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JVADAS

Disertacijos ,,Naratyvo konstravimo principai $iuolaikinéje dramaturgijoje“ temos
pasirinkimg inspiravo moksliné provokacija (iki $iol néra atlikta iSsamesniy pasa-
kojimo kiirimo dramose naratologiniy tyrinéjimy) ir asmeninis interesas (darbo
autoré yra dramaturgé, todél $iuolaikinés dramaturgijos naratyvai ir jy iSraiskos
budai aktualas profesiniais sumetimais).

Disertacijos objektas — $iuolaikiné dramaturgija, parasyta XX a. pabaigoje-XXI a.
pradzioje, ir jos naratyvo konstravimo principai. Naratyvu $iame darbe vadinamas
jvykio arba keliy jvykiy pasakojimo budas, pristatantis istorijos déstymo tvarka.

Naratyvo teorijos taikyma dramaturgijos analizéje stabdé kritiky nuomoné, kad
dramos esmé glidi scenoje, t. y. dramos realizacijoje, ir pastaroji yra svarbesné uz
teksting medziaga, kadangi ji traktuojama ne kaip atskiras kirinys, o kaip spek-
takliui skirtas scenarijus. Kadangi siekiama aprépti jvairialypj dramos naratyvo
konstravimo lauka, dél ribotos darbo apimties atsisakoma teatrinio naratyvo
analizés. Sio tyrimo laikotarpis ypatingas tuo, kad tai — dramy kaitos biiseng, pa-
sikeitima i§ dramocentrinio j postdraminj bavj atspindintis laikotarpis, kuriame
dramaturgai kuria sudétingg naratyva.

Darbo tikslas — apibrézti naratyvo konstravimo principus bei tipus: istirti na-
ratoriy ir jo vaidmens kaitg, kalbos jtakg kuriant naratyva, naratyvinius epizodus
(juokus, informacijos perdavima, sapnus, fantazijas), dramos laikg ir erdve.

Sis tikslas suformavo tyrimo uzdavinius:

1) istirti platy klasikinés ir $iuolaikinés naratologijos lauka, nustatyti dramos

analizei tinkamus ir trakstamus teorinius instrumentus;

2) sukurti teorinj metodologinj pagrinda, kurj galima taikyti dramos tyrimams;

3) iSanalizuoti Siuolaikinés uzsienio ir lietuviy dramaturgijos pavyzdzius ir

apibrézti pagrindinius naratyvo konstravimo principus;

4) susisteminti naratyvy konstravimo principus, kurie dominuoja $iuolaikinéje

dramaturgijoje;

5) parengti teoring baze, leidZian¢ig tirti naujausius dramos pavyzdzius;

6) uzsienio ir lietuviy dramos pavyzdziais praplésti tradicinj pozitrj j drama,

kai eksperimentavimas naratyvu suvokiamas ne kaip dramaturginé klaida,
o kaip samoningai taikoma dramaturgo strategija.

Darbo aktualumas ir naujumas. Dramos naratyvo teorijos klausimai Lietuvoje
svarstomi gana fragmentigkai, o naratologijos teoretiky (ypa¢ pranctzy) veikalus
Lietuvoje pristatantys Nijolé Ker$yté, Biruté Merzvinskaité ir Dainius Vaitiektinas
orientuojasi j prozos zanra. Dramos naratyvo teorijos ir analizés gairés pristatomos
Nomedos Satkauskienés disertacijoje ,, Dramos teksto sklaidos ypatumai: teoriniy
paradigmy kaita ir jy analizé“ (2002). Joje nagrinéjami bendrieji dramos naraty-
vinés analizés principai: dramos diskurso lygmuo, pasakotojo vaidmuo dramoje,
kalbéjimo aktas ir dramos kompozicijos dekonstrukcija, pavyzdziu pasitelkiant
S. Parulskio drama ,,P. S. Byla. O. K. N. Satkauskiené Zvelgia j dramos teksto
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sklaidg per bendrg teoriniy paradigmy kaitg, kurioje dramos naratyvas yra tik
vienas i$ tyrimo objekty.

Neigiamy pasekmiy sulaukeé jsitvirtings stereotipas, kad drama neverta naraty-
vo tyrinéjimo, nes jos pasakojimas pernelyg paprastas. Nei uzsienio, nei Lietuvos
mokslo kontekste néra né vienos studijos, visapusiskai apibendrinancios, sistemi-
nancios ar interpretuojancios dramos naratyvo specifiky, désningumus bei raida.
Nors apie naratologijos metodo taikyma parasytos literattros pakanka, ta¢iau joje
tiriami prozos, kino naratyvai, o specialiai $iuolaikinés dramos naratyvui skirtos
literatiiros néra. Reguliariai nuo 1971 m. Ryty Mic¢igano universiteto leidziama-
me ,,Naratyvo teorijos Zurnale“ (Journal of Narrative Theory) dramos tyrimai yra
fragmentiski: paprastai straipsniuose analizuojama vieno pasirinkto dramaturgo
kiryba, jo kuriamo naratyvo aspektai.

Uzsienio akademiniame kontekste naratologai arba tyrinéja tam tikrg naratyvo
aspekta, arba apzvelgia jvairesnius naratyvo konstravimo principus i$ semiotikos
perspektyvos. Pirmuoju atveju brity mokslininko Hugo Bowleso knygoje ,,Pasako-
jimas ir drama: naratyviniy epizody dramoje tyrimas“ (Storytelling and Drama: Ex-
ploring Narrative Episodes in Plays, 2010) analizuojami naratyviniai epizodai XX a.
dramaturgijoje, taciau triksta sgvoky apibrézciy aiskumo. Pavyzdziui, naratyvo
ir istorijos sagvokos knygos autoriaus vartojami kaip sinonimai, nors naratyvas yra
budas, kuriuo kuriama ir pasakojama istorija. Mazyjy istorijy (angl. short stories)
skyrelis, suskirstytas j apkalbas, informacijos perdavimo, sapny bei atsiminimy
poskyrius, paskatino darbo autore parasyti naratyviniy epizody skyriy, kuriame
H. Bowleso klasifikacija perstruktiiruojama: ,,mazosios istorijos“ sinonimiskai
pervadintos maZaisiais naratyvais (nes naratyvas gali buti sudarytas i$ skirtingy
istorijy arba i$§ naratyviniy epizody). Skirstydamas naratyvinius epizodus pagal
turinj, o ne formg, H. Bowlesas prisiminimus jtraukia j tg paciag grupe, nors jie is
esmés yra ir pasakojimo forma, ne tik turinys (sapnai, informacijos perdavimas ir
fantazijos gali buti pateikiami kaip prisiminimai), todél darbo autoré juos nagrinéja
laikg apimanciame analepsiy skyrelyje.

Antruoju atveju apsiribojama XX a. pradzios autoriy (A. Cechovo, H. Ibseno,
M. Maeterlincko) dramomis. Pavyzdziui, Hertos Schmid ir Aloysiuso Van Keste-
reno sudarytas straipsniy rinkinys ,,Dramos ir teatro semiotika. Naujos dramos
ir teatro perspektyvos“ (Semiotics of Drama and Theatre. New Perspectives in the
Theory of Drama and Theatre, 1984) arba Manfredo Pfisterio ,,Dramos teorija ir
analizé“ (Theory and Analysis of Drama, 1988) neatsizvelgé j savo laikotarpio kari-
nius. Be to, tyréjams priimtina semiotika kaip metateorija tam, kad baty sukuriami
teatro, o ne dramos semiotikos pagrindai.

Darbo autoré pasitelkia pranctzy naratologo Gerardo Genetteo klasikinés
naratologijos laiko tyrinéjimo metodologija, skirtag mimetinio bei diegetinio
pasakojimo btuidams tirti, pridédama $iuolaikinéje dramoje pastebéta misry pa-
sakojimo biida. Taip pat jvardija naratoriaus funkcijas, papildo ir perstruktiiruoja
H. Bowleso naratyviniy epizody schemg, dramai taiko fokusuotés tyrimo metoda.
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Nors teatrologijos kontekste laikas ir erdvé yra neatskiriami, naratologijos mokslas
néra sukares atskiry teoriniy jrankiy erdvei nagrinéti, todél darbo autorei, re-
miantis skirtingomis dramos tyrinétojy, naratologijos teoretiky ir asmeninémis
jzvalgomis, teko paciai sukurti metodologinj pagrinda, skirta erdvés konstravimo
principams analizuoti.

Disertacijos tyrimas orientuotas j naratyvo konstravimo principus naujausioje
dramaturgijoje, todél didZiaja ir svarbiausigja tyrimui pasitelktos literatiiros dalj
sudaro pastaryjy keliy desimtmeciy dramos. Uzsienio literattiros $altiniai atsirinkti
pasikliaujant uZsienio teatrology ir teatry literattiros dalies vedéjy rekomendaci-
jomis, $iuolaikinés dramaturgijos almanachais, naujosios dramos festivaliais ir
akcijomis, kuriose darbo autorei teko dalyvauti kaip dramaturgei arba stebétojai.
2012 m. ziema studenty mainy programos ,,Erasmus® trijy ménesiy stazuoté
Londone suteiké galimybe i$samiai susipazinti su teoriniais dramos tyrinéjimy
$altiniais ir naujausiais dramaturgijos kiriniais.

Naratyvo konstravimo tendencijos $iuolaikinéje dramaturgijoje tiriamos
analizuojant daugiau kaip $imto Siuolaikiniy dramaturgy kariniy (Dea Loher,
Martinas Crimpas, Markas Ravenbhillas, Caryl Churchill, Sarah Ruhl, Suzana Lori-
Parks, Lenas Jenkinas, Sarah Kane ir kt.). Rasytojai savo karyboje taiko jvairias
dramaturgijos ra§ymo strategijas. Disertacijoje analizuojami tekstai suvokiami
kaip bendra pasakojimo ir min¢iy visuma, kurioje i$skirtinis démesys sutelkiamas
i veikéjo kalbine raiska ir jos formas. Suprasdama, kad svarbu istirti naujausius
lietuviy dramaturgijos pavyzdzius ir juos palyginti su uzsienio dramos tenden-
cijomis, darbo autoré nagrinéja $iuolaikiniy dramaturgy (Lauros Sintijos Cer-
niauskaités, Mariaus Ivaskevic¢iaus, Sigito Parulskio, Gintaro Grajausko, Herkaus
Kunciaus, Mariaus Macevic¢iaus, Anetos Anros ir kt.) bei teatrinése laboratorijose
rasanciy aktoriy (,,Atviro rato” nariy — Justo Tertelio, Ievos Stundzytés, Marijos
Korenkaités) tekstus, juos atrinkdama ne tik pagal mening kokybe, bet ir pagal
aktualuma Lietuvos teatro kontekstui ir lietuviy dramaturgijos raidai. Taip pat $is
darbas inovatyvus jvairiapusiska darbo autorés patirtimi — metodologijos taikymu
kuriamoms dramoms.

Dramos naratyvo konstravimo tyrimas bei dramos naratyvo tipologijos suda-
rymas praplecia tradicinius dramos, kaip literatiiros Zanro, rémus ir sudaro prie-
laidas teorinius jos aspektus integruoti j platesnj literattirologijos bei teatrologijos
svarstymy kontekstg. Siuo darbu tikimasi atskleisti galimus naratyvo konstravimo
principus, skatinti dramaturgus, tyréjus, skaitytojus, reZisierius permastyti sivo-
laikinés dramos raiska ir galimybes.

Tyrimo metodai. Darbe derinami keli tyrimo metodai. Dramos naratyvo
pobudis ir pasirinktas jo konstravimo aspektas lémé, kad darbui parankiausias
naratologijos metodas, kurio atspirtis — G. Genetteo jsteigta naratyvo laiko tyriné-
jimo metodologija ir jvairios i$plétotos jo sekéjy teorijos (Paulas Cobley’us, Mieke
Bal, Gerladas Prince’as). Taip pat aktyviai taikyti vokie¢iy mokslininkés Monikos
Fludernik knygoje ,,Jvadas j naratologija“ suformuoti kognityviosios naratologijos
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tyrimo buidai, i$skirtinj démesj skiriantys suvokéjo recepcijai, padedantys analizuoti
dramaturgijos naratyvo strategijy taikymo tikslus ir pagrindinj adresata. Analizuo-
jant dramos adresata taip pat pasitelkiamos kai kurios fenomenologijos jZvalgos.

Semiotikos tyrimo metodas, subjektyvias jzvalgas bandes paversti moksliska
sistema, pasitelkiamas sisteminant nagrinéjamy pavyzdziy forma. M. Pfisterio
dramos analizés semiotiné tyrimo metodologija itin naudinga erdvés, atviros
ir uzdaros dramos, dramos veikéjy komunikacinés grandinés ir kalbos tyrimui.
Pokalbiams ir naratyviniams epizodams dramose tirti paranki sociolingvistiné
naratyvo teorija (H. Bowlesas, C. P. Castagno), kuri suteikia galimybe j kalbg ir ja
iSreiskiama naratyva pazvelgti ne tik lingvistikos, bet ir sociologijos aspektais.

Darbe pateikiami dramos naratyvo kiirimo ir komponavimo principai yra atviri
jvairiakryptei teorinei metodologijai. Pavyzdziui, j konstrukcinio lygmens tyrima
$alia struktiirinés analizés galima papildomai jtraukti vizualios semiotikos, temuy kriti-
kos ar hermeneutikos metodus, o komunikacijos lygmuo yra atviras kultiirologiniams,
postkolonijiniams ar sociologiniams, psichoanalizés tyrinéjimams. Analitinis teorinis
tyrimas grindziamas uZsienio ir lietuviy dramaturgijos pavyzdziais, demonstruo-
janciais naratyvo teorijos taikyma dramos analizéje ir naratyvo tipy jvairove. I$
dalies skirtingas tyrimo taktikas diktuoja ir $iuolaikiniy dramy pobudis (vienose
ju ypatingas démesys skiriamas formos ir struktiiros eksperimentams, kitose itin
daug démesio kreipiama j naratoriy ir jo pasakojamy istorijy turinj ir t. t.).

