P&S&T?TA Sv. ::H;M-lﬁ ?I&:M‘rl.?m
PER ~ X MEHL.TIKING
AUKDIE:;‘AZ“GHIU R AEK LIU, JEGOM

MES TECHMIKOS MNEBU

ARCH|T. ANTAHAS B[STEK!KJ\&

STATE KAM. JLOZAS ZEIVYS

27 pav. Sv. Antano Paduviecio baznycia, Radvileny pl. 11

J.LUKEE 2009
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.n PASTARU DL, DIEMY, BUENTYTU, FEZAUS KRISTAUS
T LUKEE 2008.03 MoRMOL,  BAZHYELA
DRAUGYSTES g. 4

28 pav. Pastaryjy dieny Sventyjy Jézaus Kristaus (Mormony) baznycia, Draugystés g. 1

2.LUKEE 2008.03. - GERATO GAMMTOTO BAZHYELA
V. KREWES pr. 354

29 pav. Gerojo Ganytojo parapijos baznycia, V. Kréves pr. 95a
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JUKSE 2005.03 NAUTONL, APASTALLY BAZHELA
V.KREVES pr. m&k

30 pav. Naujoji Apastaly baznycia, V. Krévés pr. 80a

SEPTIHTOSIOS DIEHOS

, AverTIaTY griein

31 pav. Septintosios dienos adventisty baznycia, Pasilés g. 122




RALAIMINTOJO
ARKIVYSKUPO JURGID MATULAICIO
MAMAL.  ZEIMEMOS 9.6 KALIMAS

ALUKEE 2005, 40,34

32 pav. Palaimintojo arkivyskupo Jurgio Matulaicio koply¢ia, Zeimenos g. 6

I' "“un'lzl"‘-’

) ; :

Hlintes ke
e

STATOMA PALAIMIMTOIO JURGIO: MATULAICIO
—_— H BAZHYCLA,
ARCHITE KTAS RYMANTAS ZiMEUS

PIESIYS JOHO LUKSES 2000 .40.04

33 pav. Statoma Palaimintojo arkivyskupo Jurgio Matulai¢io baznycia, P. Luksio g. 51b
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ElGLILY DUHGTFNE M‘ETG"DIS'ILJ,
SUTL, g.24
a. I..UKﬁt 2008.42.

34 pav. Eiguliy jungtiné metodisty baznycia, RieSuty g 22

\\\i\\

S

SR S 35 pav. Jehovos liudytojy Karalystés

MALDOS SALE salé, Savanoriy pr. 377
J- LUKSE 2008
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i ARTILERIJOS VALDYBOS CERKVE 42Hm
9. LUKSE 200804 Z.E. ZILBERL g.da 15

36 pav. Aukstosios Fredos baznycia (buv. Artileristy cerkvé), Z. E. Zilibery g. 10

g ! SU.KAZIMIERS SEMOSI BAZMYEIA.
T HUKSE goos.0d AMTARKALMIO g 3§

37 pav. Senoji Sv. Kazimiero baznycia, Antakalnio g. 35
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J.LUKSE 2008.03 &V, KAZIMIERD BAZNYEIA o
ANTAKALMIG §.37 73

38 pav. Sv. Kazimiero baznycia, Antakalnio g. 37

Ay
WWM ff“f“

l m" il |

sesepy WS JEZAUS SIRDIES
Tazmmélu, KOMGREGACITA
AMERIKOS LUETUVILY & 44

JLUKSE 2009.09. 28 y
#

39 pav. Sv¢. Jézaus Sirdies sesery tarnailiy kongregacijos koplycia, Amerikos lietuviy g. 11
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H‘[ ) T. e
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SvC. MERSELES MARIIOS BAZMYEIA

VAIBOTO g.7
JLUKSE  2008.09.

40 pav. Své. Mergelés Marijos baznycia, Vaidoto g. 7

AUBROS _VARTU, MARIIOS KJUPLW!F.
BIRUTES &4 EAUMAS 2009 06
OOMAS L.uri-i.&

41 pav. Ausros Varty Sve. Mergelés Marijos Gailestingumo Motinos koplycia, Birutés g. 1
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AV, ANTAMG PAOUNIECIS KOPLYEIA
J.BCRUTAS §.23 ROKA|

