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SUMMARY
NARRATIVE STRATEGIES IN SARUNAS SAUKA'S PAINTINGS

How is one to express himself in a painting deprived of movement? For existence is
movement, it takes place in time. How can I pass myself on, or my existence, operating
only with combinations of immobile shapes? Life is movement. If I cannot render

movement, I cannot render life.

Witold Gombrowicz, Diary, Vol. 2: 1957-1961, translated by Lillian Vallee,
Evanston: Northwestern University Press, 1989, p. 49

RESEARCH PROBLEM

A harsh reproach to painting, expressed by the famous Polish writer
Witold Gombrowicz in one of his Diaries, may be an excellent starting-point
in describing the problems analyzed in this dissertation. The incapacity of
a painted image to convey the human existence and the constantly chang-
ing life has to do, following W. Gombrowicz, with the timeless, motionless,
world-freezing and -paralyzing language of painting. As an antipode for this
language, a verbal text is praised - a literary narrative, able to convey the mo-
tion and with it — the life itself.

This distinction between visual and verbal texts is linked — on the one
hand - to the differences of perception: the whole picture may be taken in at
a glance, as if within a single moment, whereas the reading of a verbal text is
linear, inevitably lasting in time (although, after a closer look, this distinction
becomes not that obvious). On the other hand, it is the narrative that has al-
ways been the main means for a human being to explain his own existence to
himself, and it is namely the verbal narratives that have the time dimension,
which is so important to human life. Verbal narratives link the before with the
after, the then with the now, they ensure the endurance of identity in time,
they indicate change and turning-points.
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So is it possible to render life as a narrative without words and in a
single instant of time? This question seems to be inevitable - just like to
W. Gombrowicz — each time when one attempts to speak of a narrative in a
still image. The discussions about the ability of paintings and other still imag-
es to tell stories are stimulated by this clearly felt tension between word and
image, between their temporal and spatial natures, and between “narration”
and “depiction”, as different means of conveying meaning.

However, looking at Sartinas Sauka's paintings, one cannot help but
feel that they do tell stories. Their narrativity does not raise any doubts to any-
one (or so it seems), despite the fact that these paintings are rarely based on
any pre-existing stories that could serve as a reliable source for interpretation.
In the metatexts that follow S. Sauka's paintings, their “narrativity” is usually
taken for granted, as if it was a fact that needs no proving. This dissertation
suggests, however, that in this case the very “fact” that is supposedly self-
evident is, on the contrary, the most problematic.

S. Sauka's paintings are indeed open to a wide range of individual in-
terpretations. The abundance of details in his paintings compels the viewer
to stop and look into each painting attentively. The anthropomorphic fig-
ures engaged in some unusual or even weird activities provoke the viewer to
narrativize the paintings by inventing stories that could explain the depicted
scenes, which would otherwise remain mysterious and incomprehensible.

But do the paintings themselves tell stories? Is it possible to trace narra-
tivity in the very structure of a painting? What kind of narrativity is at work in
these paintings and what concept of narrativity may be efficiently employed
to analyze and understand visual texts? By what means are S. Sauka's paint-
ings — the still images frozen in a single instant of time — able to tell stories,
or, in the words of W. Gombrowicz, to render life? These questions define the
problems that are examined in the dissertation.

This research thus does not aim at invading the sphere of personal sto-
ries, emotions and associations that emerge during each individual meeting
of a viewer and a painting. Quite the opposite — all personal stories impacted
by each perceiver's individual experiences, as well as the various preconcep-
tions formed by the broad array of criticism, are called to be left aside. The
dissertation invites to have a close look at S. Sauka's pictorial world and to
try to reconstruct its inner “rules of the game”, i.e. the narrative strategies,
focusing on those signs of narrativity that can be found in the very structure
of the paintings.



OBJECT OF THE ANALYSIS

The object of the analysis are Sartinas Sauka's paintings. Separate
paintings are regarded not as closed and isolated texts, but rather as the el-
ements of a larger signifying whole - the individual pictorial discourse of
S. Sauka. The paintings are connected into a continuous “imaginary world”
or “non-dissipating vision” by reappearing figures that have the features of
the artist himself. These images that resemble self-portraits are multiplied
many times not only in different paintings, but often also within the space of
a single painting.

The majority of texts selected for the analysis are works from the 80s
and 90s. Nevertheless, as the oeuvre of Sariinas Sauka is regarded as a signify-
ing whole, and following the principles of paradigmatic analysis, some earlier
and later works are also included in the research. As the dissertation does not
attempt to analyze all S. Sauka's works, those paintings were chosen that best
reveal the aspects important for the research.

Admittedly, while concentrating on a certain problem, other signifi-
cant motifs of S. Sauka's paintings are left aside. For example, the roles of a
child figure or a woman figure that definitely contribute to the overall mean-
ing of paintings are not analyzed. However, as the dissertation seeks to bring
out different aspects of visual narrativity, these motifs remain out of the scope
of the research. Instead, the recurrent figures resembling self-portraits and
connecting different paintings into a whole comes to the center of attention.

Even though since his study period up until now Sartinas Sauka's
painting has definitely changed and a purposeful analysis could lead to defin-
ing certain “periods” or “turning-points’, the aspect of change is suspended
in this research. The dissertation does not raise the question of how S. Sau-
ka's topics, narrative mechanisms, or means of expression have changed over
time, but rather what narrative strategies are employed in the paintings as a
corpus of texts that exist simultaneously.

AIM AND OBJECTIVES OF THE RESEARCH

The main aim of the dissertation is to reveal the narrative strategies (or
mechanisms) used in Sartinas Sauka's paintings.
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The objectives of the research are the following:

To draw theoretic and methodological guidelines for the analysis of
visual narrativity; to identify, in the context of different conceptions
of narrative, the criteria for the application of the semiotic theory of
narrativity to a visual text;

To identify the intersections of the narratological and semiotic ap-
proaches with regard to the narrating instance; to define the notion of
enunciation in a pictorial discourse;

To explore the mechanisms by which the viewer, as the narratee, is
involved in S. Sauka's paintings;

To analyze the different cases of the narrator appearing in the paint-
ings and to describe the different strategies of communication with the
viewer, that are used in S. Sauka's Self-Portraits;

To distinguish the narrative strategies that arise from different modes
of conveying a temporal sequence in S. Sauka's paintings (the syntag-
matic, or horizontal, axis of the narrative);

To reveal the dynamics of signification on the paradigmatic (or verti-
cal) axis that connects S. Sauka's paintings to a whole articulating the
individual semantic universe.

STATEMENTS TO BE DEFENDED

Narrativity in visual texts is related not only to the text's ability to rep-
resent a temporal sequence, but also to the implied transformations, to
the communication between the participants of the narrating act (the
narrator and his addressee), to the actantial relations on the surface
level of the text and to the deep logical-semantic syntax.

An active role in S. Sauka's paintings is given to the viewer: the specif-
ic organization of the painted space or the figures looking out of the
painting draw the viewer into the diegetic universe of the painting,
making him not only the addressee, but also the participant of a nar-
rative.

A face resembling self-portrait in S. Sauka's paintings functions as a
“mask” that allows the narrator to tell not about any particular hu-
man being, but about a human being in general. The paintings that are
called Self-Portraits, on the other hand, may be interpreted as the ones
in which the narrator himself appears before the viewer. Here, employ-
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ing different strategies of communication with the viewer, the narrator
is telling about himself.

4. Different strategies of conveying movement by repeating or replicating
certain figures adds a temporal dimension to S. Sauka's paintings. This
dimension creates the possibility to syntagmatically read the paintings;
it also links them to the traditional concept of narrativity (as a tempo-
ral sequence).

5. The dynamics of signification that can be traced in a set of paradigmat-
ically interrelated S. Sauka's paintings adds the dimension of vertical
narrativity. At a surface level, the homology between the terms of the
category life/death (articulating the individual semantic universe) and
the four elements of nature might be observed.

METHODS OF ANALYSIS

The dissertation employs a structuralist approach. The object of analy-
sis is therefore regarded as a structure, the signification of which is generated
by the relations of its internal elements. Using this approach, each painting
may be treated as a closed and finite text, the signification of which is inde-
pendent from the intentions of the author and the contexts in which it was
created; instead, the analysis might be concentrated on the characteristics of
the very organization of the text that enables its narrative reading. On the
other hand, this approach also enables the examination of structural relations
between separate texts, regarding them as the elements of a larger signifying
whole. This dissertation, however, does not aim at eliminating, together with
the intentions of the author, the subjectivity of the perceiver, i.e. the research-
er herself. On the contrary, the viewer is considered as taking an active part
in the construction of the meaning.

The methodology of the research is based on French semiotics and
narratology. Combining and applying the insights of the researchers belong-
ing to the Paris school of semiotics (Algirdas Julius Greimas, Jacques Fon-
tanille, Eric Landowski, Felix Thirlemann, Omar Calabrese, and others), as
well as some principles from Gerard Genette's theory, a model of analysis
suitable to S. Sauka's paintings is constructed.

The visual semiotics provides the research with the basic principles
of figurative and plastic analysis. The specific instruments, however, have to
be determined by the purpose of the research as well as by the particulari-



SUMMARY

ties of the analyzed object. The canonical semiotics (i.e. the semiotics of ver-
bal texts) focuses on three levels of signification. At the surface level (called
discoursive), the sensually perceivable figures that have their equivalents in
the natural world are recognized. In a specific text, these figures also acquire
more abstract — thematic — values. The second, narrative level organizes the
discourse according to a particular grammar - certain schemas of actantial
relations and transformations that each text employs individually. Finally,
at the deepest and most abstract logical-semantic level, lies the fundamental
structure of the text — the elementary structure of signification that might be
represented by a semiotic square.

Seeking to reveal the narrative strategies in S. Sauka's paintings, this
dissertation employs the semiotic theory of narrativity (narrative grammar
developed by A. J. Greimas) that considers narrativity as the fundamental
organizing principle of any kind of discourse, and makes is possible to search
for a narrative structure in a much wider range of texts (not only in verbal or
other discourses of a “linear” character). Two separate levels may be distin-
guished in the narrative grammar: (1) the surface grammar, characterized by
its anthropomorphic nature and (2) the fundamental grammar, the catego-
ries of which are of logical character.