Ankstesni problemos tyrinéjimai. Per pastaruosius kelis deSimtmecius na-
ratologijos disciplina kito — jos ribos prasiplété. Vietoj formaliy ir struktiriniy
analiziy $iuolaikinéje naratologijoje akcentuojamas santykis tarp dramos, jos
reprezentacijos ir specifiniy ideologiniy ar kultiriniy formy. Pagal tai kiekvienas
naratyvas reikalauja specifiniy jo strukttiry tyrimo.

Nors naratologija placiaja prasme galima vadinti bet kurig pasakojimo teorija
iki struktaralistiniy tyrinéjimy (nuo Platono ir Aristotelio), ta¢iau naratologija
siauraja prasme paprastai vadinamos batent 7-ajame deSimtmetyje susikarusios
pasakojimo teorijos, kuriy raida buvo itin sparti. Darbe atsispiriama nuo XX a.
antrosios pusés—XXI a. pradzios naratologijos bei dramos naratyvo teorijy, dau-
giau démesio skiriant G. Genetteo ir jj nagrinéjancios N. Kersytés pastaboms bei
jzvalgoms. G. Genetteo studija ,,Naratyvo diskursas (Narrative Discourse, 1972)
ir 1983 m. Prancazijoje perleista bei redaguota veikalo tasa ,Naujasis pasakojimo
diskursas“ (Narrative Discourse: Revisited) paveiké naratologijos tyrinéjimus skir-
tinguose $io mokslo raidos etapuose.

M. Pfisterio veikale ,,Dramos teorija ir analizé“ (1988) dramos nagrinéjamos
remiantis semiotika. Jame analizuojama komunikacijos grandiné ir jos modeliai,
verbaliné komunikacija, dramaturgijos kalbos paskirtis, erdvés ir laiko struktaros.
Taciau teoretikas nesieké sukurti naujos sistemos dramaturgijai tirti, o tiesiog
susistemino tai, kg galima pritaikyti dramos ir teatro analizei, todél darbo autoré
semiotines jzvalgas taiké ne nuosekliai, o pasirinkdama tik darbui tinkancius
teorinius atspirties taskus.



»Naratoriaus adresata“ jvardines Geraldas Princeas ,,Naratologijos zodyne®
(A Dictionary of Narrative, 1987) susistemino ir pateiké naratologijos savoky
apibrézimus, taciau jie skiriasi nuo G. Genetteo ar modernesniy naratology dar-
by, todél jis pasitelkiamas ne kaip pagrindinis $altinis, o kaip viena i$ pagalbiniy
tyrimo priemoniy. Amerikiec¢iy struktaralisto S. Chatmano knyga ,,Pasakojimas
ir diskursas“ (Story and Discourse: Narrative Structure in Fiction and Film, 1978)
sitilo naratologijos teorijos pagrinda, kuriame kaip vienas i§ tyrimo objekty nag-
rinéjamas ir filmo naratyvas bei i§ naujo apibréziama jo savoka: naratyvas yra
sudarytas i$ istorijos bei diskurso, taigi jam suvokti butini istorijos ir komunika-
cijos lygmenys.

Kognityvinés naratologijos teoretiké Monika Fludernik knygose ,,Natiiraliosios
naratologijos link (Towards a ‘Natural’ Narratology, 1996) ir ,,Naratologijos jvadas®
(An Introduction to Narratology, 2009) teigia, kad naratyvas turi bati iSlaisvintas i§
siuzeto rémy ir i§ naujo jvardytas kaip ,,patirties reprezentacija“ (angl. representation
of experientiality). Veiksmai, ketinimai ir jausmai priklauso zmogiskajam patyri-
mui, kuris perteikiamas naratyvu. Sis patyrimas yra filtruojamas samonés, todél
naratyvas suvokiamas kaip subjektyvi reprezentacija. M. Fludernik novatoriskai
pazvelgia j naratologijos teorija, pasakojimo aktg, naratyvo struktara, kalba ir jos
reprezentacijas. Mokslininké praple¢ia naratyvo tyrimy lauka, atkreipdama démesj,
kaip naratyvas kuriamas metadiegetiniame lygmenyje — per kiirinio pavadinima,
vie$inimo sklaidg ir t. t. Dabartiniuose naratologijos tyrimuose pasitelkiamos
skirtingos metodologijos ir kuriami inovatyvis jrankiai prozos ir kino naratyvy
tyrinéjimams, atkreipiamas démesys j zitirovo vaidmenj ir reik§me.

Jvairius $iuolaikinés dramos naratyvo klausimus yra paliete postmodernios dra-
mos bavj tyrinéjantys lietuviy teatro kritikai Jurgita Staniskyté, Rasa Vasinauskaité,
Valdas Gedgaudas, Au$ra Martisiaté, Vaidas Jauniskis, Ramuné Marcinkevic¢iaté
ir kt.

Disertacijos literatiira ir $altiniai. Tyrimo objektas skatino analizuoti skirtinga
teorine literatarg, skirta:

o dramaturgijos meno klausimams, kurie suformavo skirtingy dramos naratyvy
modeliy diskursa: Eric Bentley ,,Dramos gyvenimas“ (The Life of Drama,
1964), Paul C. Castagno ,Naujos dramaturgijos strategijos“ (New Playwriting
Strategies, 2012) ir kt.;

o metodologinéms problemoms, padéjusioms apibrézti teorines analizés prie-
laidas ir suformuoti tyrimo metodika: klasikinés naratologijos pradininky
(Aristotelio, Vladimiro Proppo, Claudeo Levi-Strausso ir kt.) bei $alininky
(Algirdo Juliaus Greimo, Roland’o Bartheso, G. Genetteo, M. Bal, G. Princebo,
S. Chatmano, Sh. Rimmon-Kenan). Taip pat remtasi M. Fludernik ir kt. dar-
bais, nemazai démesio skiriama G. Genetteo veikalui ,,Pasakojimo diskursas*
(1972), kuris paskatino nuo pasakymo atsigrezti j patj sakyma;

o Siuolaikinéms dramos teorijoms, ypa¢ toms, kurios suteikia prielaidy aktuali-
zuoti naratyva dramoje: Johno L. Styano ,,Dramos elementai“ (The Elements
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of Drama, 1960), Bernardo Bechermano ,,Dramos dinamika: teorija ir analizé“
(Dynamics of Drama: Theory and Method of Analysis, 1970), Paulo M. Levitto
»Struktiralizmas dramos analizéje® (A Structuralist Approach to the Analysis of
Drama, 1971), Martino Esslino ,,Dramos anatomija“ (An Anatomy of Drama,
1977) ir kt.;

o dramos ir teatro tyrinéjimams: Richardo Hornbyo ,,I§ teksto j spektaklj“ (Script
into Performance, 1995), Keir Elamo ,,Teatro ir dramos semiotika“ (Semiotics
of Theatre and Drama, 1980), Marco De Marinis ,,Spektaklio semiotika“ (Se-
miotics of Performance, 1993), Patrice Pavis ,,Scenos kalbos“ (Languages of
the Stage, 1982) ir ,Teatro zodynas“ (Dictionary of the Theatre, 1998). Hans-
Thies Lehmann knygoje ,,Postdraminis teatras“ (2010) V. Jauniskio parasytoje
pratarméje kalbama apie inovatyvias iSraiskos formas, pasikeitusj dramos
ir teatro hierarchinj santykj, postdraminio teatro bruozus, kuriy tam tikros
savybés — intertekstualumas, daugiaprasmiskumas, nykstanti hierarchija - yra
svarbiis ir $iuolaikinei dramai;

o meno estetikos ir filosofijos studijoms, ypa¢ Siuolaikinio, postmodernaus biivio
tyrinéjimams: Jeano Baudrillardo ,,Vartotojiska visuomené® (The Consumer
Society, 1970) bei ,,Simuliakrai ir simuliacija“ (Simulacra and Simulation,
1981), Jeano-Frangois Lyotardo, Davido Harvey’aus veikalai, Johno Fiske ir
Johno Hartley’aus televizijos fenomeno analizé, Briano Richardsono ,,Siuzetas
po Postmodernizmo® (Plot After Postmodernism, 2007), Arvydo Sliogerio
dehumanizavimo tyrimai postmodernybés buvyje (,,Postmodernas: filosofiné
perspektyva‘, 2009 ir kt.);

o Lietuvos ir uzsienio teatrology moksliniai ir publicistiniai straipsniai, interviu
su dramaturgais, dramy recenzijos ir kt.;

o Siuolaikinés dramaturgijos kiiriniai, parasyti drgsiai eksperimentuojant nara-
tyvu.

Taip pat svarbtis tyrimo $altiniai — pacios autorés uzfiksuotas dramos naraty-
vo kiirimo procesas bei tiek uzrasytos, tiek jvairiy dramaturgijos laboratorijy ir
dirbtuviy metu kartu diskutuotos dramaturgy mintys.

Ginamieji teiginiai:

o Siuolaikinés dramos naratyvai néra pateikiami vien mimetiniu bidu (tai ilga
laikg buvo naratologijos $alininky pasiteisinimas atsakant j klausima, kodél
dramos nejtraukiamos j naratologijos tyrimy lauka). Dramos naratyvas gali
bati i$reiskiamas ir grynai diegetiniu (epiniu) arba misriuoju badu, derinant
mimetinj ir diegetinj pasakojimo badus;

o Siuolaikiné drama kuria sudétingg naratyva bei antinaratyva, kuris gali bati
tiriamas ir klasifikuojamas;

o drama turi naratorius, kurie yra jvairesni nei prozos tekstuose, nes derina
jvairesnes iSraiSkos priemones (anks¢iau buvo manoma, kad mimetiniam
pasakojimo buidui naratoriaus nereikia, nes naratyvas pateikiamas tiesiogiai,
be tarpininko).
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Darbo struktira. I$sikeltas tikslas, uzdaviniai ir pasirinkti metodai salygoja
darbo struktarg. Disertacija sudaro jvadas, 5 skyriai (pirmas - teorinis, kiti ketu-
ri — analitiniai), i$vados, priedai (lentelés ir schemos), Saltiniy ir literatiiros sarasas.
Jvade glaustai pristatomas naratologijos tyrimy kontekstas, pagrindziamas objekto
ir metodologijos pasirinkimas.

Pirmame skyriuje ,,Naratyvo sagvokos ir pasakojimo budai* siekiama pristatyti
pagrindines naratologijos savokas, kurias kituose skyriuose darbo autoré taiko
analizuodama naratyvo tipus. Pristatoma naratyvo apibreéztis, tipologija, istorijos
ir siuzeto skirtis, fabulos organizavimo principai.

Antrame skyriuje ,Naratorius $iuolaikinéje dramaturgijoje“ apibréziama narato-
riaus sgvoka, tipai, vaidmuo ir tapatybé, iskeliama pasakotojo patikimumo problema.
Atskleidziamos pasakojimo budo ypatybés, naratyvo adresato instancija dramoje.

Tre¢iame skyriuje ,,Naratyvo kalba ir jos organizavimo priemonés“ nagrinéjama,
kaip per kalbg yra steigiamas naratyvas, kokios lingvistinés priemonés bei kalbos
organizavimo principai pasitelkiami jam konstruoti ir jsteigti. Jvardijami kalbos
aktai ir nustatomos $iuolaikinei dramai budingiausios jy funkcijos, analizuojami
monologo ir dialogo forma perteikiami pasakojimo badai.

Ketvirtame skyriuje ,,MaZieji naratyvai“ siekiama istirti dramos naratyvinius
epizodus - jie lietuviskame kontekste iki $iol apskritai nebuvo nagrinéti. Aptariami
informacijos perdavimo, apkalby, fantazijy, sapny ir kt. naratyviniai epizodai bei
jy funkcijos.

Penktame skyriuje ,,Laikas ir erdvé“ tiriama laiko ir erdvés problema $iuolaiki-
nés dramos naratyvuose. Laiko poskyryje tiriama chronologine ir nechronologine
laiko seka pateikiami jvykiai (analepsés, prolepsés ir kt.). Erdvés poskyryje glaus-
tai aptariamos pagrindinés erdvélaikio konstravimo priemonés bei alternatyvis
erdvés karimo badai.

1. NARATYVO SAVOKOS IR PASAKOJIMO BUDAI

Sis skyrius skirtas glaustam naratologijos teorijos pristatymui. Teorinio skyriaus tikslas

néra i$samios naratologijos raidos ar jos iSkiliausiy $alininky veiklos pristatymas. Prie-
$ingai — mokslinés jZvalgos tampa atspirties taskais naujos teorijos kitrimui arba esamos

teorijos pritaikymui dramos kontekste. Taigi $is skyrius — bandymas paruosti meto-
dologine prieiga kitiems, praktiniams $iuolaikinés dramaturgijos nagrinéjimams.