T, LUSE  204Q

42 pav. Sv. Antano Paduviecio koply¢ia, J. Borutos g. 23

PETRASIINAL SY.VINCEHTO PAULIECIO BAZHVGIA 1936.12.13
MAZESHILIY, BROLIL KAPUCINU, VIEHUOLYHAS

43 pav. Sv. Vincento Paulie¢o baznytia, R. Kalantos g. 38




189

ITI

AHdVIODONODI

- e e =
—_— e PAZAISLIG KAMALDULILL VIEHUGLYHG AHSAMBLIS
= SESERL, KAZIMIERIECIL, KQMEREGACIDA .
PRIEEYIE- DIDIEL VIEHUOLYHG VARTAL
TOLUMGIE MATOSL mznwcnos SILLETAS
NIRRT R
3. LUKSE 2009 .10.20

44 pav. Své. Mergelés Marijos apsilankymo pas Elzbietq baznycia (pirmame plane — buv. kamalduliy vienuolyno
Didieji vartai), T. Masiulio g. 31

i g 5 ) 45 pav. Sve. Mergelés Marijos RoZinio
BUC. M. MARIDOS ROZAHCIALS KARALIEMES L L . ;

BAZNVEIA. MARIL| 9.20 PALEMOMAS Karalienés baznycia, Mariy g 20

3. LUKSE 2009. 492,




190

IKONOGRAFIJA °

ITI.

Své. JEzauS & ES BAZHVEIA 1938, 2LUKEE 2008.03
AL TNAGZARAY N_IS o 60

46 pav. Své. Jézaus Sirdies baznycia, A. Juozapaviciaus pr. 60

- . 2 R N
Hah (LS i o BUVLST ULON c.'I » "
omz SARVOTIM aammm'
ZAWU'MB

2. LUKEE 2009, 11,20

47 pav. Buv. Ulony cerkvé, A. Juozapaviciaus pr. 64



SUHETIHE MITODIBTU, BAZHVEIA ) siyz
] mmmﬁélms‘:':.-uo A EKEAE 2008.03

48 pav. Santiy jungtiné metodisty baznycia, A. Juozapavitiaus pr. 119

EVANGELIKU, BAZHYELA 18385 M o PIESE 3 LUIEE 2008.02
ZSAHCIAI. KRAHTO I-3g. 5

49 pav. Evangeliky krikscioniy baptisty baznycia, 2-oji Kranto g. 5
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J.LUKSE 2008.02.

OZARO BAZMNYCIA. PAMNERILY g.72

sv.au

baznycia, Paneriy g. 72

50 pav. Sv. Juozapo
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SVE. MERGE 1.? MARIDOS LIETLIVOS LAISVES KOPLYTIA i
VILIJAMPOLE, KokLILy g. 20 J.LUKSE 2008.02.

51 pav. Své. Mergelés Marijos Lietuvos Laisves koplycia, Kokliy g. 20
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105 DUASIOS BAZMNCIA PALAIDGTAS KLMIGAS LIibIKAS CECHAVIEILIS

STATOMA,  AVERTRS
Hll..llduHiu g4 . VAUMAS 28.04.02. — {398.04.08
JLUKSE Z008.03

52 pav. Statoma Sventosios Dvasios baznycia, Milikoniy g. 18

193

ITI

AHdVIODONODI



194

IKONOGRAFIJA °

ITI.

SILAIMILL LAUGHOT( EVENTOSIOS DVASIOS KOPLVELA -
mﬂalﬁmmaus MILIIHAS MILKOMILL g 44 O. LUKSE  2008.03.

53 pav. Sventosios Dvasios koplycia, Milikoniy g. 14

a LILUDYTOIL, MALDOS HAMAL
3 apite's 38

2. LUKSE 2042.Q9.

54 pav. Jehovos liudytojy maldos namai, J. Gruso g. 35



i KRISTAUS MISIDOS BAPTISTU, BAZNYEIA
J.LUKSE  2008.03. ZEMAICILY, pL Y3/ TALMIMKIEMIQ g.2.

55 pav. Baptisty Kristaus Misijos baznycia, Zemaiciy pl. 43
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11 sTl.‘itmx 1ES RROGA RlEMUCTU

J05 METEOPOLITU ESAHT ARKIVYS~

gé'pul AUOZAPUI SKVIRECKUL J030
PESCIU PADARE SESUD

M.LEONARDA L.G.S- 1936 JMULKSTITE

LINKLIVOS DVARD KoPLYEIA MOSEDZ104.69
3. LUKSE 2009.10.13

56 pav. Arkivyskupo

J. Skvirecko rezidencijos
(buv. Linkuvos dvaro)
koplycia, Mosédzio g. 62
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; a e = KOPLYCSIA . ROMAIMIAL, MEDEKEIHES g.AT
SEMELIY PRIEGLAINGS . GERUMC MAMAIL"