The surface (anthropomorphic) narrativity lies in the relations be-
tween the minimal syntactic units, called actants, that are defined according
to the position they take up in a syntagm and a function (actantial role) they
perform in a chain of actions, as well as the narrative schema that structures
them. The semiotic square that represents the deep, logical-semantic level
of a discourse may be perceived as a certain morphology of the narrative, i.e.
an achronic model defining the static logical relations between the terms of
the elementary structure of signification. The transformation of these rela-
tions into operations constitutes the fundamental syntax. Contradiction as
a relation in the semiotic square designates the static binary schemas (as,
for example, life/non-life or death/non-death), whereas contradiction as an
operation at the syntax level is the negation being carried out on one of the
terms and generating its contradictory term. This indicates the dynamics of
signification. These two dimensions of narrativity are later found in S. Sauka's
works while analyzing separate paintings as utterances and linking them on
the paradigmatic axis.

Meanwhile, G. Genette's conception of narrativity distinguishes dif-
ferent narrative levels that become useful in explaining some of the meaning
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effects produced in the paintings. It also stresses the significance of the nar-
rating act as an integral part of each narrative. The notion of narrating act
defines a situation in which the narrative is produced. It always includes the
participation of two protagonists: the narrator and his addressee. Even if the
narrator and/or the narratee do not explicitly appear in a text, they are always
implied; the narrative would simply not exist without them. In this disserta-
tion, the conception of narrating act is linked to the semiotic conception of
enunciation, determining the relations between them and employing them
for the analysis of paintings as narratives.

Upholding the view that no narrative may exist without a narrating
act that produces it, the attention is given to four elements that constitute
the narrative dimension of S. Sauka's paintings: (1) the roles assigned to the
narratee; (2) the activity of the narrator (communication strategies); and the
configurations of the narrative itself — (3) the variations of its syntagmatic
development (organized by the surface narrative grammar), and (4) the deep
structure and dynamics of signification that can be revealed on the paradig-
matic axis.

ACADEMIC RELEVANCE AND NOVELTY

This dissertation is the first comprehensive analysis of Sariinas Sauka's
paintings. S. Sauka's works have been discussed in various articles and re-
views by philosophers Algis Uzdavinys, Juraté Baranova, art critics Alfonsas
Andriuskevicius, Erika Grigoravic¢iené, Eglé Kunciuviené, Viktoras Liutkus,
Ramuté Rachleviciaté, Skaidra Trilupaityté, Raminta Jurénaité and others.
Poet and essayist Sigitas Parulskis is also worth mentioning in this context -
he has written several texts on S. Sauka's paintings as well as has himself been
compared to S. Sauka by such scholars as J. Baranova or Gintaré Bernotiené.
In 2012, R. Rachlevi¢iaté successfully defended her doctoral dissertation The
Surreal in Lithuanian Art during the Second Half of the Twentieth Century at
the Vilnius Academy of Arts, a chapter of which titled “Sarinas Sauka in the
Element of the Fluids of the Womb” was devoted to S. Sauka. Also, a semiotic
analysis of S. Sauka's painting Pinching (1997), carried out by Agné Lekstu-
tyté and published in Siaurés Aténai in 2007, deserves a special mention as
it is probably the only public attempt to use a semiotic method in analyzing
S. Sauka's paintings.
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A large interest in S. Sauka's paintings proves the relevancy of the sub-
ject, but it does not exhaust the possibilities of analysis. Quite the opposite
- in the fragmented context of comments and interpretations of S. Sauka's
creative work, arises the need for a methodologically-based analysis that is
able to reveal the mechanisms of signification. The employment of semiotics
in order to examine the problem of narrativity in S. Sauka's visual texts is
therefore a valid and necessary step making it possible to systemically and
critically re-think the exceptional features of S. Sauka's paintings - the “nar-
rativity” and the extensive use of “self-portraits”

Moreover, a comprehensive semiotic analysis of pictorial narrativi-
ty broadens the field of Lithuanian art criticism. In Lithuania, the semiot-
ic principles have been applied for the analysis of visual texts by Kestutis
Nastopka, Agné Narusyte, Sigita Maslauskaité, Tojana Racitnaité, Alfonsas
Andriugkevicius. The semiotic method was coherently used to analyze the
visual language (life-style advertising) by Gintauté Lidziuviené (Zemaityte)
in her successfully defended doctoral dissertation The Aesthetics of Life-Style
Adbvertising: Visual and Verbal Text (2007). However, the potentials of visual
semiotics are not yet used to their full extent.

The analysis of S. Sauka's paintings is also relevant in the context of se-
miotic research. On the basis of canonical semiotic texts, a peculiar set of ana-
lytic instruments is being constructed, and the analysis itself leads to original
results, some of which could be further used in other researches as well (for
example, the model describing communicative strategies of self-portraits).
From the theoretical point of view, the idea of visual narrativity is concep-
tualized and the assumptions for using the semiotic theory of narrativity to
analyze static visual texts are identified. Also, the relationship between the
notion of enunciation (from the semiotic theory) and that of the narrating
act (from Gerrard Genette's theory) is conceptualized and employed for the
examination of visual narrativity.

LITERATURE REVIEW

The most important literature for this dissertation might be divided
into two groups. The first group consists of different scholarly texts that ex-
amine the problem of visual narrativity and thus constitute the theoretical
context of this research.

11
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The problem of the relationship between word and image, between
narrativity and visuality, has been continuously discussed by various re-
searchers of art and literature — from Gotthold Ephraim Lessing to contem-
porary scholars like Wendy Steiner or Werner Wolf. Starting with the texts
written in the 70s and 80s, there have been many different attempts to find
links between image and narrative, and this field is diverse both in method-
ological approaches and in problematical questions raised. A special two-vol-
ume edition of the journal Poetics Today, published in 1989 under the title
Art and Literature, is worth a separate mentioning. The introduction to the
first volume, written by its editor W. Steiner, briefly outlines the history of
the integration of two separate disciplines — art history and literary criticism;
among various other questions explored in the journal, the problem of trans-
ferring methods from one discipline to another is raised. An attempt to find
links between image and narrative is also apparent in a collection of articles
Image and Narrative (in the series Acta Academiae Artium Vilnensis), pub-
lished by the Vilnius Academy of Arts in 2002. In this publication, however,
a more comprehensive discussion on a conception of narrativity suitable for
the analysis of the visual is not developed.

One of the most problematic issues while discussing visual narrativity is
the aspect of time. In this respect, the works by the French philosopher Henri
Bergson deserve a special mentioning. Furthermore, the relation between an
immobile image and time is carefully examined from various points of view in
asolid collection of articles titled The Art and the Time: The Looks at the Fourth
Dimension (L'art et le temps: Regards sur la quatriéme dimension, 1984), edited
by the Belgian art critic Michel Baudson. In this book, scientific, philosophi-
cal, and artistic approaches are represented: from Albert Einstein's conception
of space-time to the various artistic practices reflecting time in static images.
Finally, one more collection of articles, entitled Time, Narrative and the Fixed
Image, edited by Mireille Ribiere and Jan Baetens and published in 2001 on the
basis of two international conferences devoted to this particular topic and held
in London (in 1995) and Leuven (in 1999), can be singled out.

It must be admitted that many of the texts pursuing the actualization
of temporal dimension in painting lean on the temporality of the perception.
These approaches are important as they constitute the context of various dis-
cussions about time. The aims of this dissertation, however, demand to lean
towards the theories that search for narrativity (as well as for the temporal
dimension) in the organization of the visual text itself.
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In this respect, the most important group of literature consists of nar-
ratological theories. The narratological approach (and its application to visual
discourse) is investigated examining the texts of American scholars Seymour
B. Chatman, Gerald Prince, Nelson Goodman, and Wendy Steiner. The works
of the Dutch theorist Mieke Bal (Narratology and others) are also important
in this context, as they stress the independency of a visual narrative from
verbal, literary narratives.

The second group of literature is a set of texts dealing with semiotic
theory, as well as semiotic researches that are used to define the methodolog-
ical instruments for the analysis of S. Sauka's paintings.

As it has been mentioned above, the theoretic model for this research
is based on the principles of the Paris school of semiotics, as well as on the
theory of the French narratologist Gerard Genette, formulated in his books
Narrative Discourse: An Essay in Method (translated from: Figures III, 1972)
and Narrative Discourse Revisited (Nouveau discours du récit, 1983).

With regard to methodology, the works of the founder of the Paris
school of semiotics, Algirdas Julius Greimas, were the most critical for this
research, namely his books Structural Semantics: An Attempt at a Meth-
od (Sémantique structurale: Recherche de méthode, 1966), On Meaning I-1I
(Du sense I-1I, 1970, 1983), On Imperfection (De l'imperfection, 1987), the
article that laid down the general principles of visual semiotics — “Figura-
tive Semiotics and the Semiotics of the Plastic Arts” (“Sémiotique figurative
et sémiotique plastique”, 1978), the analyses of the short stories by Guy de
Maupassant: “Description and Narrativity according to Guy de Maupassant's
The Piece of String” (“Description et narrativité: a propos de La ficelle de Guy
de Maupassant”, 1983), Maupassant: The Semiotics of Text (Maupassant: La
sémiotique du texte, 1976), and others. The semiotic terms, methodological
tools and principles are being explained in the dissertation referring to the
Semiotic Dictionary by A. ]. Greimas and Joseph Courtés, entitled Semiotics
and Language: An Analytical Dictionary (Sémiotique: Dictionnaire raisonné
de la théorie du langage I-11, 1979, 1986).

The most prominent figure in visual semiotics is the French semioti-
cian Jean-Marie Floch, who has published numerous analyses of visual texts.
His works Eye on Mind. A Collection of Short Mythologies: Towards a Theory
of Plastic Semiotics (Petites mythologies de l'oeil et de l'esprit. Pour une sémio-
tique plastique, 1985), Visual Identities (Identités visuelles, 1995) and others
are crucial for the general principles of visual semiotics.

13
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Apart from the general semiotic theory of narrativity, formulated by
A.J. Greimas, works by other semioticians were also important for this dis-
sertation: the analyses of visual texts carried out by the Swiss semiotician
Felix Thiirlemann, the theoretical and interpretative texts by the French se-
mioticians Eric Landowski, Jacques Fontanille, Anne Beyaert-Geslin, the
comprehensive historical-semiotic study of self-portraits in the Western art
written by the Italian semiotician Omar Calabrese.

Some further insights were inspired by the works of researchers out-
side the A. J. Greimas' school: the research on the pictorial narrativity and
other semiotic essays by Louis Marin, the conception of narrative proposed
by Roland Barthes, the cultural semiotics of Jurij Lotman, the founder of
Tartu-Moscow semiotic school.