1.1. Naratologijos apibréztis

Geraldo Princeo 1987 m. iSleistame ,,Naratologijos zodyne“ (A Dictionary of Nar-
ratology) pirmoji naratologijos reik$mé — struktiiralizmo paveikta teorija, tirianti
pasakojimo prigimtj, formg bei funkcionavimg. Si literatiiros mokslo sritis tyri-
néja, kg bendro turi visi naratyvai (istorijos, pasakojimo ir jy tarpusavio santykio
lygmenyje) ir kas juos skiria vienus nuo kity, kai bandoma nustatyti gebéjima
juos kurti ir suprasti.
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Kitu pozitriu naratologija gilinasi j istorijos ir pasakojimo santykius. Mieke Bal
teigimu, naratologija yra naratyviniy teksty, vaizdiniy, jvykiy, kultariniy artefakty,
perteikianciy pasakojima, teorija. Tarpdisciplini$kai suvokiama naratologija pade-
da suprasti, analizuoti ir jvertinti naratyvus, kitaip tariant, istirti, kaip kiekvienas i§
juy yra sukonstruotas. Siandien naratologija tiria literattiros ir ne literatiiros Zanry
naratyvus - lyrinius eiléra$¢ius, istorija, reklamas, filmus, drama.

1.2. Naratyvo apibréztis
Etimologiskai naratyvas (kildinamas i$ lotyny k. gnarus) reprezentuoja tam tikra
ypatinga informacijos dalj, kuri perteikia ne tai, kas jvyko, o tai, kas galéjo jvykti. Si
jau Aristotelio jvardyta ypatybé $iuolaikiniy naratology suvokiama ne kaip biisenos
pasikeitimy papasakojimas, bet kaip bliseny pasikeitimy jsteigimas ir signifikuo-
janciy visumos daliy (situacijy, patiréiy, asmeny, visuomeniy) interpretacija.
Darbe naratyvas suvokiamas kaip nuo konteksto priklausomi dviejy $aliy — adre-
santo (pasakotojo) ir adresato (to, kuriam pasakojama) — mainai. Naratyvo forma
priklauso nuo situacijos, i$ kurios jis kyla, ir tikslo, kurj nori pasiekti, kai zinutés
siuntéjui pateikiama informacijos dalis tam, kad gavéjas galéty geriau ir tiksliau
suvokti jam perduodamg medziaga (G. Prince). Naratyvas turi detaliai atpasakoti
jvykj ar jvykius, kitaip jis bus laikomas ne naratyvu, o aprasymu. Be to, Sie jvykiai
gali bati ir realas, ir i$galvoti (J. Hawthorn). Naratyvo reprezentacijos buidas gali buti
jvairus: Zodinis, uzrasytas, perteiktas zenkly kalba (judantys arba statiski paveiksléliai),
gestai, muzika ar bet kuri minéty bady kombinacija. Taip pat jis gali jgyti jvairias
formas — romany, noveliy, istoriniy veikaly, autobiografijy ir biografijy, epy, mity,
liaudies pasaky, legendy, baladziy, naujieny pranes$imy, filmy, spektakliy ir t. t.

1.3. Naratyvinio teksto lygmenys: istorija, siuZetas, naratyvas

Naratyvo tekstu vadinamas tekstas, kuriame agentas pasakoja pasakojimg ypatingu
mediumu - kalba, vaizduote, garsu arba jy kombinacija (M. Bal). Be to, naratyvas
turi bati atskirtas nuo istorijos ir siuzeto savoky, su kuriomis daznai yra lyginamas
ir painiojamas.

Darbo autoré remiasi naratologo Paulo Cobley’aus apibréztais terminais (2001).
Anotjo, istorija susideda i$ visy jvykiy, kurie turi bati aprasyti (pagal G. Genette’a
istorija = naratyvas). Fabulos terminas $iame darbe vartojamas kaip istorijos sinoni-
mas. Jvykis yra basenos ar aplinkybiy pasikeitimas. Siuzetas — priezas¢iy granding,
pagal tarpusavio santykj jsteigianti $iy jvykiy sasajas, rysius ir jy atranka aprasymui
(pagal G. Genette, siuzetas = pasakojimas). Siuzetas, Aristotelj perfrazavusio
prancizy filosofo Paulo Ricoeuro teigimu, valdo istorijos jvykius. Naratyvas yra
$iy jvykiy iSraiska ar papasakojimas ir biidas. Taigi naratyvas i$laiko trapig perskyra
tarp parodymo (angl. showing) ir papasakojimo (angl. telling), todél atranka to, kas
turi biti aprasyta, naratyvo procese yra esminé ir parodo paprasta reprezentacijos
akta: reprezentacija leidzia atrinkti vienus dalykus, o kity ne. Galima sakyti, kad
naratyvas atrenka vienus jvykius ir nepaiso kity.
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Aristotelis ,,Poetikoje” kalba apie fabulos netikétumo aspekta (netikétai, vienas
i§ kito atsirade jvykiai sukelia tragedijai tokius svarbius baime bei gailestj), ta¢iau
fabulos pasirinkime autoriaus savivalei erdvés néra, nes ji gimsta i§ mito. Antikos
filosofo teigimu, fabulg sudaro: peripetija (kuria Aristotelis vadina pagal butinybe
arba tikimybe priesinga kryptimi jvykstantj veiksmo pokytj), atpaZinimas (nezinia
tampa zinojimu), patetinis jvykis — veiksmas, lydimas mirties ir kanciy.

Siuolaikiné naratologija praplecia ir sykiu universalizuoja fabulos organiza-
vimo principus: fabula yra sudaryta i$ jvykiy, aktanty, laiko ir lokacijos, kurie ir
yra vadinami fabulos elementais, pasakojime organizuojamais tam tikru badu.
Fabulos elementy organizavimas, atsizvelgiant j jy tarpusavio santykius, sukuria

naratyvg.

1.4. Dramos kompozicija

XX a. teoretikai pastebéjo, kad dramos zanrinés ribos nyksta, ir kirinius pradéjo
skirstyti ne tik pagal konflikto eigos ir baigties kriterijy (tragedija, komedija, dra-
ma), bet ir pagal dramos formos bei struktiiros kriterijus. Poskyryje pristatomi
du - G. Freytago ir V. Klotzo (1960) - dramos struktiros modeliai, aptariami jy
privalumai ir trikumai. V. Klotzo uzdaros / atviros dramos formos klasifikacija
pranoksta G. Freytago normatyvinés perspektyvos modelj dél dviejy priezasciy:
jineskatina vienai konkreciai kompozicijos technikai suteikti normatyvinj statusa;
klasifikacija apibtidina keletg skirtingy techniky ir todél apima istoriskai platesnj
teksty rasiy spektra.

Uzdaros formos drama pagrijsta visiskai savarankiska istorija, kurios pabaiga yra
galuting, o pristatymas (fabula bei siuZetas) atitinka aristoteli$kuosius vienovés ir
visumos reikalavimus. Pasak Aristotelio, siuzeto vienové reiskia, kad dramg sudaro
vientisa istorijy seka arba, jei jy yra daugiau nei viena, pirminé istorija turéty aiskiai
vyrauti. Konfliktas tarp aiskiai apibrézty antagonistiniy jégy i$sivysto i$ aiskios
pradinés situacijos, pagristos ribotais ir suprantamais faktais.

Atviros formos drama neturi pabaigos, kurioje buity pasalinti visi informacijos pries-
taravimai ir i$spresti visi konfliktai. Uzdaros dramos siuzeto vietos—laiko—veiksmo
vienové panaikinama, kai antraplanei siuzeto seky grupei suteikiama tiek pat
svarbos, kaip ir pagrindinei. Vadinasi, atviros dramos formos propaguojamos
mazesnés, antraplanés sekos nebepajungiamos ,,pagrindiniam siuzetui, jos yra
savarankiskos. Atsiranda struktirinis atvirumas - istorija pristatoma ne kaip
uzdara, hierarchiné visuma, bet kaip individualiy, autonomisky, viena nuo kitos
izoliuoty seky visuma.

1.5. Dramos naratyvo pasakojimo budai

Jprasta skirtis tarp dramatiniy naratyvy, imituojanciy kalbg ir veiksmus (mimesis),
ir epiniy naratyvy, atpasakojanciy veiksmus ir jvykius (diegesis, poiesis), yra kildi-
nama i§ Platono ,Valstybés® ir Aristotelio ,,Poetikos® idéjy. Naratology Ansgaro
Niinningo ir Royaus Sommerio teigimu, jprastais dramos naratyvo elementais
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galima vadinti funkcinius veikéjus ir jvykiy sekos reprezentacija. [vykiy sekos
reprezentacija gali buti padalyta j diegetines ir mimetines dramos naratyvumo risis.
Darbo autoré prie $iy dviejy apibrézty krastutinumy prideda tarpinj — misryjj —
variantg, apimantj mimetinio ir diegetinio pasakojimo principus.

Misriajam naratyvumui budinga pakaitomis jterpiamy mimetiniy ir diegetiniy
naratyvumo btidy visuma. Kitaip tariant, mi$riojo naratyvumo pjeséje aptinkama
ir episky diegetiniy elementy - istorijos pasakotojy, naratoriy ir pan., ir mimetiniy —
tiesiogiai ireiSkiamos istorijos momenty. Taigi akivaizdu, kad drama neapsiriboja
mimeze.

2. NARATORIUS SIUOLAIKINEJE DRAMATURGIJOJE

Nors dauguma teoretiky sutinka, kad naratorius (arba pasakotojas) yra butinas
visiems kalbg vartojantiems naratyvams, ta¢iau vis dar abejojama, ar jis butinas
tiems, kurie néra uzkoduoti kalboje ir i§ dalies priklauso nuo vizualiyjy elementy.
Pavyzdziui, buvo manoma, kad filmas ar drama gali neturéti pasakotojo (bent jau
prozos fikcijoje suvokiamu terminu).

Pasitelkdama jvairiy pasakojimo biidy galimybes $iuolaikiné drama ne tik patvir-
tina naratoriaus egzistavima, bet ir atskleidzia pasakotojy dramos tekste jvairove.

2.1. Naratoriaus apibréztis

Naratorius, dar sinonimiskai vadinamas pasakotoju, pateikia pasakojima, isreiskia
pasakojimo zodzius. Jis, priesingai nei tikrasis autorius, yra pasakojimo viduje esanti
kalbiné substancija, kalbantis subjektas, kuris gali biti ir pjesés veikéju, ir trumpam
pasirodziusiu naratoriumi-pasakotoju, ir visa pjese jréminanciu pasakotoju.

2.2. Naratoriaus tipai

Naratoriaus instancija tekste yra nevienalyté ir pagal naratoriaus jsitraukima j
veiksma bei turimg (ne visada atvirai ir i§ karto atskleidziama) informacija gali
buti skaidoma j skirtingus tipus.

Pavyzdziui, G. Genette'as (1980) sitlo klasifikacija pagal tai, ar pasakotojas
pats dalyvauja pasakojamoje istorijoje (diegesis) kaip veikéjas, ar ne, t. y. ar jis
yra aktyvus jos dalyvis, ar pasyvus ,stebétojas® Jis iskiria tokius galimus tipus:
heterodiegetinis naratorius, homodiegetinis naratorius ir homodiegetiniam tipui
priklausantis autodiegetinis naratorius.

Autodiegetinis naratorius — tai pasakojamoje istorijoje dalyvaujantis pasakotojas,
kuris yra pagrindinis veikéjas. Pirmojo asmens — aktyvaus veikéjo autodiegetinio
tipo naratorius dazniausiai aptinkamas monodramose.

Autodiegetinio naratoriaus pasirinkimas yra patogiausia priemoné vienai
negincijamai tiesai transliuoti, ta¢iau $iuolaikinéje dramaturgijoje naikinama
hierarchija ir dramaturgai mieliau renkasi nuomoniy ir pozicijy daugj, o ne dik-
tatoriska ir nekintama tiesg. Tai jmanoma padaryti arba sumazinant pagrindinio,
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autodiegetinio pasakotojo autoritet, arba jvedant kitus, prie$taringus ir priesta-
raujancius naratorius.

Homodiegetinis naratorius — tai savo paties pasakojamoje istorijoje dalyvaujantis
pasakotojas, kuris néra pagrindinis veikéjas (tuo jis skiriasi nuo autodiegetinio
naratoriaus), o veikiau vienas i$§ dalyviy, pasakojantis istorijas pirmuoju arba tre-
¢iuoju asmeniu. Homodiegetinis pasakotojas — dazniausiai dramoje pasitaikantis
naratoriaus tipas, nes pasakotojas, kuris yra veikéjas, aktyvuoja veiksma ir nelétina
dramos pasakojimo tempo. Nagrinéjant bet kurio laikotarpio dramas, nesunku
aptikti bent po vieng homodiegetinj naratoriy kirinyje, nes trumpy istorijy re-
prezentacija yra jprastas rei$kinys. Skiriasi tik $iy istorijy reprezentacijos pobudis
ir priezastys, kodél veikéjai pasakoja istorijas, i§sivystancias j naratyvus.

Homodiegetinis pasakotojas gali pasakoti nebtitinai pirmuoju, bet ir tre¢iuoju
asmeniu. Naratoriaus asmens parinkimas atskleidzia pozitrj, perspektyva, situaci-
jos vertinima. Pasakotojo vaidmuo néra pastovus, jis gali kisti, transformuotis j kitus
pavidalus, o taikomi gramatiniai asmenys tampa efektingu jrankiu, padedanciu
sukurti reikiama jsptdj apie pasakotoja ir jj supancius Zmones. Pirmuoju asmeniu
kalbantis naratorius yra artimesnis suvokéjui ir sulaukia daugiau empatijos, o
tre¢iojo asmens naratoriaus distancija nuo pasakojimo jvykiy yra didesné ir sykiu
gali nuo jos atitolinti ir Zidirovus.

Heterodiegetinis pasakotojas — tai pasakotojas, kuris néra savo paties pasakojamy
situacijy ar jvykiy veikéjas, todél jis dazniausiai pasakoja tre¢iuoju asmeniu. Tokio
tipo naratorius anksc¢iau buvo retai pastebimas dramaturgijos kanonui priskiria-
mose dramose (nebent choras antikiniuose kiiriniuose teatrui), ta¢iau $iuolaikinéje
dramoje atsiranda vis daugiau heterodiegetinio naratoriaus pavyzdziy.