0. LuKSE 2010

57 pav. Seneliy prieglaudos Gerumo namai koplycia, Medeksinés g. 17
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58 pav. Kristaus Prisikélimo

. a——— keleTALS PRISIKELIMO CERIKVE 48&8m. cerkvé, Vytauto pr. 38
7 VYTAUTO pr 38



&

AppEtSne (S il MEREELE I MARKIAIA |

SOEEAST (ETOBEWYEHCKKH | 1938 M

RUSI30S m@im ZUVUSIEMS 12 194 ‘ﬂﬁbﬁ‘

4945 ™, BUVUSILGSE [ KARMEL KAPFIH "
PAMIKKLAS PASTATYTAS 1913 M. RESTAUBUQTAS {998 M. PIESIHYS 3. LUKEES goos.0d

59 pav. Apreiskimo Své. Mergelei Marijai soboras (pirmame plane — paminklas Rusijos kariams, Zuvusiems Pirmojo
pasaulinio karo metais), Vytauto pr. 38
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CERKVES NPEOBPAMEHHS rOCNogHst RYTL| FASADAS ™M1idag
BRAIZE J. LUKSE 2008.02

60 pav. Buv. Treciojo Novorosijsko dragiiny pulko cerkvé (ryty fasado brézinys), Radvilény pl. 1a
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61 pav. Sv. Nikolajaus Stebukladario sentikiy cerkvé, Kapsy g. 51/19
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4950 te. ATEISTAL JA SUDEGIND -
KRYZIUS PASTATYTAS A994.0743

WILIIOS PARKAS

JomMAs LUKSE  2000.09.13 iy .
) ASTUOZAPAVIEWALS pr.20f

62 pav. Buv. 109-0jo péstininky Volgos pulko Dievo Motinos Globéjos cerkvés (véliau - Sv. Kryziaus Faukstinimo
baznycios) vieta, A. Juozapaviciaus pr. 20a
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M. DALIKEOS g.
ol

7

AT

B == —T - = .
= i i - = ﬁ" it BUN. CHEVRA ~KADIS SIMAGOSA
aLUMERE 2009 M. Ly > o =

63 pav. Buv. Chevra-Kadisa sinagoga, M. Dauksos g. 10a

5

r[ﬂ‘lﬁlﬂj
"l

BIRETOMO & 44 KALUMAS
BUV, ZYDL,  SIMASOGA

J.LUKEE  2008.03.

64 pav. Buv. Naujosios Sviesos sinagoga, Birstono g. 14



MESIMIHIKLY, SINAGOGA - DABAR DAILES
INSTITUTO KERAMIKLY DIRBIUIVES
SernEl BaE.AL MDAUKSOS g. 6/ VSLADKEVICIALS q .27

65 pav. Buv. Mésininky sinagoga, M. Dauksos g. 6 / V. Sladkeviciaus g. 27a
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BUVLS| SIMAGOGA
DABAR SKULPTORILL DMIRBTUVES

. LUKSE 2008

66 pav. Buv. Chasidy sinagoga, Gimnazijos g. 6
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) PLVLIS| SIHAGAGA . LLZAMENKHOER g.7
o ukEE 2008.03 SIUS METU ZEIMAS SAHTYVIOLL, IHSTITUTAS

67 pav. Buv. J. L. Neviazskio sinagoga, L. Zamenhofo g. 7

s mw 1872,
4. LUKSE 2008.04 E- g-13

68 pav. Ohel Jaakov choraliné sinagoga, E. OZeskienés g. 13



Tauvus! SIHAGOGA
GEDIMING Q.26 % DABAR
.Mlaﬁi.ﬁﬂ" ~SV[ESOT MAMAL

3.LUKSE 2009.40.

69 pav. Buv. Nachles Isroel sinagoga. Gedimino g. 26b

BLUVLUS| SIMAGOGA
SAVAMQRIL, Pr.Ad

I LUKEE 2008 M.

70 pav. Buv. Beit Eil (Ziemos) sinagoga, Savanoriy pr. 11
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s BUVLS] SIMAGOGA - 1258 m.
JLuKdE 2008.03 ZALIAKALMIS  VAISILL g.30

71 pav. Buv. Zalio kalno sinagoga, Vaisiy g. 30

2

—

i

BLV. SIMAGOEA
H.IR ©. MIMKCSVSKIL, .26

3, LUkAE  2o0d

72 pav. Buv. Aleksoto sinagoga, H. O. Minkovskiy g. 26




J.LUKEE 200%.03.