STRUCTURE OF THE DISSERTATION

This dissertation is divided into four chapters. The first chapter deals
with the methodology of the research, while the other three contain the anal-
ysis of S. Sauka's paintings, divided according to the three fundamental ele-
ments of narrative discourse: (1) the narratee; (2) the narrator; and (3) the
narrative itself and the ways it is being constructed.

In Chapter 1, titled Painting as Narrative: The Guidelines for the Anal-
ysis of Visual Narrativity, the theoretic guidelines for the analysis of visual
discourse are formulated. The problem of visual narrativity and the method-
ology of the analysis are elaborated. The general principles of the Paris school
of semiotics are presented. The semiotic theory of narrativity and the narra-
tological conceptions of narrative are discussed. The key criteria that allow
interpreting a visual (figurative) text in narrative terms are pointed out. The
notions of enunciation and narration in pictorial discourse are defined. The
model of analysis suitable to address the problem of narrativity in S. Sauka's
paintings is constructed.

Chapter 2, titled The Role of the Viewer in S. Sauka's Paintings: The
Narratee as a Part of the Narrative, raises the questions of how a simulacrum
of enunciation is created, and by what means a particular position for the
viewer is indicated in S. Sauka's paintings. The different strategies of involv-
ing the viewer (as the narratee) into the diegetic universe of a painting are
analyzed. In the paintings chosen for the analysis, two kind of human figures
are observed: the ones who interact with the viewer, and the ones who be-
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come subject to the viewer's gaze. The relations between these figures and the
viewer are analyzed, their thematic and actantial roles are identified. A con-
siderable focus is given to the paintings with a specific spatial organization,
which indicates the implicit participation of some actors that are not visible
in the painting.

Chapter 3, titled The Narrator in S. Sauka's Paintings: Self-Portrait as
a Narrative about Oneself, focuses on the figure of the narrator. The different
cases of the narrator appearing in front of the viewer are addressed, distin-
guishing four different strategies of communication between the narrator
and the narratee (the viewer). The distinction between the Self-Portraits and
the images that resemble self-portraits (figures that have the features of the
painter) is conceptualized, and their relation to the situation of enunciation is
analyzed. Three self-portraits that put the viewer into paradoxical situations
are examined separately. Self-Portrait in a Teapot addresses the viewer while
at the same time negating him: the viewer becomes invisible with respect to
the painting. Self-Portrait with a Plum draws the viewer into the metadiegetic
universe of a dream, thus suggesting that maybe the viewer himself exists
only because somebody is dreaming him. Self-Portrait No. 4 uses a manip-
ulative strategy that leads the viewer to recognize himself in a reflection in
the eye of a decapitated head, thus identifying himself with the witness of the
narrator's death or even with his killer.

Chapter 4, titled S. Sauka's Narrative: The Horizontal and the Vertical
Narrativity, analyzes how the very pictorial narrative is constructed and fo-
cuses on the configurations of a painting as an utterance. Two dimensions
(axes) of narrativity are distinguished: (1) the temporality on the syntagmatic
axis implying movement and transformation (i.e. horizontal narrativity), and
(2) the dynamics of signification in the paradigmatic axis, which connects
different paintings (i.e. vertical narrativity). The narrativity on the syntag-
matic axis is manifested by analyzing S. Sauka's paintings that convey move-
ment by multiplying or repeating certain figures (this strategy might be asso-
ciated with the techniques of capturing movement developed in photography
in late 19" — early 20™ centuries). The principles of vertical narrativity are
demonstrated by analyzing a group of paintings that are linked together by
a reappearing figure of a lying man with candles. The paradigmatic analysis
of this group of S. Sauka's paintings reveals the articulation of the individual
semantic universe according to the category life/death, and the functioning of

fundamental narrative syntax.
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CONCLUSIONS

While searching for a conception of narrativity that would be appro-
priate for the analysis of painting, it was noticed that the traditional notions
of narrative associated with the ability to convey a temporal sequence are
too narrow and incapable of revealing the particularity of a pictorial nar-
rative. Meanwhile, G. Genette's conception of narrative that highlights the
role of the participants of the narrating act (the narrator and the narratee)
and the structure of a narrative discourse composed of different levels, as
well as A. J. Greimas' narrative grammar that emphasizes not the temporal
syntagmatics, but the actantial relations (i.e. the surface narrative syntax of
an anthropomorphic character) and the certain dynamics in the elementary
structure of signification (i.e. the fundamental narrative syntax based on log-
ical relations) proved to be efficient instruments revealing narrative mecha-
nisms in S. Sauka's paintings.

Applying G. Genette's conception to the visual field, the narrative fea-
tures may be found in each painting that shows some action, i.e. each paint-
ing that implies at least a minimal sequence or transformation, that allows the
viewer to envisage a state before or after the moment depicted on the canvas.
Envisagement may be intuitive, stemming from experience, or rational, based
on the knowledge of cultural, historical, religious or literary field, traditions,
art movements, iconographic canons, etc. Such implied transformations may
be identified in many paintings.

However, the analysis has led to noticing that even a static scene
may become a narrative, when the figures in the painting assume actantial
roles, when the viewer is led to envisage not the transformation itself, but
only a possibility of transformation (such a situation has been observed in
the painting Stairs), or an event that supposedly has already happened or is
about to happen (for instance, in such paintings as Intrusive Thoughts, Thaw,
or Portrait). Even more implied narratives may be revealed by the means of
paradigmatic analysis which enables the comparison of different texts and
the observation of dynamics of signification in certain groups of paintings.

Furthermore, narrativity is related not only to explicit or implicit trans-
formations and temporality of the content, but also to the narrating situation,
the viewer's participation in the painting's scene, and the communicative
strategies of the narrator. On the grounds of these observations, the analysis
of the narrativity in S. Sauka's paintings may be summed up in four points.
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The analysis of the means of creating the simulacrum of enunciation,
indicating fo whom the narrative is addressed and how the addressee - i.e. the
viewer - is involved into the paintings, has shown that the “behavior” of the
figures in a painting towards the viewer might be of two kinds. While ignor-
ing the viewer, they stay isolated in an utterance (in other words, they become
an object remote from the perceiver, an object observed from a distance).
Conversely, by looking at the viewer, they become subjects themselves: being
active and engaged in communication, they connect the space of the image
with that of the viewer, they change over from staying put in the time of the
story to being present in the time of the perceiver, they draw the viewer into
the signifying whole of the text, giving him a specific role. In S. Sauka's paint-
ings, the observer was revealed to become (1) a judicatory sender supposed
to judge the performance of individual and collective subjects and even the
actions of the narrator that constructed the painting; (2) a witness of an event
which supposedly is about to happen and which is implied by the structure
of the painting; or (3) an anti-subject supposedly responsible for an act of
torture or murder depicted in the painting.

Moreover, the analysis revealed that the viewer may be involved in the
scene by the organization of space, i.e. some details that are cut off by the
edge of the painting and thus extend out of the canvas in the imagination
of the viewer, or the perspective that indicates the position of the observ-
er. In S. Sauka's paintings, two strategies of spatial manipulation have been
observed. The first one endows the viewer with the wanting-to-do modality:
a certain space of the painting is amplified as significant by plastic means,
while at the same time being modalized as unapproachable, and the viewer is
provided with an illusion of having the competence to reach it. The second
strategy imposes the having-to-do modality: the viewer is drawn into a pri-
vate and personal space and forced observe an intimate scene the participants
of which seem not to notice the intruder.

With regard to the narrative levels, the viewer in such paintings is
placed in a dual position. On the one hand, he is the narratee, being ad-
dressed by the extradiegetic narrator (the one that is behind the narrative
and does not appear directly before the viewer): by defining the position from
which the painting is to be observed, this narrator directs the narrative to
the subject who holds this position. On the other hand, being addressed by
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the figures that have enunciative competence or placed at a specific position
indicated by the spatial organization of the painting, the viewer is offered to
take part in the diegetic story. Hence, looking at a painting that employs these
strategies, the viewer sees not a disengaged utterance in which some strange
characters made up by the narrator act and interact among themselves, but a
story about himself, a narrative in which he himself is an actor.

In the analysis, a distinction between Self-Portraits and other paintings
that contain figures resembling the painter was made: the former were found
to be clearly invested with the extradiegetic narrator's intention to tell about
himself, whereas using the same face multiple times in other paintings was
interpreted as an attempt to tell about the other — not about some particular
person, but about a human being in general, at the same time concealing the
true identity of the narrator. In S. Sauka's Self-Portraits, four strategies of the
narrator's communication with the viewer were discovered.

The first strategy, which was called dialogue, creates a situation of a
personal encounter of the narrator and the viewer. The narrator presents
himself as being hic et nunc. He appears in the foreground, looking directly at
the viewer and therefore becoming the first person “I”, addressing the viewer
and creating a simulacrum of enunciation. This immediacy, the conversation
between the narrator and the perceiver in these Self-Portraits is the most im-
portant (and often the only) event, and communication is the object of value.

In the strategy contrary to the first one, called disrelation, the narrator
presents himself as someone else. A distance between the painting's space
and the space of the viewer is created, and the viewer finds himself in a safe
position from which he may observe the scene depicted in the painting while
himself remaining unseen. The narrator that appears at the diegetic level does
not look at the viewer; immersed in the diegetic universe he is nothing more
but a disengaged subject of un utterance, a third person “he”, an element of
the content of a narrative that is transmitted between the extradiegetic nar-
rator and the narratee.

The third strategy that could be called involvement, constructs the
space the same way as in the case of disrelation. The narrator appears further
from the foreground, creating a distance and an illusion that the viewer may
observe the disengaged scene from a safe position where he himself is not
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seen by anyone. However, this illusion is dissolved and the disengagement is
negated: the narrator, even though immersed in the diegetic universe, actual-
ly looks the viewer straight in the eyes, thus observing the observer. In such
situations, an unexpected gaze from the painting has the power to disturb or
even unsettle the viewer, to make him feel unexpectedly caught: the narrator
addresses him either as a guest or as an intruder.

In the fourth strategy, which was called non-interaction (or mono-
logue), the narrator appears in the foreground, directly before the viewer, in
their common space, but does not look at the viewer, thus refusing to com-
municate. In S. Sauka's paintings, this strategy is used only once: here, the
narrator appears with his back turned toward the viewer. This Self-Portrait
may be interpreted as a depiction of the relation between the enunciator and
the enunciatee: the latter (the viewer) always sees a painting as if from behind
the back of the former (the painter).