Heterodiegetinj naratoriy dramaturgas renkasi norédamas islaikyti objektyvesnj
pasakojimo stiliy.

2.3. Naratoriaus tapatybé
Dramos naratoriai turi prieigg prie jvairiy diskursiniy, jsteigty, santykio ir asmeni-
niy tapatybiy, kurias gali priimti ir kuriy gali atsisakyti bet kuria akimirka. Kons-
truojamos tapatybés prigimtis sulaukia aktualiy, priestaringy diskusijy tarp diskurso
ir naratyvo Salininky. Sociolingvistai Michaelis G. W. Bambergas, Anna De Fina ir
A. Deborah Schriffrin (2007) pabrézia, kad tapatybé yra jsteigta diskurse.
Tapatybés konstravimas diskurse ir pokalbio analizés priemonés, pasitelkiamos
jai tyrinéti, atskleidziamos M. Ravenhillo pjeséje ,,Pilietybé“ (Cityzenship, 2006),
J. Tertelio ,,Vienaveiksméje monopjeséje pradedanciam aktoriui“ (2011), M. Crimpo
pjeséje ,,Pasikésinimai j jos gyvenima“ (Attempts on Her Life, 1997). Pastebéta, kad
kalbinés ir tam tikrose naratyvo situacijose jsteigtos tapatybés dramose dazniausiai
yra steigiamos dialoginiu ir santykio su kitais veikéjais buidu. Kartais tai néra tikroji
naratoriaus tapatybé, o tik tam tikroje biisenoje apsiimtas naratoriaus vaidmuo.
Taigi naratoriaus pozicija galima suprasti kaip vaidmenj, atliekantj daug skir-
tingy funkcijy. Stepheno C. Levinsono (1983) teigimu, vaidmuo - tai dalyvavimo
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galimybé, nurodanti i kalbétojo / klausytojo atsakomybe, kurig individas gali
prisiimti bet kurioje pokalbio atkarpoje. Prisiimdami $iuos vaidmenis, pasakotojai
taip pat gali konstruoti tapatybes.

Dramaturgai pateikia daug galimy perspektyvy, ka pasakotojai daro mani-
puliuodami kalbétojo ir klausytojo vaidmenimis. Jprastas naratoriaus vaidmuo yra
jréminantysis pasakotojas, kuris apibrézia pasakojimo pabaigg ir pradzig savo pasta-
bomis; edukatorius, siejantis socialinius ir moralinius komentarus; apibendrinan-
tysis pasakotojas, kuris aiskina besitesiancius arba i§ eilés vykstancius jvykius.

Autoriai konstruoja jvairialypius pasakotojus, kuriy fantazijos, subjektyvus
reis$kiniy suvokimas iskelia naratoriaus patikimumo problemg. Naratoriaus patiki-
mumas néra pageidautinas, nes tada prarandama intriga. Kitaip tariant, naratorius
yra klaidinantis, savaip interpretuojantis faktus ir sulaikantis atomazgos atsklei-
dimg. Galima teigti, kad ,,uz nosies vedziojantis“ naratorius biidingas dramose

»AS, Fojerbachas® (T. Dorstas, 1986), ,,Psichozé 4.48“ (Sarah Kane, 2000), ,,Mergai-
té, kurios bijojo Dievas® (G. Grajauskas, 2008), ,Sudie, idiotai“ (J. Tertelis, 2007),
»Deguonis” (I. Vyrypajevas, 2002), ,,J§varymas“ (M. Ivaskevicius, 2012), ,,Ofelijos*
(I. Stundzyteé), ,, Antoskos kartoskos® (Marius Macevicius, 2006). Toks naratorius
intriguoja ir palaiko jtampa, be to, jis gali buti pasitelkiamas ir manipuliacijos ar
ironisko dramaturgo santykio su pjesés tema bei nagrinéjamu objektu tikslais

(M. Ravenhillo pjesése).

Prasidéjus postmodernios socialinés kultiiros formavimuisi, telefoniniy pokal-
biy, autoatsakikliy, vaizdo grotuvy, kompiuterio programy kuriami pasakojimai
gana dazni $iuolaikinéje dramoje. Technologijos (radijas, televizija ir pan.) prisidéjo
prie tradicinio naratyvo autoriteto ,,mirties“ ir naujos tapatybés formuluociy. Be to,
jos keité pasakojimo btida, atvéré jvairesnes informacijos pateikimo bei suvokimo
perspektyvas, sustiprino gebéjima dalyvauti naratyvo dalijimosi procese jausma.
O tai, be abejo, skatino eksperimentavima kalba bei perspektyva.

2.4. Ziiiros taskas ir perspektyva

Vienas i§ patogiausiy budy dramaturgui kontroliuoti skaitytojo suvokima - pateikti

naratyva i$ tam tikros perspektyvos ir taip formuoti suvokéjo nuomone ir pozitrj.
M. Pfisteris knygoje ,Dramos teorija ir analizé“ (1997) nagrinéja dramoje formuo-
jama perspektyva semiotikos metodu. Jis pastebéjo, kad tai, kaip draminis veikéjas

zvelgia j veiksma, yra salygota i§ anksto sukauptos informacijos. Veikéjy Zitira valdo

du papildomi faktoriai — psichologinis nusiteikimas ir ideologiné orientacija.

M. Pfisteris sukuiré tris struktiros modelius pagal veikéjo ir autoriaus numatyto
gavéjo perspektyvos santykj: a-perspektyvos, uzdaros ir atviros perspektyvos. Mo-
deliai paremti dramos tekstais ir yra naudingi istorinéms bei tipologinéms Zanro
transformacijoms suvokti.

Dramos, turin¢ios vadinamaja a-perspektyvos struktiirg, modelyje i$oriné ir
vidiné komunikacija néra atskirta. Autorius veikéjy kalbomis i$reiskia savo jsi-
tikinimus ir pozicijg. Taigi veikéjai tampa savotiskais autoriaus zodzio, kuris yra
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adresuotas skaitytojui, skelbéjais. Kitaip tariant, daug veikéjy kalba j ,,vienus vartus®
Skirtingos veikéjy nuostatos sumanytos tik tam, kad stiprinty pagrindine sumanyta
perspektyva, jos yra ,,paralelios®, nenukrypsta nuo pagrindinés (M. Ravenhillo
pjesé ,Baseinas (be vandens)®, 2006).

Dramose su uzdaros perspektyvos struktiira jvairiy kontrastuojanciy veikéjy
pozicijas ir jy sankirty tagkus - t. y. autoriaus perteikiama zinute - turi jsivaizduoti
patys gavéjai. M. Pfisterio teigimu, $i struktiira nuo a-perspektyvos strukttiros ski-
riasi tuo, kad vengiama paruosty atsakymuy, o gavéjas skatinamas aktyviai jsitraukti
i moralinio sprendimo ir nuomonés susidarymo procesa. Todél ji iSsiskiria netie-
sioginio tarpininkavimo funkcija, kuri jtraukia gavéja j ,tiesos atradimo® procesa
ir sudaro sumanytg gavimo perspektyva. Sios besikei¢iancios perspektyvos suteikia
gavéjui galimybe matyti problema skirtingais kampais ir kurti kompleksiska, dau-
giamatj jos vaizda (I. Vyrypajevo pjesé ,,Butis Nr. 2% 2004).

Pjesése su atvira perspektyvos struktiira néra né vienos jungiancios linijos, kuri
galéty suvesti perspektyvas j vieng taska. Rysiai tarp veikéjy pozicijy lieka neaiskis,
nes autorius nepalieka jas jungianc¢iy elementy arba jos viena kitai nepriestarauja.
Taigi skaitytojas paliekamas abejoti, neturédamas dominuojancios, su kuria galéty
identifikuoti ar sujungti savaja perspektyva (M. Crimpo drama ,,Pasikésinimai j
jos gyvybe®, 2007).

2.5. Naratyviniai lygmenys ir naratyvo adresatas

M. Jahnas (2003) nustaté tris naratyvinius draminés saveikos lygmenis: a) fikcinio
veiksmo - komunikacijos tarp veikéjy lygmenyj; b) fikcinio tarpininkavimo - nara-
toriaus ar komentatoriaus bendravimo su vienu ar keliais iSgalvotais adresatais
lygmenj; c) ne fikcinj lygmenj - kai autorius komunikuoja su tikraja auditorija.

Naratyviniai lygmenys yra tiesiogiai susij¢ su naratyvo adresatu (angl. nar-
ratee) — objektu, kuriam pasakojama. Dramos tekste yra bent vienas (daugiau ar
maziau pristatytas) naratyvo adresatas, G. Princeo teigimu (1989), esantis tame
paciame diegetiniame lygmenyje, kaip ir jam pasakojantis naratorius. Vienas
naratyvas gali turéti keletg adresaty, kuriems pasakojama paeiliui. Taigi naratyvo
adresatas gali bati numatytas gavéjas (zmogus, kurj kalbétojas paskiria bati istorijos
gavéju), patvirtintas gavéjas (kazkas, kurio vaidmuo yra perduoti istorijg kitam)
arba nenumatytas gavéjas (tas, kuris nugirdo istorijg netycia, arba tas, kuris slaptai
jos klauseési).

Disertacijos autorés nuomone, dazniausiai pasitaikantys adresatai dramose
yra Sie: konkretus asmuo, pasnekovas, esantis tame paciame diegetiniame lygme-
nyje; skaitytojas arba numanoma publika — adresatas, esantis ne tame paciame
diegetiniame lygmenyje; veikéjas yra pats sau adresatas — pazeidimas atsiranda ne
lygmeny atzvilgiu, bet komunikacinés grandinés atzvilgiu, kitaip tariant, Zinutés
siuntéjas yra ir Zinutés gavéjas; adresatas yra ne zmogus, o masina arba koks kitas
technologijy objektas — daznas atvejis $iuolaikinéje dramoje; tiesioginio adresato
néra, loginiais arba priezastiniais ry$iais jis gali biiti numanomas.
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Iprastai dramaturgai naratyve kuria tokj balsg, kuriam rtpi pasakojimo ak-
tas, pasakotojas ir jo auditorija. Tac¢iau buina ir priesingai - jvedama negirdéjimo
dimensija, kai pasnekovui visai nejdomu, kas kalbama, arba pokalbio dalyviai
vienas kito nesupranta ir nesugeba arba nenori klausytis (pjesése ,,A$, Fojerbachas®
(T. Dorstas, 1986), ,, Apipjaustymas“ (M. Ravenbhillas, 1995)).

3. NARATYVO KALBA IR JOS ORGANIZAVIMO PRIEMONES

Tre¢iame darbo skyriuje nagrinéjama, kaip per kalbg yra steigiamas naratyvas,
kokios lingvistinés priemonés bei kalbos organizavimo principai (monologas,
dialogas, polilogas) pasitelkiami jam konstruoti ir jsteigti. Pristatomi kalbos aktai,
jy funkcijos, o tarpusavio santykiai, pasitelkiant lingvistinés ir sociolingvistinés
teorijos $altinius bei Manfredo Pfisterio jZvalgas, nagrinéjami kartu su Siuolaikinés
dramaturgijos pavyzdziais.

Skyrius baigiamas lyginamaja visy trijy naratyvo kalbos organizavimo formy
lentele, kurioje jy panasumai ir skirtumai apibendrinami pagal adresato, temos,
kalbéjimo priezaséiy, kalbinés raiskos priemoniy ir kalbos funkcijy aspektus.

3.1. Kalbos akty tipai ir jy reik§mé naratyvui

Kalba yra jprasciausias naratyvy mediumas. Be jos nebiity nei prozos, nei dramy
naratyvy, netgi filmy naratyvuose vartojama kalba. M. Fludernik pastebi (2009),
kad pokalbiu perteikiamuose naratyvuose literatiiros kiriniy kalba yra ir repre-
zentacijos mediumas, ir jos objektas.

John Langshaw Austin knygoje ,,Kaip Zodzius paversti veiksmais“ (How to Do
Things With Words, 1962) kalbos aktus skirsto j tris pogrupius: lokuciniai aktai
zymi tam tikras gramatines struktaras (tikrajj pasakymg ir jo tariamg reik§me);
ilokuciniai aktai - teiginius, pazadus, jsakymus bei pries tai jvardytus pasakymus;
perlokuciniai aktai — pasakymus, darancius jtaka adresatui. Dramos naratyvo
tyrinéjimams aktualiausi du paskutinieji.

3.2. Kalbos funkcijos
M. Pfisteris iskiria Sesias kalbos funkcijas: referenting, ekspresyvigjg, valdomgjg,
metalingvistine, fating, poeting.

Referentiné funkcija dominuoja jprastuose dramos pranesimuose, informuo-
janciuose apie jvykiy eiga. Kitaip tariant, tam tikri siuZeto elementai yra pranesa-
mi tiesiog verbalia naratyvo pateikimo forma, kuri dél ekonominiy ar techniniy
priezas¢iy negaléty buti jgyvendinta scenoje (pateikta diegetiniu budu).

Referentiné funkcija egzistuoja jvykius raportuojanciuose pranesimuose ir kiek-
vienoje dramos kalboje (veikéjai, kg nors sakydami, daugiau ar maziau perteikia
tam tikrg informacija). Ta¢iau dél jvairiausiy priezasciy ji gali buti nustelbiama
kity kalbos funkcijy.
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Ekspresyvioji kalbos israiskos funkcija yra labiausiai susijusi su kalbétoju ir
iSorinés komunikacijos sistema, kurioje jis ,atgyja“ Veikéjo $nekos temos ,,pasi-
rinkimas® t. y. tai, apie ka jis kalba, verbalinis elgesys ir kalbéjimo stilius, yra viena
svarbiausiy charakterio karimo techniky dramaturgijoje. Ta¢iau ekspresyvioji
funkcija, kurig kalbétojas sgmoningai pasitelkia, neturi jokios pastovios paskirties.
Kartais ji gali bati iSreiSkiama paprastais nuostabos zenklais (Sauktukais, istiktukais
ir pan.).