73 pav. Buv. Sanciy sinagoga, Sody g. 36

ClA, PAMERILL g.51, IKI 4941 BIRTELID .
VEIKE ZIMOMCOS P LYJE VILIJAMPOLES
(SLOBODKQS ) JESIBOTC -~ JUDEIL,
AUKSTOSIOS DVASIMNES SEMIMARITOS
MEKOMASIS KORPUSAS 5754 . 1384

74 pav. Buv. Vilijampoles jesiva (Judaizmo dvasiné seminarija), Paneriy g. 51

BUVUST SINAGOGA . PO -3¢, PA ~
SAULINIO KARC VEIKE KEPYKLA
Z. 3AHCIAL, SODU, g.236

2. LUKSE zoo3
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; MUSULMONL, MECETE 493€ h.
3 LLKEE 2008.03 ToToRIY, 5! 6

75 pav. Totoriy (Musulmony sunity) meceté, Totoriy g. 6

T L

i HARE KRISMA SVEMTYILA 1SKCOM
. LUKSE 2008 .03 SAVAMHORILL pr. 37

76 pav. Iskcon Hare Krisna centro maldos namai, Savanoriy pr. 37
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= == : DEIMAMTINIO_KELLO,
J. LUKSE 2009 KARMA KAGILY TRADICITA (TIBETY, )
V. PUTVINSKIO §.32-6

77 pav. Deimantinio Kelio budizmo Karma Kagju tradicijos centro maldos kambarys, V. Putvinskio g. 32, bt. 6




208

IKONOGRAFIJA °

ITI.

Nuorodos politiniy kaliniy ir tremtiniy sajunga, 2011. - 439 p.:
iliustr., zml.

' Kauno tvirtové: atlasas (Vladimir Orlov, Jonas 3 Luksé, Jonas. Kauno miesto Aleksoto senitinijos isto-

Luksé). - Kaunas: Arx Baltica, 2007. - 44 p.: iliustr. - riniy ir kultaros paveldo statiniy piesiniai. Kaunas, 2012,
ISBN 978-9955-755-12-8. 128 p.

*  Atmintis atgijusi paminkluose: Lietuvos partizani- 4 Tykie, Jonas. Kryzdirbystés kariniai ir mediniai
nés kovos, tremties, tautinio atgimimo paminkly foto- paminklai. PieSiniai. Kaunas: XXVII knygos mégéjy drau-

albumas / [sudarytojas Jonas Lukse]. Kaunas: Lietuvos  gjja 2013, 88 p.

> I§ Jono Luksés asmeninio archyvo.

Vytautas LEVANDAUSKAS, Nijolé TALUNTYTE

JONAS LUKSE’S SHRINE DRAWINGS IN KAUNAS

Key words: Jonas Luksé, Kaunas, church, chapel, synagogue, Orthodox church, shrine

Summary

73 drawings in religious buildings or places the author of which is an architect, painter Jonas Luk$¢é are introduced in
the publication. He was born on July 8, 1940 in Ziurliai village (now it is in Anyksciai district, Traupis Elderate). In
1948 his family together with him were exiled to the Eastern Siberia. In 1957 he came back to Lithuania. Since 1964
he has been living in Kaunas. In 1971-1977 he studied in Vilnius Art Institute, Kaunas Evening Study Faculty where
acquired the architect-painter specialty. For over 20 years he worked in Kaunas Cultural Monument Protection
Inspectorate as an architectural heritage specialist. He created about 30 commemorative plaques and bas-reliefs of
buildings or memorial sites. When retired he has been engaged in active promotion of cultural heritage. In consort
with his colleague Vladimir A. Orlov they have released Kaunas fortress atlas. Also they have compiled a unique
album Atmintis atgijusi paminkluose (Memory Revived in Monuments), which contains photos of almost all monu-
ments capturing historical events of the Lithuanian partisans’ fighting against the Soviet regime, citizens’ deporta-
tions and ethnic revival. However, the iconographic study of cultural values has become the architect’s hobby. With
a pencil and a sheet of paper in his hand he has taken up a thorough and in-depth inventory of the cultural heritage
in Kaunas. One of the widest cycles of Luk a drawings is meant for Aleksotas and Auk toji Freda extending the left
bank of Nemunas. Another cycle of author’s drawings is dedicated for items of cross-crafting and wooden artefacts.
Almost all wooden crosses, roadside chapels, roofed poles, sculptures in Kaunas are present there. The largest in
extent of Luks$é¢s drawing cycles is meant for defensive objects of Kaunas Fortress. More than 100 drawings are

accounted for this topic.