Attentive analysis of the narrative levels and roles of the narrator and
the viewer in S. Sauka's Self-Portraits has also revealed some paradoxical situ-
ations in which the very nature of the viewer's existence is being questioned:
standing in front of a painting and following its manipulative strategies, the
viewer may recognize himself as being invisible, existing only in a dream or
having killed the narrator.

In the works of S. Sauka, not only implicit, but also explicit transforma-
tions were noticed. The analysis led to distinguishing three strategies of con-
veying movement that add a temporal dimension to S. Sauka's paintings and
link them to the traditional conceptions of narrative as a temporal sequence.

The first strategy, arguably best corresponding to the traditional narra-
tological conception of narrative, is found in S. Sauka's Stations of the Cross.
The movement here is divided into discrete moments (“frames” or “snap-
shots”), which are then arranged into a coherent “before - after” sequence. Of
course, most evidently, the Stations of the Cross depict well-known episodes
of the Passion. However, besides re-telling biblical events, a second, parallel
isotopy is being established — the sequence of these paintings may be read as
depicting the movement of a man falling to his knees and rising up again.
This isotopy complements other characteristics given to the figure of Christ
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and stresses the values attributed to him: the permanence of identity, the con-
stant being at present, the attempt to address each one of us hic et nunc.

The second strategy, much more common in S. Sauka's paintings, gen-
erates tension between durative and punctual time. Here the movement (di-
vided into separate moments) is retained in a single frame: an impression of
ceaseless motion is being created by incorporating into a still moment one
or several “moving” details. Such movement - one that has neither a definite
beginning nor an end - suggests that the painting represents not a suspended
moment, but an ongoing process, a scene in which all actions and states have
their indeterminate duration and are lasting as long as we are watching them.

Finally, the third strategy modifies the first two and creates a peculiar
way of suggesting movement. In S. Sauka's paintings, one can rather com-
monly see a continuous chain of human figures (resembling a procession)
that are both similar to and different from each other, thus acquiring an
ambiguous identity. Such figures are - at the same time - frozen in a single
moment and moving through the space of the painting: from a presumable
before to a presumable after in time. This strategy, developed in S. Sauka's
paintings, is unique and fundamental in conveying temporal sequences that
constitute the syntagmatic axis of a pictorial narrative.

S. Sauka's works, creating an “imaginary world”, a “non-dissipating vi-
sion” or a “large endless canvas’, in other words - constituting a signifying
whole, become comparable on the paradigmatic axis. As the same or anal-
ogous figures or figure groups “travel” from painting to painting, the paint-
ings become connected through common isotopies; the values invested in
the figures “travel” together with them contributing to and broadening the
signification of each individual painting. On the logical-semantic level, these
paintings are connected by the elementary structure of signification, depen-
dent on the individual semantic universe.

The examination of S. Sauka's Self-Portraits has revealed that the log-
ical relations bind the four strategies of communication between the narra-
tor ant the viewer. These strategies were visually represented by a semiotic
square, indicating not only their relations, but also certain directions of im-
plicit dynamics: the analysis showed that some of the Self-Portraits suggest a
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possibility to move from one type of communication to another, thus imply-
ing minimal presumable narratives.

In the last chapter of the dissertation, four paintings linked together
by a repetitive group of figures and articulating the category life/death were
analyzed. Besides the logical relations in the deep structure that underlies
these paintings, a certain dynamics of signification was traced, indicating the
production and grasp of meaning. The analysis has shown that in this set of
S. Sauka's works, the basic life/death category is homologous to the four ele-
ments of nature appearing at the surface level: air, fire, earth, and water cor-
respond to the terms of life, non-life, death, and non-death. Furthermore, it
was discovered, that this homology might function in other paradigmatically
related S. Sauka's paintings as well, enabling alternative or complementary
isotopies and making it possible to read them in different ways.

The implied transformations within the deep logical-semantic struc-
tures that were described in this dissertation, as well as the transformations
(either explicit or implicit) at the surface level, enable the narrative reading
of motionless images. The dynamics, found on the syntagmatic and paradig-
matic axes, is always related to the activity of the implied narrator and to the
position of the addressee-observer, but first of all - to the viewer's readiness
for a dialogue and openness for the grasp of meaning.
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SANTRAUKA
PASAKOJIMO STRATEGIJOS SARUNO SAUKOS TAPYBOJE

[K]aip i$reiksti save tapyba, stokojancia judesio? Suk nesukes, o bitis yra judéjimas,
vykstantis laike. Kokiu budu galiu perduoti save, tai yra savo batj, operuodamas tik
sukomponuotomis nejudanciomis figiiromis? Gyvenimas yra judéjimas. Jei negaliu

perteikti judéjimo, negaliu perteikti gyvenimo.

Witold Gombrowicz, Dienorastis 1957-1961: II, verte Irena Aleksaiteé,
Vilnius: Vyturys, 1999, p. 75

TIRIAMOJI PROBLEMA

Grieztas priekai$tas tapybai, i§sakytas Zymaus lenky rasytojo Witoldo
Gombrowicziaus viename i§ Dienorasciy, gali buti puikus atspirties taskas ap-
rasant $ioje disertacijoje nagrinéjamg problematika. Tapyto vaizdo nepajégu-
mas perteikti Zmogaus buties ir nuolat besimainancio gyvenimo W. Gombro-
wicziaus siejamas su belaike, nejudria, pasaulj stingdancia ir paralyZiuojancia
tapybos kalba. Kaip antipodas jai, aukstinamas zodinis tekstas, literattrinis
pasakojimas, galintis perteikti judéjima, o sykiu - ir patj gyvenima.

Sioje vaizdinio ir Zodinio teksty perskyroje, viena vertus, svarbus su-
vokimo matmuo: paveikslo visumg aprépiame vienu zvilgsniu, tarsi vienu
momentu, o Zzodinio teksto skaitymas ir suvokimas yra linijinis, neiSvengia-
mai trunkantis laike (nors, labiau jsigilinus, §i perskyra anaiptol néra aki-
vaizdi). Antra vertus, didele reik$me turi tai, jog pasakojimas visuomet buvo
pagrindiné Zzmogaus priemoné paciam sau ai$kinant savo buatj ir bitent Zo-
diniai pasakojimai turi Zmogaus gyvenimui taip svarby laiko matmenj: jie
susieja pries tai su po to, anuomet su dabar, uztikrina tapatybés tasa laike,
nurodo kaitg ir pertrakius.

Tad ar jmanoma perteikti gyvenima kaip pasakojima be Zodziy ir tik
viename laiko momente? Sis klausimas nei$vengiamai kyla, kaip ir W. Gom-
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browicziui, kas kartg, bandant kalbéti apie naratyva statiSkame vaizde. Svars-
tymus apie tapybos bei kity nejudriy vaizdy gebéjima pasakoti skatina aiSkiai
juntama jtampa tarp Zodzio ir vaizdo, tarp laikiskos ir erdviskos jy prigim-
ties, tarp ,pasakojimo” ir ,vaizdavimo®, kaip skirtingy reik§més perdavimo
bady.

Vis délto, ziarint j Sartino Saukos paveikslus sunku atsikratyti jausmo,
jog juose yra pasakojama. Jy ,siuzetiSkumas®, atrodo, abejoniy nekelia nie-
kam, nepaisant to, jog savo uznugaryje jie dazniausiai neturi jokiy provaiz-
dziy - zinomy zodiniy istorijy, kurios galéty tapti patikimais interpretacijos
Saltiniais atskleidziant jy ,,siuzetus S. Saukos tapybg lydinc¢iuose metateks-
tuose ,,siuzetiskumas“ daznai konstatuojamas kaip duotybé, kaip savaime
suprantamas faktas, kurio nereikia jrodyti. Taciau Sioje disertacijoje kelia-
ma mintis, jog problematiskiausia $iuo atveju yra kaip tik tai, kas savaime
suprantama.

S. Saukos paveikslai i$ tiesy yra atviri jvairiausiems suvokéjy kuria-
miems pasakojimams. Vaizduojamy detaliy gausa vercia zitrovy ilgam su-
stoti prie paveikslo, antropomorfinés figiiros, atliekancios jvairius (daznai -
keistus, netikétus, nejprastus) veiksmus, provokuoja juos aiskinti pasitelkiant
isivaizduojamas istorijas.

Taciau ar kuria pasakojimus patys paveikslai? Ar galima rasti naraty-
vumo zenklus paciame tekste, pacioje paveikslo struktiroje, neprimetant jam
savo pasakojimo? Kokia naratyvumo samprata gali papildyti vizualiy teks-
ty suvokimg (uzuot spraudusi juos j siaurus sgvokos rémus)? Kokiu badu
S. Saukos paveikslai, biidami statiski, viename momente sustabdyti vaizdai,
geba pasakoti istorijas, arba, W. Gombrowicziaus ZodzZiais tariant, — perteikti
gyvenima? Sie klausimai nusako disertacijos problematika.

Taigi $iuo tyrimu nesiekiama jsiverzti j asmenisky istorijy, emocijy ir
asociacijy, gimstanciy kiekvieno individualaus Zitirovo ir paveikslo susitiki-
mo metu, erdve. Veikiau prieSingai — asmeniskas istorijas, veikiamas kiek-
vieno zitGrovo individualios patirties, siiloma palikti nuosalyje, kaip kad ir
daugelj iSankstiniy nusistatymy, suformuoty plataus kritikos lauko. Siekiama
isizitiréti j S. Saukos tapybos pasaulj ir paméginti rekonstruoti jo vidines ,,Zai-
dimo taisykles® - paveiksluose naudojamas pasakojimo strategijas, démesj
sutelkiant j tuos naratyvumo Zenklus, kuriuos galima aptikti pacioje paveiks-
ly struktaroje.



ANALIZES OBJEKTAS

Analizés objektas — Sartino Saukos tapyba. Atskiri paveikslai traktuo-
jami ne kaip uzdari ir izoliuoti tekstai, bet kaip didesnés reik§minés visu-
mos - S. Saukos tapybos kaip individualaus diskurso - elementai. | vientisa
»isivaizduojama pasaulj“ ar ,nei$sisklaidancia vizija“ paveikslus jungia pa-
sikartojantys jy visy dalyviai — paties dailininko bruozy turincios figaros,
autoportretiski atvaizdai, multiplikuojami daugybe sykiy ne tik skirtinguose
paveiksluose, bet daznai ir to paties paveikslo erdvéje.