Kaip ir visos kitos funkcijos, valdomoji funkcija priklauso nuo dialogo ir jos
reikémé intensyvéja pagal dialogo partnerio jsitraukimo laipsnj. Kuo labiau pa-
$nekovas stengiasi jtikinti arba pakeisti savo pasnekovo nuomone ir kuo aktyviau
pastarasis reaguoja i pirmojo priestaravimus ar reikalavimus, tuo stipresné bus
kalbos valdomoji funkcija. Imperatyvas (paliepimas) yra viena pagrindiniy formy,
didinan¢iy jtikinamuma bei jtaka. Tai steigia hierarchinj ir priklausomybés santykj
tarp pasnekovy. Dramos kalboje, kurioje dominuoja valdomoji funkcija, tampa
akivaizdi bendroji kalbos, kaip verbalaus veiksmo, prigimtis.

Fatiné (socialiné) funkcija yra labiausiai susijusi su rysiu tarp kalbétojo ir klau-
sytojo bei yra pasitelkiama tam, kad sukurty ir i§laikyty jy kontakta. Fatiné funkcija
tampa ypac svarbi, kai, atsigavus sutrikdytai sékmingai komunikacijai, pirmiausia
reikia uzmegzti arba atkurti kontaktg, o tada jo ,i$laikymas® tampa esminiu arba
vieninteliu dialogo komunikacijos tikslu.

Taciau $iuolaikinéje dramaturgijoje nesistengiama palaikyti komunikacijos
rys$io tarp pjesés veikéjy, be to, apskritai abejojama bendravimo svarba, susikal-
béjimo ir tarpusavio supratimo galimybe.

Metalingvistiné funkcija yra susijusi su kalbos kodu ir, taip pat kaip fatiné
funkcija, yra skirta tam, kad pristatyty jj uzslépta forma. Metalingvistiné funkcija
atsiranda, kai verbalinis kodas tampa akivaizdziai arba neakivaizdziai plétojama
pagrindine pokalbio tema. Vidiniame dramos lygmenyje tai patraukia auditori-
jos démesj ir laikinai sutrukdo komunikacijos sklandumg. M. Pfisterio teigimu,
komunikacija sutrikdoma, kai kody neatitikimas arba, tiksliau tariant, nauji tarp
pasnekovy atsirade subkodai ver¢ia kalbéti apie jy paciy kalbg metalingvistiniais
terminais.

M. Pfisteris pastebi, kad priemonés metalingvistinei funkcijai jtvirtinti yra
dvi - kontrastuojanti skirtingy konvencijy priespriesa tame paciame tekste ir didelio
laipsnio deviacija (nukrypimas) nuo pa$nekovui priimtiny bendravimo konvenci-
jy. Darbo autoré papildo jas treciaja — kody steigimo - funkcija, nes $iuolaikinéje
dramaturgijoje pastebima naujai kuriamy kody, taikomy visai dramos strukttirai,
tendencija, kurios neapibrézia momentiskai pasirodantys kontrastai ar deviacija.

Poetiné funkcija atskleidzia zinutés formuluote. Ji atkreipia auditorijos démes;j j
kalbos struktiirg ir jos sudedamasias dalis. Snekamosios kalbos diskurse $i funkcija
beveik neaptinkama, nes buitinéje kalboje objektas daznai pateikiamas tiesiogiai.

Net ir XX-XXT a. lietuviy dramos pasizymi kalbos poetiskumu, nes karéjai
taiko poetine funkcija vidiniame komunikacijos lygmenyije (t. y. dialoguose tarp
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veikéjy). Turime tvirtos poetinés dramos pozicija, salygota lyrinés lietuviy tauto-
sakos tradicijos bei istorinio konteksto — okupacijos laiko, kai, siekiant atskleisti
drasesne mintj, teko i$mokti prabilti Ezopo kalba.

3.3. Dramos kalbos organizavimo tvarka

Anks¢iau dramos tekstas buvo skirstomas j pirminj ir antrinj. Pirminiam priklauso
veikéjy sakomas tekstas, o antriniam - pjesés pavadinimas, remarkos, veikéjy ar
scenografijos apibiidinimai. Siuolaikiné drama daznai $iuos abu tekstus suvieno-
dina, remarkas palikdama i$sakyti pjesés veikéjams, ir taip jas pavercia pirminiu
tekstu. Siame poskyryje Zvelgiama j esminius pirminio teksto veikéjy kalbos
struktaravimo badus: monologg, dialogg ir mazai tyrinéta polilogg.

Monologas - tai veikéjo kalba, skirta sau paciam. Sj struktiiravimo biida nuo
dialogo skiria verbaliniy mainy trikumas, kalbos apimtis (monologiniai pasisa-
kymai jprastai ilgesni uz dialoginius) bei tai, kad monologas gali buti i$trauktas is
konflikto konteksto ir i§ dialogo.

P. Pavisas jvardijo (1947) pagrindines literatiiriniy monology formas: a) vi-
dinis sgmonés srauto monologas — kalbétojas kalba kas tik jam $auna j galva, be
jokios reguliuojancios logikos ar cenziros (S. Becketto dramose); b) autoriaus
intarpai — autorius tiesiogiai adresuoja kalbg auditorijai, siekdamas ja sugundyti
arba iSprovokuoti, norédamas panaikinti fabulos fikcija arba muzikinj universuma
(L. Jenkin pjesése); c) vieniSiaus ,,dialogas“ - herojaus pokalbis su dieviskumu, kai
kalbanciojo adresatas niekada neatsako, i$ tiesy gal net ir nesiklauso. Vienisiaus

»dialogo® adresatas Siuolaikinéje dramaturgijoje yra pakites, nes imama diskutuoti
su televizoriumi (prezidento atvaizdu ekrane (D. Loher ,,Nekalti“), technologijomis,
populiariosios kultiiros stabais ir t. t.); d) monologiné pjesé isliko, nes tai — uni-
versaliausia forma, apimanti visus anks¢iau minétus punktus. Jai priklauso pjesés,
turincios viena veikéjg ir sudarytos i$ labai ilgy kalby (T. Bernhardo, J. Tertelio
dramos ir pan.).

P. Pavisas pagal dramaturgine funkcija monologus suskirsté j tris grupes: tech-
ninj monology, lyrinj monologg, refleksyvyjj monologg.

Techninis monologas — veikéjo perteikiama jvykiy, kurie jau jvyko arba negali
buti tiesiogiai pavaizduoti, versija — jam budinga referentiné ir fatiné funkcija.
P. Pavisas jj prilygina pasakojamam naratyvui, o darbo autoré papildo, kad jam
budinga referentiné funkcija (informacijos perteikimo) ir fatiné (socialiné) funkci-
ja - bent jau tada, kai yra numanomas adresatas (Patricko Marberio pjeséje ,, Ar¢iau®
(Closer, 1997)). Techninis monologas gali bati jvairiy formy - nuo antikos choro,
perteikiancio informacija, epinio personazo, scenoje pasirodancio naratoriaus, iki
per radija perteikiamy ziniy. Priklausomai nuo turinio kalbg galima (ne)priskirti
monologui.

Lyrinis monologas atskleidzia veikéjo refleksijas ir emocijas. Siuolaikinéje
dramaturgijoje sunku rasti tikrg lyrinj monologa, nebent jis pastebimas specifinio
zanro dramoje (pavyzdziui, poetinéje). PrieSingu atveju lyrinis monologas atrodo
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naivi ir nebemadinga priemoné. Dazniausiai lyrinis monologas tampa submonolo-
gu, pagrindinio, informacinio monologo $eséliu arba sleifu, pateikiamu i$ ironiskos
perspektyvos (Fredo D’Aguiaro dramoje ,,Jamaikietis lakinas numato savo mirtj“
(A Jamaican Airman Foresees His Death, 1991)).

Refleksyvusis, arba sprendimo, monologas pastebimas, kai reikia apsispresti dél
sudétingo sprendimo, veikéjas pats sau jvardija argumentus ,,uz® ir ,,prie$“ (spren-
dziant dilema) - tokiu atveju jsiterpia referentiné, fatiné funkcijos. Dramaturgai
vengia atskleisti tikrasias veikéjo mintis ar abejones, veikiau priesingai - jas pateikia
tam tikry situacijy pavyzdziais, o skaitytojui belieka spélioti, kaip jauciasi ir ka
galvoja veikéjas (Neilo Bartletto pjesé ,,Meilés vizija, atskleista miegant“ (A Vision
of Love Revealed in Sleep, 1987-1990)).

Siuolaikinéje dramaturgijoje monology tipai keiciasi, o jy grynoji funkcija
retai taikoma. Pavyzdziui, techninis, referentinés funkcijos monologas apima ir
kitokio monologinio tipo savybes (lyrinio ar kt.). Lyrinis monologas daznai pa-
gristas ironija arba jgauna vis daugiau erotikos elementy (taigi emocijos kei¢iamos
fiziskumu). Refleksyviyjy-sprendimo monology funkcija tampa $alutine, kitokio
tikslo turin¢io $io tipo iSdava.

Be to, grynojo monologo formos papildomos jvairiais i$rai$kos badais. Arba,
kitaip tariant, monologui suteikiamas tam tikras dialogiskumo laipsnis, kai mono-
logas kuriamas dialoginiu principu (M. McDonagho pjeséje ,,Pagalvinis“ Katurjano
apsakymai tampa referentinés funkcijos monologais, perduodanciais pasakojima
epiniu badu).

Poskyryje pastebéta, kad monologas, kuris struktarigkai nepriklauso nuo
pasnekovo atsakymo, steigia tiesioginj santykj tarp kalbétojo ir adresato, t. y. au-
ditorijos arba skaitytojo. Taigi monologu tiesiogiai kreipiamasi j auditorija, kaip j
matantj ir girdintj adresata. Sioje tiesioginéje komunikacijoje slypi jo stiprybé ir
nejtikinamuma sukelianti silpnybé.

Dialogas (gr. dialogos) — tai pokalbis tarp dviejy ar daugiau veikéjy. Dramos
dialogas dazniausiai yra verbaliniai mainai, vykstantys tarp veikéjy. P. Pavisas
i$skiria ir kitas, taip pat jmanomas dialogines komunikacijas: pavyzdziui, tarp
matomo ir nematomo veikéjo, tarp personazo ir Dievo arba dvasios, tarp gyvos
bitybés ir negyvo objekto (dialogai tarp masiny, telefoniniai pokalbiai). Pagrindinis
dialogo kriterijus — komunikacijos mainai ir griZztamasis ry$ys. Esminis dialogo
ir monologo skirtumas — pirmajam bitinas adresatas, antrajam adresatas néra
batinas ir gali bati tik numanomas.

Be to, dialoga nuo monologo skiria ir tai, kad dialogo $nekos akto situacija
dazniau spontaniska, o ne apgalvota i$§ anksto. Monologo ir dialogo santykj lai$-
kuose tyrinéjusi Giedré Cepaitiené teigia, kad tekstas neislaiko vientisumo dél
spar¢ios minciy kaitos, nes nuolatinis keitimasis replikomis reikalauja greitos
reakcijos. Daug priklauso ir nuo to, kokie $nekos aktai parenkami vienam ar
kitam veikéjui ir kiek jie tarpusavyje yra adekvatiis. Pastebéta, kad dialogo tekste
vyrauja nepilnieji sakiniai, ypa¢ kai pokalbio turinys jo dalyviams gerai Zinomas
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arba kai pokalbio dalyviai yra artimi ir jiems nereikia vartoti pilny fraziy situacijai
apibudinti (S. L. Parks dramoje ,,365 dienos®).