Kaunas shrine drawings published in a magazine Meno istorija ir kritika (Art History and Criticis) were being cre-
ated by the artist for about four years - from 2008 until 2011. Some of them were finished even in 2012. More than
half (42) of the shrines drawn by the artist are Catholic churches and chapels. 16 are the house of prayer of Christi-
anity-related new religious movements, 14 are synagogues, 5 are Orthodox churches, 2 Protestant churches, and by
1 of Islam, Buddhism, Vaishnavism shrines. Almost all of the drawings in this cycle are presented in the paper. They
are arranged according to the author’s idea - confessional-geographical approach, starting from the Old Town and

ending with the outermost suburbs of Kaunas.


http://lt.wikipedia.org/wiki/Vladimir_Orlov
http://lt.wikipedia.org/wiki/Specialus:Knyg%C5%B3_%C5%A1altiniai/9789955755128

Drawings are made by pencil, quill and ink on paper which in size corresponds to the current A4 format. At the
bottom there are records made by the author’s hand with the name, address of the object, date of the drawing. They
contain more detailed information about previous building functions, reconstructions, usage. So, as the artist shall
be evaluated as an iconography tradition successor trying to convey not only the aesthetics of the depicted shrines,

spiritual content, but also their historical memory.
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Recenzuojamy
moksliniy straipsniy leidinio

1k
Meno istorija ir kritika
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Redakcinés kolegijos adresas:
Meny fakultetas

Vytauto DidZiojo universitetas
Laisvés al. 53 - 515

LT-44309 Kaunas
mik@mf.vdu.lt

Leidinyje Meno istorija ir kritika publikuojami meno istorijos, kritikos ir kultros paveldo moksliniai tyri-

mai ir apzvalgos.

ZURNALAS YRA JTRAUKTAS | MLA INTERNATIONAL BIBLIOGRAPHY DUOMENU BAZE, STRAIPSNIAI VISU TEKSTU
YRA TEIKIAMI VYTAUTO DIDZIOJO UNIVERSITETO IR eLABa DUOMENU BAZES ELEKTRONINESE SVETAINESE.

STRAIPSNIU ATMINTINE

- Publikuoti teikiamuose straipsniuose turi bati jvardyta moksliné problema, atskleistas jos aktualumas
ir iStirtumas, apibréztas tyrimy objektas, suformuluoti tikslai ir uzdaviniai, i§déstyti tyrimy rezultatai,
pateiktos i$vados, nurodyti Saltiniai ir literatara. Santraukoje glaustai pateikiama problematika ir i§vados
viena i§ uzsienio kalby (angly, vokie¢iy arba pranctzy). Uzsienio kalba rasyto straipsnio santrauka patei-

kiama lietuviy arba angly kalba.

- Straipsnio tekstas pateikiamas tokia tvarka: autoriaus vardas, pavardé; straipsnio pavadinimas; jvadas;
tyrimy rezultatai; iSvados; nuorodos ir/arba literataros sarasas; straipsnio santrauka; iliustracijy sara-
$as. Teksto pabaigoje nurodoma: institucijos, kuriai priklauso autorius, pavadinimas; autoriaus vardas ir

pavardé, pedagoginis laipsnis ir mokslinis vardas; elektroninio pasto adresas.

- Straipsnio apimtis - ne didesné nei 1 autorinis lankas (40 000 spaudos Zenkly, jskaitant tarpus); santrau-
kos apimtis — nuo 0, 5 iki 1 puslapio (1 000-2 000 spaudos zenkly). Tekstas turi bati parengtas Microsoft
Word (6.0/95, 97, 2000 ar 2002) arba Microsoft Office 2003 rasyklémis ir surinktas Times New Roman
12 dydzio $riftu, 1,5 eilés tarpu. Tekstas maketuojamas A4 formato popieriaus lape su tokiomis parasté-

mis: vir$uje - 2 cm, apacioje - 1, 5 cm, kairéje - 3 cm, desinéje - 1, 5 cm.

- Zurnalo redakcinei kolegijai pateikiamas vienas straipsnio ir visy jo priedy egzempliorius, parengtas
kompiuteriu ir i$spausdintas ant vienos A4 formato popieriaus lapo pusés lazeriniu spausdintuvu ir
elektroniné laikmena (kompaktinis diskas arba diskelis) su straipsnio ir priedy jrasu. Publikavimui skir-
tos iliustracijos turi biti geros kokybés ir atliktos ant popieriaus. Kiekvienoje i$ jy nurodoma autoriaus

pavardé, karinio pavadinimas ir iliustracijos numeris.

- Zurnale spausdinami straipsniai yra recenzuojami dviejy redakcijos kolegijos nariy arba jy paskirty

recenzenty.
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of the summary should be approximately 0,5 — 1 page (1000-2000 characters). Text should be processed
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