Analizuojamy teksty korpuso branduolj sudaro 9-10 praéjusio am-
7iaus desimtmeciy darbai, taciau, traktuojant S. Saukos kiiryba kaip reik$mi-
ne visumg bei remiantis paradigmatinés analizés principu, prisitraukiami ir
anksciau bei véliau sukurti paveikslai. Neméginama detaliai iSnagrinéti visy
S. Saukos paveiksly, bet aprépti jy visumg, analizei pasirenkant konkre&ius
darbus, geriausiai atskleidzian¢ius Siam tyrimui rapimus aspektus.

Be abejo, susitelkiant j konkre¢ig problemg, nemazai S. Saukos kii-
ryboje svarbiy motyvy lieka tyrimo nuosalyje. Pavyzdziui, neanalizuoja-
mi vaiko ar moters figiiry vaidmenys, kurie neabejotinai kuria papildoma
reik§més klodg. Taciau ryskinant skirtingus pasakojimo karimo aspektus, Sie
motyvai lieka periferiniai, o j démesio centra iSkyla autoportretisky atvaizdy
paradigma.

Nors nuo studijy laikotarpio iki dabar S. Saukos tapyba neabejotinai
keitési ir kryptinga analizé galéty leisti i$skirti ,lazius“ ar ,periodus®, kaitos
aspektas $iame tyrime suskliaudziamas. Nekeliamas klausimas, kaip pakito
S. Saukos naudojami pasakojimo mechanizmai, tematika ar tapybiné raiska,
bet ieSkoma, kokias pasakojimo strategijas atskleidzia karyba kaip visuma,
kaip konkretus vienalaikiskai egzistuojanciy teksty korpusas.

TYRIMO TIKSLAS IR UZDAVINIAI

Disertacijos tikslas — atskleisti Sariino Saukos tapybos pasakojimo me-
chanizmus (strategijas).
Keliami $esi pagrindiniai uzdaviniai:
1. Nubrézti teorines ir metodologines vaizdo naratyvumo analizés gaires;
skirtingy naratyvumo sampraty kontekste atskleisti semiotinés naraty-
vumo teorijos taikymo vaizdiniam tekstui prielaidas;
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Nustatyti naratologinio ir semiotinio pozitriy j pasakojimg produ-
kuojancios instancijos veikla sankirtas, apibrézti sakymo tapyboje
samprata;

Atskleisti zitirovo, kaip pasakojimo adresato, jtraukimo j paveiksla me-
chanizmus, naudojamus S. Saukos tapyboje;

I$analizuoti skirtingus pasakotojo pasirodymo paveiksle atvejus ir ap-
radyti komunikacijos su Zitirovu strategijas, pasitelkiamas S. Saukos
autoportretuose;

I$ryskinti pasakojimo strategijas, kylancias i$ skirtingo S. Saukos pa-
veiksly santykio su laiku (sintagmatiné arba horizontalioji pasakojimo
asdis);

Atskleisti reikSmés dinamikg paradigmatinéje (vertikaliojoje) asyje,
jungianéioje S. Saukos paveikslus j visuma, artikuliuojanéia individua-
ly semantinj universuma.

GINAMIEJI TEIGINIAI

Naratyvumas vaizdiniuose tekstuose sietinas ne tik su gebéjimu pa-
vaizduoti laikine sekg, bet ir su numanomomis transformacijomis, pa-
sakojimo akto dalyviy (pasakotojo ir jo adresato) komunikacija, aktan-
tiniais santykiais pavirSiniame lygmenyje bei giligja logine-semantine
sintakse.

S. Saukos tapyboje aktyvus vaidmuo suteikiamas Zitirovui: j diegetinj
paveikslo universuma jtrauktas stebétojas-zitirovas tampa ne tik pasa-
kojimo adresatu, bet ir dalyviu.

Autoportretiskas atvaizdas S. Saukos paveiksluose funkcionuoja kaip
»kauke®, leidzianti pasakoti ne apie konkrety zmogy, bet apie zmogy
apskritai. Autoportretais pavadintus paveikslus galima interpretuoti
kaip paties pasakotojo pasirodyma: juose, pasitelkiant skirtingas komu-
nikacijos su ziGirovu strategijas, konstruojamas pasakojimas apie save.
Skirtingos figiiry pakartojimo strategijos jvaizdina judéjima ir jveda
i S. Saukos tapybg laiko matmenj, sukuriantj sintagmatinio paveiksly
skaitymo galimybe ir susiejant] juos su tradicine pasakojimo (kaip lai-
kinés sekos) samprata.

Individualy semantinj universumg artikuliuojancioje paradigmatiskai
siejamy S. Saukos paveiksly visumoje pastebima reikimés dinamika
suteikia paveikslams vertikalaus naratyvumo matmenj. Pavir§iniame
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lygmenyje galima jzvelgti individualaus semantinio universumo ho-
mologija su keturiais gamtos elementais.

TYRIMO METODAI

Disertacijoje pasitelkiama struktaralistiné prieiga. ] analizés objekta
zitrima kaip j struktarg, kurios reik§mé kuriama jos vidiniy elementy san-
tykiais. Toks pozitris suteikia galimybe kiekvieng paveikslg traktuoti kaip
uzdarg baigtinj teksta, kurio reiksmé nepriklauso nuo autoriaus intencijy ar
atsiradimo konteksty, ir analizuoti, kokie paties teksto sandaros ypatumai
leidzia jj skaityti kaip pasakojima. Antra vertus, $i prieiga leidzia ryskinti ir
struktirinius santykius tarp atskiry teksty, traktuojant juos kaip didesnés
reik§minés visumos elementus. Taciau disertacijoje nekeliamas tikslas elimi-
nuoti i tyrimo ne tik autoriaus intencijas, bet ir suvokéjo, t. y. paties tyréjo,
subjektyvig zitirg. PrieSingai, Ziiirovas laikomas reik§més karimo dalyviu.

Metodologinis tyrimo pagrindas — pranciizy semiotika ir naratologi-
ja. Remiantis Paryziaus semiotinés mokyklos atstovy (Algirdo Juliaus Grei-
mo, Jacques'o Fontanille, Erico Landowskio, Felixo Thiirlemanno, Omaro
Calabrese ir kity) jzvalgomis, disertacijoje konstruojamas S. Saukos tapybai
tinkamas analizés modelis. Jj papildo Gerard'o Genette'o naratyvumo sam-
prata, leidzianti i$skirti reik$mingus struktarinius pasakojamojo diskurso
elementus.

Vizualiné semiotika suteikia bendruosius tapybos plastikos bei figi-
ratyvumo analizés principus, taciau konkretas instrumentai priklauso ir nuo
analizeés tikslo, ir nuo paties tiriamojo objekto specifikos. Kanoniné (Zodiniy
teksty) semiotika démesj sutelkia j tris reik§més karimo lygmenis. Pavirsi-
niame, diskursyviniame, lygmenyje atpazjstamos jusli$kai suvokiamos, na-
taraliajame pasaulyje atitikmenis turincios figiiros, jgyjancios konkrec¢iame
tekste ir abstraktesnes — temines — vertes. Antrajame, naratyviniame, lygme-
nyje randama teksto reik§mes organizuojanti gramatika — tam tikros kiekvie-
no teksto individualiai panaudojamos buseny transformacijy bei aktantiniy
santykiy schemos. Trec¢iajame, giliausiame ir abstrakciausiame, lygmenyje,
paprastai vadinamame loginiu-semantiniu, skleidziasi pamatiné prasminé
teksto sandara, i$reiskiama elementarigja reik§més struktara ir pavaizduoja-
ma semiotiniu kvadratu.

Siekiant atskleisti paveiksly pasakojimo strategijas, $iame tyrime pasi-
telkiama semiotiné naratyvumo teorija (Algirdo Juliaus Greimo naratyviné
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gramatika), leidzianti kalbéti apie naratyvumga kaip apie vieng pamatiniy bet
kokj teksta grindzianciy principy ir ieskoti naratyvinés struktiiros ne vien
zodiniuose pasakojimuose ar jiems analogiskuose diskursuose. Naratyvinéje
gramatikoje skiriami du lygmenys: tai (1) pavir§iné gramatika, i$siskirianti
savo antropomorfiniu pobudziu, ir (2) fundamentalioji gramatika, kurios ka-
tegorijoms budingas loginis pobudis.

Pavirsinio, antropomorfinio, naratyvumo pamatas — santykiai tarp mi-
nimaliy sintaksiniy vienety, aktanty, apibréziamy pagal tai, kokig pozicija jie
uzima sintagmoje ir kokig funkcijg (aktantinj vaidmenj) atlieka veiksmy gran-
dinéje, bei juos struktiiruojanti naratyviné schema. Gilyjj, loginj-semantinj
diskurso lygmenj apibtudinantis semiotinis kvadratas gali buti suprantamas
kaip savotiska pasakojimo morfologija, t. y. achroniskas modelis, nurodantis
stabilius loginius santykius tarp elementarigjg reiksmés struktirg sudaran-
&y terminy. Siy santykiy pavertimas operacijomis nusako fundamentaligja
sintakse. Priestaravimas kaip santykis semiotiniame kvadrate nurodo bina-
rines schemas (kaip antai, gyvenimas-negyvenimas arba mirtis-nemirtis),
o priestaravimas kaip operacija sintaksés lygmenyje - tai vieno termino nei-
gimas ir kito, jam priestaraujancio, teigimas, nurodantis reikSmés dinamika,
kryptingumg.

Sie du naratyvumo matmenys randami S. Saukos tapyboje, analizuo-
jant atskirus paveikslus-pasakymus ir siejant juos paradigmatiskai.

Tuo metu G. Genette'o naratyvumo samprata leidzia i$ryskinti pa-
veiksluose besiskleidziancius skirtingus pasakojimo lygmenis, kuriy i$sky-
rimas paaiskina kai kuriuos paveiksly kuriamus prasminius efektus, o taip
pat akcentuoja pasakojimo akto, kaip neatskiriamos kiekvieno pasakojimo
dalies, reiksme. Pasakojimo akto sgvoka nusakoma situacija, kurioje produ-
kuojamas pasakojimas. Jis nejmanomas be dviejy ,,protagonisty“ - pasako-
tojo ir jo adresato — dalyvavimo. Net jei tekste pasakotojas ir/ar pasakoji-
mo adresatas nepasirodo, jie abu visada yra numanomi, be jy pasakojimas
paprasciausiai neegzistuoty. Disertacijoje pasakojimo akto samprata siejama
su semiotine sakymo samprata, nustatant jy tarpusavio santykj ir pajungiant
paveikslo kaip pasakojimo analizei.