P. Pavisas dialogy tipus skirsto pagal skaic¢iaus, tempo, apimties, santykio tarp
dialogo ir veiksmo, veikéjy mainy kriterijus. Glaustai pristatydama teatrologo kla-
sifikacijg, darbo autoré, remdamasi XX a. paskutinio desimtmecio—XXI a. pradzios
dramaturgijos situacija, papildo arba kvestionuoja toliau minimus punktus:

o veikéjy skaicius — Zinios apie dramatine veikéjy situacija padeda iSskirti kelis
komunikacijos tipus (klasiy santykiai, psichologiniai rysiai ir t. t.). Ta¢iau di-
sertacijos skyriuose nagrinéti pavyzdziai parodé, kad autorius ne visada nurodo
veikéjy skaiciy, lytj ar statusa. Visos anksciau jprastai remarkose pateikiamos
ypatybés daznai paliekamos laisvai interpretuoti: veikéjy skaiciy ir lytis galima
tik nuspéti pagal kalbos ,,i§duodamus® verbalinius ar fizinius veiksmus bei
pasakomg informacija (M. Ravenhillo, S. Kane, M. Crimpo dramos);

o apimtis ir tempas — veikéjy pasisakymai vienas kitg veja greitu tempu, prie$ingu
atveju dramos tekstas primena monology, kurie néra stipriai tarpusavyje susije,
seka. Siuolaikiné dramaturgija nepaiso trukmés ir apimties désniy ar propor-
cijy, tadiau yra linkusi j trumpa, sinkopiska pasakojimo forma, kuri jvairuoja
priklausomai nuo konteksto ir pasirinktos pasakojimo formos. Vis labiau
trumpéjant sceny apimciai, ji gali buiti sudaryta i§ monologu virtusios iStraukos
i$ dialoginio epizodo (L. Ruohonen, S. Kane, D. Loher ir kt. dramos);

o dialogas ir veiksmas — dialogas i§ esmés yra verbalus veiksmas. Ta¢iau santykis
tarp veiksmo ir kalbos priklauso nuo dramos ir teatro tradicijy. Klasikinéje
tragedijoje dialogas simboliskai jtvirtina veiksma - jis yra ir priezastis, ir
pasekmé. Nataralistinéje dramoje $is Snekos aktas yra tik antriné ir lengviau
pastebima veiksmo dalis - naratyva veikia situacija ir veikéjo psichikos
ar socialinis buvis, o ne kalba. Dialogas ir diskursas yra vienintelis pjesés
veiksmas absurdo dramoje, kurioje performatyvy veiksma sudaro $nekos
aktas, sakiniy iSreiskimas. Siuolaikinéje dramaturgijoje dialogas apima placia
galimybiy skale — nuo kalbos dominavimo ir veiksmo atsisakymo iki veiksmo
vykdymo per kalbg, akcentuojant performatyvyjj kalbos akta (J. H. Khemiri

»Invazija“, 2008; S. Stephenso ,,Pornografija®, 2005).

o veikéjy mainai - dialogas steigia mainus tarp nuolat kintanc¢iy pirmuoju
asmeniu (,,a$“) ir antruoju asmeniu (,,tu“) kalbanciojo vaidmeny. Socialinis
rysys tarp kalbanciyjy parodo, kad Zodinis apsikeitimas informacija (referen-
tiné funkcija) gali bati nustelbiamas pasakymy israiskos situacijos. Jprastai
dialogas akcentuoja metalingvistine arba fatine funkcija, kuria erdvines
situacijas ir, susidarus pasakymams, panaikina fiksuotg gravitacijos centra
arba tiksly ideologinj subjekta. Pastebétina, kad $iuolaikinéje dramaturgijoje
fatiné funkcija praranda savo paskirtj. Si socialinio rysio palaikymo funkcija
dramose ne visada reikalinga, nes, regis, veikéjams dingsta poreikis kalbéti
ir susikalbéti (A. Washburn ,,Internacionalistas®, 2002).
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Dialogas yra nebaigtinis ir atviras pa$nekovo atsakui. Kiekvienas kalbétojas
jkalina jo atsakymo projekcija ka tik istartoje kalboje, priversdamas pasnekova
atsakyti pateiktame kontekste. Todél P. Pavisas mano, kad kiekvienas dialogas yra
taktinis konfliktas tarp dviejy diskurso manipuliatoriy. Kiekvienas i§ jy mégina
steigti savo logines ir ideologines prielaidas. Bendras veikéjy kalby kontekstas ir
budas, kuriuo kontekstai vieni su kitais susilieja, apibrézia, ar tekstas yra mono-
loginés, dialoginés ar poliloginés prigimties.

Polilogas - pokalbis, diskusija, nuo dialogo atskiriamas kiekybiniu — daugiau kaip
dviejy pokalbio dalyviy - principu. Taciau i$ tiesy $is skirtumas yra ne tik kiekybinis,
bet ir kokybinis, nes polilogu pristatomi santykiai, kuriy nebtity jmanoma isreik-
§ti dialogu. Dél to polilogai yra sudétingesnés semantinés struktiiros nei dialogai
(L. Jenkino pjesés ,,Mano dédé Semas", 1983; ,,Kelioné tamsoje®, 1982).

Polilogui budingas daugiabalsiskumas (Michailas Bachtinas knygoje ,, Dialogo
vaizduoté® jj tyrinéjo jau 1981 m.) - viena i§ svarbiausiy Siuolaikinés dramaturgijos
savybiy, sukurianciy daugiabalsj veikéja, kuris turi neribotg lingvistinj potenciala,
nes jo kalba apima platy galimybiy spektra — nuo gatvés slengo iki intelektualaus
diskurso, nepaisant kalby, dialekty, kalbos Zanry (B. M. Koltes ,,Roberto Zucco®,
1988). M. Bachtinas atskiria daugiabalsi$kuma (polyglossia) nuo jvairiakalbiskumo
(heteroglossia). IvairiabalsiSkumu mokslininkas vadina dialogu susaistyta visuo-
meniniy balsy jvairove, kuri atsiranda dél autoriaus, pasakotojo, skirtingy zanry ir
pobudzio kalby tarpusavio saveikos. Be to, jis teigia, kad jvairiakalbiskuma lemia
kontekstas, nekalbiniai ir vidiniai kalbos veiksniai. Daugiabalsiskuma (polyglossia)
jis apibadina kaip jvairiy kalby koegzistavima vienoje kultiroje.

P. Castagno teigimu, daugiabalsiskas tekstas sujungia skirtingus kalba pagristus
$altinjus (galincius laviruoti nuo paveikslo iki garso ar visiskai skirtingy konteks-
ty). Dramaturgijoje daugiabalsiskumas dazniausiai iSreiSkiamas polilogu. Darbo
autorés pastebéjimu, polilogas pasitelkiamas tada, kai: norima jvesti skirtingas
naratyvines linijas ir praplésti dramos erdve; kai keli veikéjai pasakoja to paties
naratoriaus istorijg, sustiprindami naratoriaus perspektyvos perteikimg (M. Ra-
venhill ,,Baseinas (be vandens)®, 2006).

4. MAZIEJI NARATYVAI

Mazieji naratyvai, sinonimiskai vadinami naratyviniais epizodais, — tai trumpi

jvykiy pasakojimai. Mazieji naratyvai yra nedidelés apimties pasakojimai, jterpiami

j dialogus ar monologus ir stiprinantys arba keic¢iantys bendrg naratyvo kontekstg.
Glausty pasakojimy egzistavimas dramose daznai turi bati susietas su platesniu

draminiu tikslu, nes epizodiskai pasirodantys naratyvai jgyja svarba tik bendros

prasmés, prie kurios prisideda, kontekste. Kritikas M. Freemanas pastebi, kad rea-
liame gyvenime jie gali buti kuriami tiesiog norint praleisti laika, o literat@riniuose

tekstuose jie visada reik$mingi, nes vienaip ar kitaip paveikia siuZeto plétote.
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Norint i$analizuoti, kokie naratyviniy epizody pasakojimai vyrauja Siuolaiki-
néje dramoje, butina atsizvelgti ne tik j mazyjy pasakojimy turinj, bet ir atkreipti
démesj j jy forma bei konteksta, kuriame mimetinis dramos veiksmas pakei¢iamas
diegetiniu, kai vietoj veiksmo j drama yra jvedamas pasakojimas. Todél $iam sky-
riui itin pravarti teorijos atspirtis — Hugo Bowleso studija ,,Naratyviniai epizodai
dramose® (2010), nes joje pirmasyk i§samiau nagrinéjami antikos-XX a. naraty-
viniy epizody dramose pavyzdziai. Autorius juos suskirsté j keturias pagrindines
kategorijas: apkalbas, informacija perteikiancius pasakojimus, sapny pasakojimus
ir nevalingus atsiminimus. Darbo autoré, tyrinédama $iuolaikinés dramaturgijos
pavyzdzius, pastebi, kad mazieji naratyvai apima didesnj pasakojimo Zanry spektra,
todél H. Bowleso isskirti pasakojimai ir kiti $iuolaikinéje dramoje paplite tipai
(juoky, poksty ir anekdoty pasakojimai, fantazijos naratyvy epizodai) yra papildomi
ir priskiriami mazyjy naratyvy tipologijai.

4.1. Naratyviniy epizody tipai

Informacijg perteikiantys pasakojimai - tai tokie naratyviniai epizodai, kurie die-
getiniu badu perduoda jvykius, nutikusius uz dramos teksto riby. Pastarieji, dar
vadinami ,,uzkulisiy jvykiais, gali bati pristatyti kaip liudytojy parodymai. Pasak
H. Bowleso, informacija perteikian¢iy naratyviniy epizody, kaip ir apkalby epizody,
funkcija yra informuoti personazus ir publika apie naujienas.

Informacija perteikiantys pasakojimai gali buti iSreiSkiami dialogine forma,
taip natairaliai jterpiant naujus faktus j pokalbj ir nesuteikiant tam isskirtinumo ar
didingumo, kurj savo pasirodymu sukeldavo $aukliai, karo pasiuntiniai ar Zyniai
antikinéje dramoje. XXI a. tokio pobuidzio naujienas patogiau perduoti per radi-
juje ar televizijoje dirbantj praneséjq ir taip dramos jvykius priartinti prie kasdien
medijomis transliuojamy ziniy modelio.

Apkalby naratyviniai epizodai — tai tokie epizodai, kurie sudaryti i§ kalbéji-
mo apie nesenus jvykius arba komentavimo, daznai neigiamai atsiliepiant apie
zmones, kuriy néra Salia. [sitraukdamos j pasakojima, apkalbos daznai atlieka dvi
funkcijas: perduoda tam tikrg informacija ir steigia glaudesnj socialinj rysj tarp
pokalbio dalyviy (o dramos atveju - ir tarp auditorijos). Taigi apkalby socialiné
svarba kyla i§ istorijy turinio, kuris atspindi konkre¢ios bendruomenés kultiirines
vertybes, ir i§ bendro bei socialiai koherentisko jy sklaidos bado. Be to, tokiuose
naratyviniuose epizoduose svarbi ne tiek pati informacija, kiek jos panaudojimas
ry$iui tarp kalbétojy sukurti (I. Stundzytés ,, Antigoné — ne mitas®, 2010; A. Anros

»Bestija Zydromis akimis®, 2010).

Sapny naratyviniai epizodai yra nevalingo pasakojimo forma, iskylanti, kai
vietinis jvykis, jausmas ar i$tara paskatina kalbétoja papasakoti sapna. Tyrinéjant
sapnus daugiausia remiamasi psichoanalize, kuri i§ institucinéje aplinkoje (klien-
to-paciento psichoterapijoje ir konsultacijose) atlikty tyrimy i$plito i platesnius
kontekstus, pavyzdziui, literatiirologijos. Sapny regéjimai, kaip pasamoniné, protu
nekontroliuojama veikla, vykstanti miegant, nuo antikos laiky vilioja jvairiausiy
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sri¢iy menininkus, siekiancius iSreiksti $ig patirtj karyboje. Todél nenuostabu, kad
skirtingo laikotarpio dramose sapny naratyvy taip pat aptinkama. Jy funkcijos
labai jvairios — nuo blogos nuojautos apie tragiskus ir greitai nutiksiancius jvykius
iki mistiskos ir simbolinés kasdienybés interpretacijos. Todél sapny naratyviniai
epizodai skirstomi j tuos, kuriuos yra linke paaiskinti patys veikéjai (L. S. Cerniaus-
kaités ,, Artumo jausmas®, 2003), ir tuos, kuriy interpretacija paliekama tiesioginiam
arba numanomam pasakojimo adresatui (S. Stridsberg ,,Svajoniy fakultetas®, 2009).
H. Bowlesas sapny pasakojimus skirsto dar ir pagal tai, ar pasakotojas atskiria
sapno salygiskuma, ar traktuoja jj kaip realybés elementg (t. y. nedaro skirties tarp
jvykiy sapne ir realybéje).

Juoky naratyviniais epizodais $iame darbe vadinami trumpi $maikstts pasakoji-
mai, sudaryti i§ anekdoty ar tikry istorijy. Be to, tyrinédama juokingus pasakojimus
$iuolaikinéje dramoje, darbo autoré pastebi, kad vieni i$ jy yra perpasakojami, o
kiti esamuoju momentu kuriami i§ absurdisky situacijy arba $maiks¢iy dialogy.
Todél disertanté, i$nagrinéjusi juokingus naratyvinius epizodus dramose, jy
pobudj suskirsté  tris pagrindinius tipus: 1) anekdotinio pobiidzio juokelius;
2) (auto)biografinius juokelius; 3) situacinj humorg. Visi trys tipai gali bati glau-
dziai susije tarpusavyje (kai tikras, tam tikroje situacijoje nutikes atvejis tampa
anekdotiniu pasakojimu), ta¢iau kiekvienas dramaturgas, pasitelkdamas skirtingas
menines priemones, kuria vis kitas komiskas situacijas.

Anekdotinio pobiidzio juokeliai - tai arba tiesiogiai cituojami anekdotai, arba
anekdotine forma pateikiamas pokstas. Sabloniski juokeliai, anekdotai gali bati
pateikiami arba kaip atskira scena, arba kaip pokalbio dalis, t. y. integruotas
i pokalbj pasakojimas (S. Ruhl ,,Svartis namai®, 2006). (Auto)biografiniai juoke-
liai - tai juoky naratyviniai epizodai, turintys (auto)biografinj pagrinda. Esminé
jy savybé — galimybé turéti realy istorijos pagrindg — skiria gyvenimiskus juokelius
nuo anekdotinio pobudzio juokeliy. Be to, dazniausiai jie yra pateikiami batuoju
laiku ir monologine forma (M. Ravenhill ,,Shopping and F***ing", 1996). Situacinio
humoro juokeliai atsiranda i$ esamuoju metu i§gyvenamy aplinkybiy ir dazniausiai
yra dialoginés prigimties, nes tokia forma jiems suteikia natiralumo (S. Parulskio

»Keltininkas®, 2006; M. Maceviciaus ,, Antoskos kartoskos®, 2009).

Fantazijos naratyviniais epizodais $iame darbe vadinami nattralios arba ant-
gamtinés prigimties naratyvai, dramose pasakojami Zzmogisky arba antgamtiniy
butybiy ir turintys bent vieng fantazijos (nejmanomybés) elementa. Taip pat yra
svarbus H. Bowleso teiginys, kad fantazijos autentifikavimas priklauso nuo klau-
sytojo supratimo apie jos egzistavimo jmanomuma.