Laikantis nuostatos, kad joks pasakojimas negali egzistuoti be jj produ-
kuojancio pasakojimo akto, démesys sutelkiamas j keturis S. Saukos tapybai
naratyvumo matmenj suteikianc¢ius démenis: (1) pasakojimo adresatui pri-
skiriamus vaidmenis; (2) pasakotojo veiklg (komunikacijos strategijas); bei
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paties pasakojimo konfigtracijas - (3) jo sintagmatinés plétotés variacijas ir
(4) paradigmatiskai atsiskleidziancia giliaja reik§meés struktiirg bei dinamika.

DARBO AKTUALUMAS IR NAUJUMAS

Sis tyrimas - tai pirma issami Sarino Saukos tapybos analizé. S. Sau-
kos kiryba atskiruose straipsniuose ar recenzijose yra analizave filosofai
Algis Uzdavinys, Juraté Baranova, menotyrininkai Alfonsas Andriuskevi-
¢ius, Erika Grigoraviciené, Eglé Kunciuviené, Viktoras Liutkus, Ramuté
Rachlevic¢iuté, Skaidra Trilupaityté, Raminta Jurénaité ir kt. Paminétinas
rasytojas Sigitas Parulskis, ir pats rades apie S. Saukg, ir su juo lygintas, pa-
vyzdziui, ]. Baranovos, Gintarés Bernotienés straipsniuose. S. Saukos tapybai
skirtas 2012 m. apgintos R. Rachlevic¢iatés daktaro disertacijos Siurrealumas
XX a. Il pusés Lietuvos dailéje skyrius ,,Sariinas Sauka js¢iy vandeny stichijo-
je“. Atskirai paminétina 2007 m. Siaurés Aténuose spausdinta Agnés Lekstu-
tytés atlikta semiotiné S. Saukos 1997 m. darbo Pasignaibymas analizé - ko
gero vienintelis vie$ai skelbtas bandymas S. Saukos darby analizei pasitelkti
semiotinj metodg.

Didelis susidoméjimas S. Saukos kiiryba pagrindzia temos aktualuma,
bet nei$semia analizés galimybiy. Netgi priesingai, fragmentuotame S. Sau-
kos interpretacijy bei vertinimy kontekste isryskéja metodologiskai pagris-
tos, reiksmés konstravimo mechanizmus atskleisti pajégios analizés poreikis.
Taigi semiotikos pasitelkimas sprendziant pasakojimo problemg vaizdiniuo-
se S. Saukos tekstuose — validus ir reikalingas Zingsnis; o keliama problema
leidzia sistemiskai ir kritiskai apmastyti i$skirtinius S. Saukos tapybos bruo-
zus — ,siuzetiSkuma® bei ,,autoportretiskuma®

Be to, i§sami semiotiné tapybos naratyvumo analizé praplecia lietuvis-
kosios menotyros lauka. Lietuvoje semiotinés analizés principus vizualiems
tekstams yra taikes Kestutis Nastopka, Agné Narusyte, Sigita Maslauskaité,
Tojana Racitnaité, Alfonsas Andriuskevicius; nuosekliai semiotinj meto-
dg vizualinei kalbai (gyvenimo budo reklamai) analizuoti pritaiké Gintauté
Lidziuviené (Zemaityté) 2007 m. apgintoje daktaro disertacijoje Gyvenimo
bido reklamos estetika: vaizdinis ir Zodinis tekstas. Taciau semiotinés vaizdo
analizés teikiamos galimybés dar néra pakankamai iSnaudojamos.

S. Saukos tapybos analizé aktuali ir semiotiniy tyrimy kontekste. Pasi-
naudojant kanoniniais semiotikos tekstais, $ioje disertacijoje kuriamas savi-
tas analizés instrumenty rinkinys, o pati analizé veda prie originaliy rezultaty
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(pavyzdziui, autoportrety komunikacijos modelis), kuriais baty galima pa-
sinaudoti ir kituose tyrimuose. Teoriskai pagrindziama vaizdo naratyvumo
samprata bei semiotinés naratyvumo teorijos taikymo statiSkame vaizdinia-
me tekste prielaidos, konceptualizuojamas semiotinio sakymo ir naratologi-
nio pasakojimo akto santykis tapybiniame tekste.

LITERATUROS APZVALGA

Disertacijai svarbiausig literattirg galima skirstyti j dvi grupes. Pirmoji
grupé - vaizdo naratyvumo problema sprendziantys tekstai, kurie sudaro $io
tyrimo kontekstg.

Vaizdo ir pasakojimo, vizualumo ir naratyvumo santykio problematika
nuolatos i$kyla dailés bei literattiros tyrinétojy darbuose, pradedant Gotthol-
du Ephraimu Lessingu ir baigiant $iuolaikiniais tyréjais, tokiais kaip Wendy
Steiner ar Werneris Wolfas. Bandymy sieti vaizda ir pasakojima laukas, pra-
dedant praeito amziaus 8-9 desimtmecio tekstais, platus tiek metodologiné-
mis prieigomis, tiek ir probleminiais klausimais. Galima paminéti 1989 m.
zurnalo Poetics Today specialy dviejy tomy leidinj Menas ir literatiira (Art
and Literature), kurio sudarytoja W. Steiner jvade glaustai nubrézia dviejy
atskiry discipliny - dailés istorijos ir literataros kritikos — suartéjimo istori-
ja, ir kuriame, greta kity, keliamas metody perkélimo i§ vienos disciplinos j
kitg klausimas. Sieti vaizdg ir pasakojimg méginama ir 2002 m. Vilniaus dai-
lés akademijos iSleistame straipsniy rinkinyje Vaizdas ir pasakojimas (serija:
Acta Academiae Artium Vilnensis). Taciau iki nuoseklesnio vaizdui tinkamos
naratyvumo sampratos aptarimo ¢ia neprieinama.

Pasakojimo vizualiame tekste problematikai svarbus laiko aspektas.
Siuo pozitiriu privalu paminéti pranciizy filosofo Henri Bergsono darbus. I§
skirtingy pozitrio tasky nejudancio vaizdo santykis su laiku nagrinéjamas
solidziame belgy meno kritiko Michelio Baudsono sudarytame rinkinyje Me-
nas ir laikas: Zvilgsniai j ketvirtgjg dimensijg (L'art et le temps: Regards sur
la quatriéme dimension, 1984). Cia jungiamas mokslinis, filosofinis ir meni-
nis pozidris: nuo Alberto Einsteino erdvélaikio sampratos iki jvairiy meni-
niy praktiky, reflektuojanciy laikg statiSkame vaizde. Taip pat galima i$skirti
2001 m. Mireille Ribiére ir Jano Baetenso sudarytg leidinj Laikas, pasako-
jimas ir nejudantis atvaizdas (Time, Narrative and the Fixed Image), isleista
dviejy Siai temai skirty tarptautiniy konferencijy (vykusiy 1995 m. Londone
ir 1999 m. Levene) pagrindu.
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Nemazai laiko matmenj tapyboje aktualizuoti siekianciy teksty atsire-
mia j suvokimo procesualumg, tokie pozitriai svarbis kaip svarstymy apie
laikg kontekstas, taciau Sios disertacijos tikslai skatina orientuotis i teorijas,
ieskancias naratyvumo (o drauge - ir laiko matmens) pacioje teksto sarango-
je. Siuo poziiiriu reik$mingiausia literatiiros grupe sudaro naratologinés teo-
rijos. Naratologiné pasakojimo samprata (bei jos taikymo vizualiam diskur-
sui praktika) disertacijoje formuluojama remiantis amerikiec¢iy Seymour'o
B. Chatmano, Geraldo Prince'o, Nelsono Goodmano, Wendy Steiner tekstais.
Siame kontekste svarbiis ir olandy teoretikés Mieke Bal darbai (Naratologija
ir kt.), pabréziantys vaizdinio naratyvumo nepriklausomuma nuo zodinio,
literatarinio naratyvo.

Antroji literatiiros grupé — semiotiné teorija bei tyrimai, kuriais re-
miantis disertacijoje konstruojami S. Saukos tapybos analizés instrumentai.

Kaip jau minéta, Sios disertacijos teorinis analizés modelis konstruoja-
mas remiantis pranciizy naratologo Gerard'o Genette'o teorija ir Paryziaus se-
miotikos principais. Metodologijos atzvilgiu $iam tyrimui svarbiausi prancizy
semiotinés mokyklos pradininko Algirdo Juliaus Greimo darbai: Struktiriné
semantika: metodo ieskojimas (Sémantique structurale: Recherche de métho-
de, 1966), Apie prasme I-1I (Du sense I-1I, 1970, 1983), Apie netobulumg (De
l'imperfection, 1987), pamatinis bendruosius vizualinés semiotikus principus
nubrézes straipsnis ,Figiiratyviné semiotika ir plastiné semiotika“ (,,Sémio-
tique figurative et sémiotique plastique®, 1978), Guy de Maupassant'o noveliy
analizés ir kt. Semiotiniai terminai ir daugelis svarbiausiy metodologiniy jran-
kiy bei principy aiSkinami remiantis A. J. Greimo ir Josepho Courtés'o dviejy
tomy Semiotikos Zodynu (Sémiotique: Dictionnaire raisonné de la théorie du
langage I-11, 1979, 1986), lietuviski terminy vertimai tikslinami enciklopedi-
niame lietuvisky literatiiros mokslo terminy zodyne Avantekstas.

Ryskiausias vizualinés semiotikos atstovas — prancizy semiotikas
Jean-Marie Flochas, paskelbes ne viena vizualiniy teksty analize. Bendrie-
siems semiotinés vaizdo analizés principams svarbios jo knygos Mdzosios
akies ir dvasios mitologijos (Petites mythologies de l'oeil et de l'esprit. Pour une
sémiotique plastique, 1985), Vizualios tapatybes (Identités visuelles, 1995) ir kt.
S. Saukos tapybos naratyvumo analizei, be bendrosios A. J. Greimo sufor-
muluotos semiotinés naratyvumo teorijos, svarbios $veicary semiotiko Fe-
lixo Thiirlemanno vaizdiniy teksty analizés, prancazy semiotiky Erico Lan-
dowskio, Jacques'o Fontanille, Anne Beyaert-Geslin tekstai, italy semiotiko
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Omaro Calabrese i$sami istoriné-semiotiné autoportreto Vakary dailéje
studija.

Papildomy jzvalgy davé ir A. J. Greimo mokyklai nepriklausantys ty-
réjy darbai: pranciizy semiologo Louis'o Marino tapybos naratyvumo analizé
bei kiti semiotiniai etiudai, Roland'o Barthes'o pasakojimo samprata, Tartu-
Maskvos semiotinés mokyklos jkaréjo Jurijaus Lotmano kulttiros semiotika.

DISERTACIJOS STRUKTURA

Disertacija sudaro keturios dalys. Pirmoji dalis skirta tyrimo metodo-
logijai, likusios trys - S. Saukos tapybos analizei, organizuojamai pagal tris
pasakojamojo diskurso elementus: (1) pasakojimo adresata, (2) pasakotojg ir
(3) patj pasakojima bei jo konstravimo budus.

Pirmojoje disertacijos dalyje formuluojamos teorinés vaizdo analizés
prielaidos, placiau pristatoma vaizdo naratyvumo problema ir analizés meto-
dologija. Glaustai aptariami bendrieji Paryziaus semiotinés mokyklos vaizdo
analizés principai, pristatoma semiotiné naratyvumo teorija ir naratologiné
pasakojimo samprata. Nurodomos pamatinés prielaidos, leidziancios kalbéti
apie naratyvumg statiSkame (figiiratyviame) vaizde, apibréziama sakymo ir
pasakojimo akto tapyboje samprata, formuluojamas S. Saukos tapybos nara-
tyvumo analizés modelis.

Antrojoje dalyje keliamas klausimas, kokiu bidu S. Saukos tapyboje
kuriamas sakymo simuliakras, nurodantis, kam yra pasakojama; kokiomis
priemonémis paveiksly struktiiroje paskiriama vieta zitirovui. Analizuojami
paveikslai, naudojantys skirtingas zitirovo, kaip pasakojimo adresato, jtrauki-
mo j paveikslo erdve strategijas, iSskiriami skirtingi stebétojui, kaip paveikslo
dalyviui, priskiriami vaidmenys, aprasomos erdvinés manipuliacijos zitirovu
strategijos. Analizuojamuose paveiksluose aptinkamos figiiros, mezgancios
aktyvy, intencionaly santykj su zitrovu, arba atvirksciai - zitirovg ignoruo-
jancios, jo nepastebincios, tampancios jo Zvilgsnio objektu. Analizuojami
tarp $iy figliry ir ZiGirovo besimezgantys santykiai, jy teminiai ir aktantiniai
vaidmenys. Didelis démesys skiriamas specifinei erdvinei paveiksly sanda-
rai, nurodanciai, jog paveikslo universume numanomai dalyvauja ne tik jame
matomi atlikéjai.

Treciojoje dalyje démesys sutelkiamas j pasakotojo figiirg. Analizuo-
jami skirtingi pasakotojo pasirodymo S. Saukos tapyboje atvejai, apraiomos
autoportretuose pasitelkiamos pasakotojo komunikacijos su ziarovu stra-
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tegijos, nagrinéjamas autoportrety bei autoportretisky atvaizdy santykis su
sakymo situacija. Atskirai aptariami trys autoportretai, jtraukiantys ziirova
paradoksalias situacijas. Autoportretas arbatinuke ,uzkalbina“ Ziiirova, drau-
ge ji paneigdamas: paveikslo atzvilgiu jis tampa nematomas, lieka paslaptyje.
Autoportretas su slyva jtraukia zitirova  metadiegetinj sapno universuma, to-
kiu biadu pir§damas mintj, jog galbat jis pats téra susapnuotas. Autoportrete
Nr. 4, pasiduodamas paveiksle numatytai manipuliacinei strategijai, zZitrovas
atpazjsta save, atsispindintj nukirstos galvos akyje, taip tapdamas numano-
mu pasakotojo mirties liudininku ar net zudiku.

Ketvirtojoje dalyje analizuojama, kokiu biidu jvaizdinamas pats pa-
sakojimas, démesys sutelkiamas j paveikslo kaip pasakymo konfigiiracijas.
Ryskinamos dvi pasakojimo konstravimo adys: judéjima (transformacija) su-
ponuojanti sintagmatiné laiko asis (horizontalus naratyvumas) bei reiksmeés
dinamika paveikslus j visumg jungiancioje paradigmatinéje asyje (vertikalus
naratyvumas). Ryskinant sintagmatine asj, analizuojami S. Saukos paveikslai,
kuriuose, pasitelkiant skirtingas figiiry pakartojimo (multiplikavimo) stra-
tegijas, jvaizdinamas judéjimas. Vertikalaus naratyvumo veikimas demons-
truojamas nagrinéjant paveiksly grupe, kurioje pasikartoja gulin¢io Zmogaus
su zvakémis figtira. Nagrinéjant $ig paveiksly grupe paradigmatiskai, parodo-
ma, kokiu btadu juose veikia pamatiné gyvenimo-mirties kategorija, artiku-
liuojanti individualy semantinj universuma, bei atskleidziamas fundamenta-
liosios naratyvineés sintaksés veikimas.

ISVADOS

Ieskant tapybai tinkamos naratyvumo sampratos, disertacijoje paste-
béta, kad su gebéjimu perteikti laikine seka siejamo pasakojimo apibrézimai
yra pernelyg riboti ir nepajégts atskleisti tapybinio naratyvumo specifikos.
Tuo metu G. Genette'o pasakojimo samprata, leidZianti i$rysSkinti pasakoji-
mo akto dalyviy (pasakotojo ir jo adresato) vaidmenj bei i$ skirtingy lyg-
meny sudaryta pasakojimo struktiirg, ir A. ]. Greimo naratyviné gramatika,
sutelkianti démesj ne tiek j laikine sintagmatika, kiek j aktantinius santykius
(pavirsinis, antropomorfinio pobtidzio, naratyvumas) bei tam tikrus kryp-
tingumus elementariosios reik§meés struktiroje (gilioji, loginiais santykiais
pagrista, sintaksé), pasirodé esg efektyviis instrumentai, leidziantys i$ryskinti
pasakojimo mechanizmus S. Saukos tapyboje.
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Perkélus G. Genette'o sampratg j vizualumo sritj, naratyviu galima lai-
kyti kiekvieng paveiksla, kuriame vaizduojamas veiksmas, leidziantis numa-
nyti nors minimalig sekvencijg, transformacija, suponuojantis pries tai einan-
¢ig ar po to sekancig baseng. Numanymas gali bati intuityvus, pagristas pa-
tirtimi, arba racionalus, pagrjstas kultarinio, istorinio, religinio, literatarinio
lauko, tradicijos, vaizdavimo kanono ir t. t. iSmanymu. Tokias numanomas
transformacijas galima jzvelgti dideléje dalyje paveiksly.

Taciau analizés metu taip pat pastebéta, jog net ir statiSka scena gali
tapti pasakojimu, kai paveikslo-pasakymo figiiras sieja aktantiniai santykiai,
kai zitirovui leidZiama numatyti ne pacig transformacija, bet tik transforma-
cijos galimybe (pavyzdziui, paveiksle Laiptai), jau numanomai jvykusj arba
dar tik laukiamai jvyksiantj jvykj (pavyzdziui, paveiksluose Jkyrios mintys,
Atsilimas, Portretas). Dar daugiau numanomy pasakojimy atskleidzia pa-
radigmatiné analizé, leidzianti susieti ir palyginti skirtingus paveikslus bei
jzvelgti jy grupése numanomg reik§més dinamika.

Be to, naratyvumas sietinas ne tik su jvaizdintu ar numanomu turinio
laikiSkumu ir transformatyvumu, bet ir su pasakojimo akto dalyviy veikla:
zitrovo dalyvavimu paveiksle vaizduojamoje scenoje bei pasakotojo pasiro-
dymo ir komunikavimo strategijomis. Remiantis $iomis jzvalgomis, S. Sau-
kos tapybos naratyvumo tyrimas gali buiti apibendrintas keturiais punktais.

Analizé parodé, jog paveikslo-pasakymo figary laikysena zitirovo at-
zvilgiu gali buti dvejopa: ignoruodamos Zitirova jos lieka uzdarytos pasaky-
me, kitaip tariant, tampa nuo suvokéjo atsietu objektu, apziirinéjamu, ste-
bimu i$ $alies; arba, uzmegzdamos zvilgsnio santykj su zitrovu, $ios figtiros
suvokéjo atzvilgiu pacios tampa veikianciais ir komunikuojanciais subjektais,
sujungianciais atvaizdo ir suvokéjo erdves, i§ papasakotos istorijos laiko per-
sikelianciais j zitirovo dabartj, jtraukianciais suvokéjg i teksto reik$mine vi-
sumg ir priskirianciais jam vienokj ar kitokj vaidmenj. Analizés metu buvo
atskleista, jog skirtinguose paveiksluose stebétojas tampa (1) episteminiu lé-
méju, kurio vertinimui pateikiamos individualiy bei kolektyviniy subjekty
atliekamos naratyvinés programos ir netgi paties paveiksla sukonstravusio
ekstradiegetinio pasakotojo veikla; (2) liudininku basimo jvykio, kurj nu-
manyti leidzia paveikslo saranga; arba (3) antisubjektu-budeliu, numanomai
atsakingu uz paveiksle jvykdyta kankinimo ar Zudymo akta.
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Be to, analizé atskleidé, jog jtraukti zitrova j paveiksle vaizduojama
sceng gali ir pati paveikslo erdvés saranga, pavyzdziui, paveikslo krastu ,,nu-
kirstos“ detalés, zitirovo vaizduotéje prasitesiancios uz paveikslo riby, arba
stebétojo pozicija indikuojanti perspektyva. S. Saukos tapyboje isryskintos
dvi skirtingos erdvinés manipuliacijos strategijos. Pirmoji pagrista Zitrovui
jteigiamu noréjimo stebéti modalumu, kai sukuriama jam neprieinama erd-
vé, plastinémis priemonémis akcentuojama kaip reik§minga, kartu suteikiant
kompetencijos patekti i $ig erdve iliuzija. Antroji primeta stebétojui privale-
jimo stebéti modaluma, jtraukiant jj j uzdarg intymia erdve, verciant stebéti
privacia sceng, kurios dalyviai, regis, jo nepastebi.

Pasakojimo lygmeny poziariu tokiuose paveiksluose zitirovas atsiduria
dviguboje pozicijoje. Viena vertus, jis yra pasakojimo adresatas, j kurj krei-
piasi ekstradiegetinis (uz pasakojimo riby esantis ir tiesiogiai nepasirodantis)
pasakotojas: numatydamas stebéjimo pozicija, jis adresuoja savo pasakojima
$ig pozicijg uzimanciam subjektui. Antra vertus, pasitelkiant sakymo kompe-
tencija turincias figuiras bei erdvine paveikslo saranga, Zitirovui sitloma daly-
vauti pacioje diegetinéje pasakojimo erdvéje. Stebédamas paveikslg, pagrista
$iomis strategijomis, Zitirovas mato ne atjungta pasakyma, kuriame veikia
nepazjstami, pasakotojo i$galvoti personazai, bet pasakojimg apie patj save,
pasakojima, kuriame jis pats yra vienas i$ dalyviy.