Pagal i$raiskos formas ir pasnekovy jsitraukima j fantazijos kirimo procesa
darbo autoré i$skiria keturis fantazijy naratyvy tipus:

o bendros fantazijos kiirimg ir tolygy pasnekowvy jsitraukima j kiirybos procesa;

o bendros fantazijos kiirima ir netolygy pasnekowvy jsitraukimg j kiirybos procesa;

« dialoginio pobtudzio fantazijos kiirimg be bendros fantazijos kirimo proceso;

» monologinio pobudzio fantazavimg, kuriame nedalyvauja pasnekovas.
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Bendros fantazijos kiirimas ir tolygus pasnekovy jsitraukimas j kirybos procesa
yra ypatingas vienodu arba panasiu jsitraukimu j fantazavimo eiga. Tokiu atveju
visi fantazijos kiirimo dalyviai tampa vienas kito adresatais ir adresantais, tiek klau-
sanciais, tiek pasakojanciais veikéjais (R. Lindberg ,, Diena, kai miré Denas®, 2006).
Bendras fantazijos kiirimas ir netolygus pasnekovy jsitraukimas j kiirybos procesg
vienus dalyvius padaro pasyvesniais (pasakojimo adresatais), kitus — aktyvesniais
(adresantais). Ta¢iau batent maziau jsitrauke j bendra fantazijos kiirimo procesa
dalyviai gali stipriau daryti jtaka fantazijos eigai nei jos pagrindiniai pasakotojai
(M. McDonagh ,,Pagalvinis®, 2003).

Dialoginio pobiidzio fantazijos kiirimas be bendro fantazijos kiirybos proceso —
pasyviausia veikéjy interakcijos forma, nes adresantas perteikia savo fantazijas
jy konstravimo eigoje nedalyvaujanc¢iam (numanomam) adresatui. Dialoginio
pobudzio fantazavimui reikalingas esamas arba bent jau numanomas adresatas
(A. Anros ,Niurnbergo mergelé®, 2012).

Monologinio pobiidzio fantazavimas, kuriame nedalyvauja pasnekovas, nuo
dialoginio pobudzio fantazijy be bendro fantazijos kiirybos proceso skiriasi tuo,
kad jis arba neturi adresato, arba pastarasis pasakotojui yra nereikalingas ir nedaro
jtakos fantazavimo procesui (K. Adshead ,,Gyvinas®, 2003).

5. LAIKAS IR ERDVE

Paskutinis disertacijos skyrius atkreipia démesj j anks¢iau jprastai fenomenologi-
niu arba hermeneutiniu biidu analizuotus dramos aspektus. Naratologijos teorija
turi turtingg instrumentarijy pasakojimo tvarkai literatiiros kariniuose nagrinéti,
ta¢iau pirmieji bandymai jj taikyti teatrui rayty kiriniy analizéje pasirodé tik
paskutiniame XX a. deSimtmetyje. Paradoksalu, taciau svarbiis naratyvo erdvés
konstravimo principai nesulauké naratology démesio ir neturi adekvaciy meto-
dologiniy jrankiy.

Todél Sios disertacijos dalies tikslas — pritaikyti naratyvo laiko tyrimo priemones
dramos kiariniams nagrinéti ir sukurti dramos erdvés analizés teorines prieigas.
Darbo skyrius sudarytas i$ dviejy daliy: 1) pasakojimo tvarka sudaranciy analepsiy,
prolepsiy ir elipsiy pristatymo, jy smulkesnés klasifikacijos ir taikymo dramos
laiko analizéje; 2) erdvés konstravimo principy, apimanciy erdvélaikio kirimo
priemones, pasitelkiancias diegetinj, mimetinj ir misryjj pasakojimo badus. Darbo
autoreé i$skiria ir jvardija alternatyvius erdvés kiirimo badus, kurie atskleidzZia, kaip
jvairiai, pasitelkdami visas naratyvumo galimybes, Siuolaikiniai dramaturgai kuria
naratyvo aplinkybes. Be to, suvokdama tokio tyrimo naujuma, ji palieka teorines
jzvalgas atviras sistemingesniam ir nuoseklesniam papildymui.

5.1. Laiko konstravimo principai: analepsés ir prolepsés apibréztys
G. Genetteo teigimu, kiekviename pasakojime susiduria trys laiko plotmés — isto-
rijos (pasakojamy jvykiy), paties pasakojimo (sakytinio ar rasytinio diskurso, per
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kurj atskleidziami jvykiai), pasakojimo veiksmo, arba naracijos (pasakojamojo
diskurso karimo, situacijos, kurioje bylojamas pasakojimas). Proza nagrinéjanciy
naratology teigimu, ne kiekviename pasakojime galima fiksuoti pasakojimo akta
(daznai jis tik numanomas), todél, atliekant laiko analize, pagrista G. Genetteo
naratologija, sitiloma analizuoti dviejy plotmiy - istorijos (pasakojamy jvykiy) ir
pasakojimo (jvykiy iSdéstymo tekste) — santykius.

Gramatigkai veiksmus i$reiskia veiksmazodis, todél pasakojimo analizei
pranciizy naratologas pasirenka pagrindines veiksmazodzio kategorijas: laiko,
nuosakos (modalumo) ir veiksmazodzio rasies (veikiamosios / neveikiamosios).
Laikinéje pasakojimo analizéje jam svarbiausia tai, kaip, kokia tvarka, apimtimi,
tempu pasakojimas pateikia istorijg (jvykius, nuotykius).

Nuoroda j praéjusj arba ankstesnj jvykj (jvykius) pasakojamos dabarties atzvil-
giu naratologijoje vadinama analepse. Kitose pasakojimo teorijose tai vadinama
retrospekcija arba praeities intarpu, Zvilgsniu j praeitj. ISankstiné nuoroda | ateitj
arba vélesnio jvykio iSankstinis papasakojimas, jo uzuomina pasakojamos dabar-
ties atzvilgiu vadinama prolepse. G. Genetteo teorijg pristatanti ir lietuviy prozos
analizei taikanti N. Ker$yté pastebi, kad kitose naratyvo teorijose ji dar gali bati
vadinama anticipacija, ateities intarpu, prospekcija ar Zvilgsniu j ateitj.

Naratologijoje analepsés ir prolepsés skirstomos j tokias pagrindines priespriesy
poras: 1) objektyvioji (pasakotojo) ir subjektyvioji (veikéjo) analepsé ar prolepsé;
2) iSoriné, vidiné ir misrioji analepsé ar prolepsé; 3) daliné iSoriné ir pilnoji iSoriné
analepsé ar prolepsé; 4) kartojamoji vidiné ir uzpildomoji vidiné analepsé ar pro-
lepsé; 5) heterodiegetiné ir homodiegetiné analepsé ar prolepsé.

Subjektyvioji ir objektyvioji analepsé ar prolepsé skiriamos atsizvelgiant | tai,
kieno (veikéjo ar pasakotojo) pozitirj jos ireiskia arba kas (veikéjas ar pasakotojas)
retrospektyviai sugrjzta atgal j praeitj ar uzbéga j priekj. N. Kersyté dél subjekty-
vumo-objektyvumo skirties kriterijaus problemiskumo sitlo vartoti G. Genetteo
minimas paralelines savokas: veikéjo analepsé ar prolepsé ir pasakotojo analepsé ar
prolepsé. Pagal analepsés laikinj nuotolj pirminio pasakojimo atzvilgiu i$skiriami
trys analepsés tipai: iSoriné, vidiné analepsé ir misrioji analepsé.

ISorine analepse vadinama tokia anachronija, kurios laikinis nuotolis perzengia
pirminio pasakojimo ribas ir lieka uz jy. Pilnoji iSoriné analepsé baigiasi ties pirmi-
nio pasakojimo pradzia, nesudarydama jspadzio, kad esama testinumo tarp dviejy
istorijos segmenty. Misrioji iSoriné analepsé prasideda uz pirminio pasakojimo
riby ($iuo pozitriu ji panasi j iSoring analepse), bet baigiasi pirminio pasakojimo
viduje ($iuo pozitriu ji panasi i viding analepse). Dazniausiai misrioji analepsé
baigiasi ties tuo ,,dabarties“ momentu, kuriuo prasidéjo anachroninis nukrypimas
i praeitj — taip ji sugrjzta j savo iSeities taska. MiSriyjy analepsiy panaudojimas
ypa¢ badingas pjeséms ,,Isvarymas® (M. Ivaskevicius), ,,Mergaité, kurios bijojo
Dievas“ (G. Grajauskas), ,,Katinas Temzéje“ (A. Anra, 2003).

Vidiné anachronija yra tokia analepsé, kuri prasideda ir uzsibaigia pirminio
pasakojimo ,viduje® Ji dar skirstoma j kartojamgjqg ir uzpildomgjg. Kartojamoji
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vidiné analepsé (arba priminimas, retrospekcija) pakartoja tai, kas jau buvo papa-
sakota pirminiame pasakojime (S. Stridsberg ,,Svajoniy fakultetas®, 2009).

Kartojamoji prolepsé pasirodo trumpos uzuominos pavidalu: ji i§ anksto nurodo
jvyki, kuris atéjus laikui bus papasakotas nuosekliai. Panasiai kaip kartojamosios
analepsés atlieka priminimo funkcijg, kartojamosios prolepsés atlieka isankstinés
pastabos, arba anonso, funkcija (L. Jenkin ,,Salies daktaras, 1999).

Siuolaikinés dramos naratyvuose kartojamyjy prolepsiy vartojimas néra
jprastas. Gal todél, kad tokiu atveju naratorius visame karinyje apsiima globéjo,
skaitytojo lydétojo vaidmenj. Todél toks pasakojimas jmanomas nebent autodie-
getiniam naratoriui, kuris visg laikg nepalieka naratyvo.

Uzpildomosios vidinés analepsés budingos detektyvinio tipo dramoms, kuriose
yra svarbu palengva i$siaiskinti nusikaltélj ir nustatyti nusikaltimo aplinkybes
(M. McDonagho dramoje ,,Pagalvinis®).

Kai pasakojimo segmentas neatitinka kokios nors istorijos trukmés, galima
kalbéti apie elipse. Anot N. Kersytés, aptariant $ig priemone svarbiausia — praleistas
(nepapasakotas) laikas, todél reikia nustatyti, ar praleista trukmé nurodyta, ar ne.
Praleista laiko trukmé gali bati paminéta (T. Dorstas ,,A$, Fojerbachas®) arba tik
suponuojama (S. Ruhl ,,Svariis namai‘, 2006). Atsizvelgiant j tai, elipsés skirstomos
i impliciting, ekspliciting, hipoteting, apibréztgjq ir neapibréztgjq elipses.

Sulaikant tam tikra informacija, taip glaudziai susijusia su skaitytojo / Zitirovo
nuomone apie veikéja, manipuliuojama ne tiek juo paciu (jis irgi yra vienas is
naratoriy), kiek suvokéju — nuo jo slepiamos ir atskleidziamos tam tikros informa-
cijos dozés, kurios padeda ilaikyti ir skatinti intrigg. Laiko kaita pjesés naratyve
pasitelkiama ir veikéjo psichinei biisenai identifikuoti.

5.2. Erdvés konstravimo principai

Pjesés erdvés kuriamos mikrogeografijos kontarai pradéti brézti jau nuo antikos
laiky, o daugiapolis sceny vaizdavimas iSpopuliaréjo viduramziy dramose, kurios
atliekamos skirtinguose keliaujanc¢iuose vezimuose.

Epinéje dramoje erdvés nestabilumas ir nuolatiné jos kaita yra jprasta socialiai
koncentruotai istorijai, kuri juda nuo individualaus naratyvo iki istorijos ar meta-
fizikos lygmeny. Pavyzdziui, B. Brechto pjesiy veikéjai patys susikuria aplinka, nes
ja i$vaidina ir nupasakoja. Taigi erdvé keiciama ne scenoje, o suvokéjy mintyse,
lavinant fantazija ir vaizduote.

XX a. dramaturgija transformuoja erdve pries$ingai dinamiska geografija ap-
répiantiems kino principams: didéjantis scenos statiSkumas tapo atsaku hiperak-
tyviam judancdiam paveiksléliui. XXI a. drama, apimdama ankstesnes tradicijas ir
jas laisvai interpretuodama, kuria savo erdve.

Paulo Cobley’aus teigimu (2001), erdveés pasirinkimui turi jtakos siuzetas, taciau
budas, kuriuo erdvé su juo susieta, priklauso nuo naratyvo. Darbo autoré pastebi,
kad pagrindinés dramos erdvélaikio kiirimo priemonés yra: a) remarkomis nuro-
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doma erdvé ir laikas (tiksli vieta, interjeras ir pan.); b) j veikéjy kalbg jterpiamos
laiko ir vietos nuorodos.

Pirmoji erdvés karimo priemoné - scenografija, $viesomis ir garsais kuriama
erdvé scenoje i$reiskiama mimetiniu biidu ir priklauso teatro sriciai, todél i$samiau
nenagrinéjama dél isskirtinio $io darbo démesio dramai, taciau atsizvelgiama j
remarkomis i$reikstos erdvés pobudj (kaip dramaturgai jvardija erdve, lokacijas
ir t. t.). Antrasis badas - nusakymas zodziais — priskiriamas diegetiniam pasa-
kojimo biidui. Reikia nepamirsti, kad naudodami jvairias naratyvo konstravimo
priemones dramaturgai pasitelkia ir misryjj pasakojimo bada. Misriuoju pasako-
jimo biidu darbo autoré vadina mimetinio ir diegetinio pasakojimo budy sinteze,
kuri i$ tiesy nuo antikos laiky buvo pati populiariausia (R. Lindberg ,,Diena, kai
miré Denas® 2008; D. Loher ,,Ruzvelto aiksté®, 2004; M. Ravenhill ,,Baseinas (be
vandens)®, 2006).