Analizés metu isryskinta perskyra tarp Autoportrety ir autoportretis-
ky atvaizdy kituose paveiksluose leido pirmuosiuose jzvelgti ekstradiegetinio
pasakotojo intencijg papasakoti apie save, o antruosiuose — méginimg per
savo atvaizdg papasakoti apie kitg — ne apie konkrety Zmogy, bet apie zmogy
apskritai, paties pasakotojo tapatybe paliekant paslaptyje. S. Saukos Autopor-
tretuose buvo aptiktos keturios pasakotojo pasirodymo ir komunikacijos su
Ziurovu strategijos.

Pirmojoje - dialogo - strategijoje, kuriancioje tiesioginio pasakotojo
ir ziarovo susitikimo situacijg ir pagristoje jjungimo operacija, pasakotojas
pateikia save kaip esantj cia ir dabar. Jis pasirodo pirmame paveikslo plane,
betarpiskai, zvilgsnj nukreipes tiesiai j ziGirova, tapdamas pirmuoju asmeniu
»as8“ ir kurdamas sakymo situacijos simuliakrg. Betarpiskas santykis, pasako-
tojo ir suvokéjo pasnekesys Cia yra svarbiausias (ir daznai vienintelis) jvykis;
komunikacija - jo postuluojamas vertés objektas.
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Priesingoje — atsietumo - strategijoje pasakotojas save pateikia kaip
kazka kita. Sukuriamas nuotolis tarp paveikslo ir zitrovo erdviy, adresatui
pariipinama saugi pozicija, i$ kurios stebédamas paveiksle vaizduojama sce-
ng, jis pats lieka nematomas. Diegetiniame lygmenyje pasirodanti pasakotojo
figara j jj neziari; jsitraukusi j diegetinio pasakojimo vyksma, $iuo atveju ji
téra atjungtas pasakymo subjektas, perduodamo pasakojimo turinio elemen-
tas, jvardijamas tre¢iuoju asmeniu ,,jis“.

Treciojoje — jtraukimo - strategijoje erdvé konstruojama taip pat kaip
atsietumo strategijos atveju: sukuriamas nuotolis ir iliuzija, jog atjungta die-
getiniame lygmenyje esancio pasakotojo figlirg Zitirovas gali stebéti is $alies,
pats likdamas nepastebétas. Vis délto tokia iliuzija sugriaunama ir atjungimas
paneigiamas: pasakotojas, nors ir jsitraukes j diegetinio pasakojimo vyksma,
i$ tiesy mato, jog yra stebimas, ir zitiri zitrovui j akis. Tokioje situacijoje neti-
keétas zvilgsnis i§ paveikslo turi galig sutrikdyti, priversti pasijusti uzkluptam,
primesti atsakomybe:  Ziirovg kreipiamasi kaip j pageidaujamg arba nepa-
geidaujama svecia.

Ketvirtojoje strategijoje, pavadintoje nebendravimu (arba monologu),
pasakotojas pasirodo priesais zitirova, bendroje jy abiejy erdvéje, taciau su
juo nebendrauja, neuzmezga komunikacijos Zvilgsniu. S. Saukos tapyboje $i
strategija pasitelkiama viename autoportrete, kuriame pasakotojas pasirodo
atsukes j zitirova nugarg. Analizé leido $iame Autoportrete jzvelgti sakytojo ir
sakymo adresato santykio jvaizdinima: sakymo adresatas (Zitirovas) visada
stebi paveiksla tarsi sakytojui (tapytojui) i$ uz nugaros.

Atidi pasakojimo lygmeny bei pasakotojo ir Ziirovo dalyvavimo
Autoportretuose analizé atskleidé ir jy gebéjima kurti paradoksalias situacijas,
kuriose kvestionuojama paties zitirovo bitis: stovédamas priesais paveikslg ir
pasiduodamas jame esanc¢ioms manipuliacinéms strategijoms, zitrovas gali
suvokti pats esgs nematomas, susapnuotas arba nuzudes pasakotoja. Taigi,
net autoportretas, bidamas pasakojimas apie save, drauge yra ir pasakojimas
apie zitrova. Paveiksly struktiiros analizé atskleidzia paties suvokéjo dalyva-
vimo vizualiame pasakojime formas.

Sartino Saukos darbuose galima jzvelgti ne tik numanomas (implici-
tines), bet ir eksplicitiskai jvaizdintas transformacijas: disertacijoje buvo is-
skirtos ir placiau aptartos trys judéjimo jvaizdinimo strategijos, jvedancios j
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S. Saukos tapyba laiko matmenj bei susiejancios ja su tradicine pasakojimo
(kaip laikinés sekos) samprata.

Pirmoji strategija, artimiausia tradicinei naratologinei pasakojimo
sampratai, panaudojama S. Saukos KryZiaus kelio stotyse. Cia judesys i$skai-
domas atskirais momentais-kadrais, kurie i§déstomi nuoseklioje ,,pries tai —
po to* grandinéje. Nors KryZiaus kelio stotyse vaizduojami Zinomi Kristaus
kancios istorijos epizodai, taciau greta bibliniy jvykiy atpasakojimo kuria-
ma ir antra, paraleliné, izotopija, jvaizdinanti klumpancio ir besikeliancio
zmogaus judesj. Papildydama kitas Kristaus figiirg apibréziancias charakte-
ristikas, judesio jvaizdinimo strategija ryskina Kristui priskiriamas vertes:
tapatybés pastovumg, nuolatinj buvima dabartyje, kreipimasi ¢ia ir dabar i
kiekvieng i$ masy.

Antroji strategija, kur kas dazniau sutinkama S. Saukos tapyboje, kuria
jtampg tarp testinio ir momentinio laiko. Cia atskirais momentais i§skaidytas
judesys uzlaikomas viename kadre: j sustingusj momentg vaizduojancia sce-
ng jterpiama viena ar kelios detalés, kuriancios nepaliaujamo judéjimo jspa-
dj. Toks judéjimas, neturintis apibréztos pradzios ir pabaigos, suponuoja, jog
paveiksle rodomas ne sustabdytas kadras, bet besitgsiantis vyksmas, scena,
kurioje visi veiksmai ir biisenos turi trukme ir tesiasi tol, kol zitirovas juos
stebi.

Labiausiai i3skirtiné tre¢ioji disertacijoje analizuota strategija. S. Sau-
kos tapyboje gana daznai vieno paveikslo erdvéje nuoseklioje grandinéje i3-
déstomos viena j kitg panasios figtiros, kurios, bidamos drauge skirtingos ir
tapacios, jgyja ambivalentisky tapatybe. Tokios figliros tuo pat metu ir yra
sustingusios viename momente, ir keliauja paveikslo erdve i§ numanomo
»pries tai“ j numanoma ,,po to“ laike. Si strategija modifikuoja dvi pirma-
sias (sietinas su XIX a. pab. - XX a. pr. fotografijos eksperimentais) ir kuria
savitg tapybinj laikiskumg, tapdama unikalia ir pamatine S. Saukos tapybos
strategija, jvaizdinancia laiko sekg ir iSry$kinancia sintagmatinj tapybos kaip
pasakojimo matmenj.

S. Saukos darbai, kuriantys ,,jsivaizduojamg pasaulj®, ,,neissisklaidan-
¢ig vizijg®, ,nesibaigiancia didele drobe®, kitaip tariant — besijungiantys j
reik§mine visumg, tampa palyginami paradigmatinéje asyje. Toms pacioms
ar analogiskoms figiroms ar figiry grupéms keliaujant i§ paveikslo i pa-
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veiksla, jie dalyvauja bendrose izotopijose, prisitraukia vieni kity reik§mes,
kurios daznai nebuty jskaitomos nagrinéjant kiekvieng paveikslg atskirai.
Loginiame-semantiniame lygmenyje galima jzvelgti Siuos paveikslus siejan-
¢ig elementarigjg reik§meés struktiirg, priklausomg nuo individualaus seman-
tinio universumo.

Analizuojant S. Saukos Autoportrety korpusg, buvo atskleista, jog tokie
loginiai rysiai sieja keturias pasakotojo ir ziiirovo komunikacijos strategijas.
Jos buvo pavaizduotos semiotiniu kvadratu, nurodant ir tam tikros numa-
nomos dinamikos kryptis: dazname autoportrete i$ tiesy yra numatyta viena
ar kita kryptis, suponuojama galimybé pereiti nuo vieno komunikacijos tipo
prie kito, taip uzkoduojant juose minimalius numanomus pasakojimus.

Paskutinéje disertacijos dalyje detaliai nagrinéti keturi paveikslai, sie-
jami pasikartojancios figiiry grupés ir artikuliuojantys gyvenimo-mirties
kategorijg. Siuos paveikslus siejan¢iame semiotiniame kvadrate taip pat ga-
lima jzvelgti ne tik loginius santykius, bet ir tam tikra reik§més dinamika,
nurodancig prasmés produkavimg ir pagava. Analizé atskleidé, kad Siame
S. Saukos paveiksly visete pamatiné gyvenimo-mirties kategorija homologis-
ka pavirSiniame lygmenyje pasirodantiems keturiems gamtos pradams: oras,
zemé, vanduo ir ugnis atitinka gyvenimo, mirties, nemirties ir negyvenimo
terminus. Prisitraukus §ig homologija i kitus paradigmatiskai susiejamus
S. Saukos paveikslus, paaiskéjo, jog ji veikia ir juose, jvesdama alternatyvias
ar papildomas jy skaitymo izotopijas.

Disertacijoje aprasytus reik§més kryptingumus loginiame-
semantiniame lygmenyje galima pavadinti giliuoju transformatyvumu. Kaip
ir pavirsinis transformatyvumas, jis leidzia skaityti nejudancius vaizdinius
tekstus kaip pasakojima. Kaip parodé tyrimas, sintagmatinéje bei paradig-
matinéje adyse aptinkama dinamika visada susijusi ne tik su numanomo pa-
sakotojo veikla (tai jis numato stebétojo pozicija ir organizuoja visg paveiksla
kaip pasakojimg), bet ir su pasakojimo adresato pozicija, o drauge - su §ig
pozicija uzimancio zitrovo nusiteikimu dialogiskam santykiui ir atvirumu
reik§més pagavai.
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