Siuolaikinés dramaturgijos erdvés ypatybé — remarkos perkeliamos j veikéjy
iSreiskiama pjesés teksta, kitaip tariant, mimetiné reprezentacija pakei¢iama diegeti-
ne. Tai gali salygoti kelios priezastys: pirmiausia, aktuali $iuolaikinés dramaturgijos
tendencija, kuri pasireiskia, kai remarkos pjeséje apskritai neberasomos, nebent
tiksliai nupasakojamy aplinkybiy reikalauty dramos zanras (nataralistiné ar realis-
tiné pjesé ir pan.). Antroji priezastis — dramaturgo noras kontroliuoti rezisieriaus
pasirinkimus ir kuo tiksliau perteikti aplinkybes. ] tiesiogine veikéjy kalba jterptos
deiksés garantuoja, kad vieta ir laikas isliks tie patys, o pjesés remarkose surasyty
aplinkybiy gali bati nepaisoma. Be to, pagrindine tokiy aplinkybiy jterpimo
priezastimi galéty buti scenografijos ekonomija bei teatro reformy jtaka. Daznai
spektakliai vaidinami be jokiy dekoracijy arba su minimalistinémis dekoracijomis,
taigi vaizdo projekcijos arba naratoriskas erdvés ir laiko nupasakojimas padeda
sukurti erdve efektyviai ir minimaliomis priemonémis, kitaip tariant, ji kuriama
diegetinio pasakojimo budu.

Taciau reikia nepamirsti, kad naratologijos metodologijos pasitlyti bei darbo
autorés papildyti mimetinis, diegetinis bei misrusis pasakojimo budai neapima
visy dramaturgijos erdvés kiirimo galimybiy.

Literattros ir meno tyrinéjimo metodologijos (fenomenologija, psichoana-
lizé, hermeneutika) taiko ir kitokias erdvés klasifikacijas. Pavyzdziui, dramos
tyrinétojas S. Watersas i$skiria tokias pagrindines erdvés prie$priesy asis dramos
kariniuose:

1) Viesa / privatu erdvés adys skiriasi socialine reik§me. Privaciose erdvése
vykstan¢iame veiksme pabréziamas atsiribojimas nuo socialinio Surmulio, o vie$y
erdviy veiksmas slopina individg ir jo jausmus. Tac¢iau XXI a. tokia takoskyra ne-
béra tinkama, nes jos esminius principus sugriové atsiradusios interneto prieigos,
socialiniais tinklais sujungiancios vie$as ir privacias erdves (Tuomas Timonen

»Megan istorija“, 2010); 2) Sceniné / uz scenos esanti erdvé — anga ar durys, pro
kurias jeina ar iSeina veikéjai, yra viena stipriausiy priemoniy, manipuliuojanciy
suvokéjo fantazija, nes $i prieSpriesa atspindi santykj tarp to, ka galima matyti,
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ir to, ka galima jsivaizduoti (I. Stundzytés ,,Antigoné — ne mitas®); 3) Atvira /
uzdara erdve. Sig a3j nustato tai, ar erdvé naudojama pagal paskirt]. Siuolaikiniai
dramaturgai mégsta lauzyti taisykles (seksualiniai Zaidimai nejprastose vietose,
kapinés lankomos per pasivaik$¢iojimus (D. Loher ,,Ruzvelto aiksté“), laidotuviy
ceremonija cirke (G. Labanauskaités ,,Circus®, 2010) ir pan. S. Waterso teigimu, $is
vietos paskirties nepaisymas skiria dramg nuo kino - filmas tiesiogine dokumen-
tuojancia akimi parodo vietas, kurios i$ karto priskiriamos tam tikrai funkcijai, o
teatro vietos yra atviresnés, nes jos neatskleidziamos i§ anksto ir taip skatina viety
potencialg eksperimentams ir naujiems potyriams.

Dramaturgai, jvertindami erdvés galimybe ne tik bati aplinkybe, bet ir kurti
kitas aplinkybes, kurioms turi jtakos veiksmo vietos, taiko dar jvairesnes stra-
tegijas ne tik erdvei atskleisti, bet ir dramos naratyvo simboliniam lygmeniui
jvirtinti. Darbo autoré pastebéjo dar kelis alternatyvius erdvés karimo budus -
metaforiskos / realios erdvés traktuoteés priespriesq, erdvés architektonikos paraleliy
taikymg dramos struktiiroje ir erdveés takumg, kuriam buadingas nenutrikstamas
transformacijos procesas.

Metaforiné erdvés traktuoté sukuria interpretacijai atvirg erdvés jspadj. Jprastai
tokios erdvés pasitelkiamos tam tikroms basenoms ar situacijoms atskleisti — sap-
nams, vizijoms, haliucinacijoms ar momentams i$ skirtingo laikotarpio (pavyzdziui,
tolimos praeities). Nekonkreti, abstrakti erdvé sudaro kitos dimensijos negu ,,¢ia ir
dabar jspadj. Todél analizuoty dramaturgy kariniai (I. Vyrypajevo ,,Batis Nr. 2
L. S. Cerniauskaités ,,Blyksnis po vasaros vandeniu®, 2004) tuo ir ypatingi, kad me-
taforigka principg taiko esamai situacijai — ne kaip deviacijg nuo jprastos normos,
o kaip atskira, originalig ir savita forma, aprépiancia visa pjese ir suteikianciag tam
tikra koda dramos naratyvo struktaros suvokimui.

Be to, dramaturgai erdvés architektoninj modelj pritaiko visai dramai (D. Loher

»Ruzvelto aiksté, S. Ruhl ,,Svartis namai“). M. Ivagkeviciaus pjeséje ,,I§varymas*
erdvé atitinka visos pjesés struktiirg ir sustiprina jos cikliskuma: Londono vietos,
kuriose gyvena ar dirba Benas, atitinka jo statusg skirtingais gyvenimo periodais
(taigi geografiné horizontalé sukuria jo statuso vertikale socialiniu aspektu); vo-
kie¢iy dramaturgé D. Loher pjeséje ,,Ruzvelto aiksté“ brézia ta patj (tik vis i$ kitos
perspektyvos) aikstés zemélapj, manipuliuoja suvokéjo emocijomis, suteikdama
tai bauginanti, tai ironiSkai komiska aikstés paveiksla.

Erdvés takumas atsirado kaip reakcija j rizominj internetinés erdvés daugi,
kuris reikalauja atskiro tyrimo. J. H. Khemiri ,Invazija!“ ar I. Vyrypajevo ,,Butis
Nr. 2“ atvejais veikéjy kalba ne pristato pasaulj, o veikiau yra patiriama kaip spastai,
zaidimas, sialantis naujas zodzio ir pasaulio taisykles. Akivaizdu, erdvé tampa
suvokiama kaip kompiuterio ekrane ar dramos tekste telpanti begalybé, kurioje
jmanoma nars$yti ir komunikuoti su kitais Zmonémis nepaisant geografiniy ats-
tumy. Sis salygiskumas transformuoja erdvés suvokima ir didina jos kaitos greitj
$iuolaikinéje dramoje.
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ISVADOS

XXT a. akivaizdziai pasikeité dramaturgy poziQris j naratyva ir jo konstravimo
priemones. Siuolaikiniai dramaturgai sieja tradicine ir naujg poetika, naujus ir
senus dramatinius i$raiskos badus.

1. Dominuojantis dabartiniy pjesiy naratyvas yra hibridinis, pabréziantis
dramaturginiy strategijy sujungimo ir $altiniy pasirinkimo problematikg. Kuriami
unikalas fikciniai pasauliai, stebinantys arba $okiruojantys auditorija, kylantys i$
jvairiausiy dokumentiniy, skaitmeniniy ir internetiniy $altiniy (internetiniy blogy,
wikipedijos, reklamos, pazin¢iy skelbimy laikrasc¢iuose ir pan.).

Siuolaikiniai dramaturgai kuria atviros formos drama. Dramos pasakojamos ne
tik mimetiniu budu, kuriam pasakotojas nereikalingas, nes naratyvas pateikiamas
tiesiogiai, bet ir diegetiniu, epiniu budu, kuriam naratorius yra butinas ir svarbus
pateikiant fabulg. Diegetinis pasakojimo btudas tampa tendencija.

2. Naratorius ne tik pasakoja istorija: jis ja pateikia tam tikru badu, pasirink-
damas naratyvo pasakojimo buda, sudéliodamas jvykiy seka, laiko ir vietos aplin-
kybes, taigi - i§ esmés suformuodamas naratyva.

Naratoriaus tipas — ar tai btity homodiegetinis, ar autodiegetinis, ar heterodie-
getinis naratorius — retai kada islieka pastovus. Nagrinétuose pavyzdziuose $i rolé
kei¢iama ne tik asmeniniais jvardziais, nurodanciais j pirmo, antro, arba tre¢io
asmens kalbétoja, bet ir laikinj artumg arba atstumg Zyminciais prieveiksmiais,
performatyviais pasakymais ir pan.

Per kalbg jsteigtos tapatybés dramose yra kuriamos santykio su kitais veike-
jais budu. Kartais tai néra tikroji naratoriaus tapatybé, o tik tam tikroje buisenoje
apsiimtas naratoriaus vaidmuo. Dazniausiai dramoje pasitaiko tokie naratoriaus
vaidmenys: jréminantis pasakojimu visa pjes¢; sujungiantis scenas; paaiskinantis
istorijos eiga arba aplinkybes; pristatantis situacijg ar kitus veikéjus. Kiekviename
pasakojime, kuriame pasitelkiamas naratorius, esama drama netiesiogiai aiski-
nan¢iy ar papildandiy istorijy. Kartais naratoriaus instancija sukuriama tam, kad,
duodama skaitytojui ranka, nuvesty jj dar klaidesniais siuzeto vingiais, nei kad
buvo manoma i§ pradziy.

Naratoriui tapus nepatikimu informacijos $altiniu, technologiné jo prigimtis
atrodo patikimesné, nes ji sukuria nesaliSkumo iliuzija, per ja pristatomos jvairesnés
perspektyvos (telefoniniy pokalbiy, autoatsakikliy, vaizdo grotuvy, kompiuterio
ekrany - pokalbiy Skype ir t. t. kuriami pasakojimai).

Naratyvo adresatas reikalingas pasakojimo intymumui sukurti ir autoriaus
pozicijai, perspektyvai i§reiksti, ta¢iau dramaturgai kartais panaikina naratoriaus
adresatg, taip iSrySkindami suponuojamo adresato arba skaitytojo role. Panaiki-
nus tarpininkg tarp pasakotojo ir tikrojo adresato, sukuriamas ne intymumo ir
nuosirdumo, o priesingai — rasymo konstrukcijos atskleidimo jspadis, atstumas
tarp veikéjo pasakotojo ir jo adresato yra didinamas. Kitaip tariant, atsiduriama
diskurso lygmenyje, kuriam ypac svarbus eksperimentavimas kalba ir struktiira.
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3. Naratyvo kalbos ir jos organizavimo priemoniy tyrimas atskleidé, kad ku-
riamos jvairios kalbos akty kombinacijos, kurios, priklausomai nuo kalbos akty
derinio, paryskina situacijos absurdi$kumga arba tragizma.

+ Siuolaikingje dramaturgijoje démesys sukoncentruojamas j naracijos aktg.
I$gryninta kalba, supaprastintas veikéjy bendravimas, atkreipiantis démesj j
kalbos forma, o ne turinj skatina labiau pasitikéti emociniu ir intelektualiniu lin-
gvistiniu zaidimu nei logiskai sukonstruotais tekstais. Kalbinés, o ne dramatinés
situacijos vis dazniau paveikia naratyvo formavima, nes labiau akcentuojamas
ne fizinis, o verbalinis veiksmas — pasakymo aktas ir jo pasekmés.

« Siuolaikinéje dramaturgijoje keiciasi monology tipai, o jy grynoji funkcija
retai taikoma. Techninio monologo referentiné funkcija yra tiesiogiai susi-
jusi su manipuliacija ir nebatinai persiunciama i§ patikimo $altinio. Lyrinis
monologas islieka poetine kalbos funkcijg palaikanciose dramose, taciau
$iuolaikiniame pasaulyje tai skamba labai nejprastai ir nenattraliai, todél
net ir jo jterpimo atveju parenkamos palankios aplinkybés. Refleksyvieji
monologai yra taikomi retai, nes jie atskleidzia tikruosius veikéjo sumanymus
ir planus. Siuolaikinéje dramaturgijoje monologas steigia tiesioginj santykj
tarp kalbétojo ir adresato, t. y. auditorijos arba skaitytojo.

o Dramy dialoguose prasmingas susikalbéjimas nunyksta, nes nebéra bendry
transcendentiniy prasmés centry. Kartu nyksta natirali kalba kaip kokybinio su-
sikalbéjimo terpé, o ja keicia jvairtis technologijos signalai ir sutartiniai zenklai.

+ Siuolaikinéje dramaturgijoje ne visada jmanoma nustatyti veikéjy skaiciy —
dramaturgai sitilo visiska teksto skirstymo laisve ir nenurodo dramos dalyviy
kiekio. Taip pokalbio tekstas jgauna dialogiskumo savybiy, interaktyvy santykj
tarp pjesés balsy, kurie suformuoja pjes¢ kaip atradimo veiksma. Dialogis-
kumas yra vienas esminiy naujos dramaturgijos konstravimo principy ir gali
bati aptinkamas netradicinése dialogo ar polilogo formose.

Polilogas — svarbi Siuolaikinés dramaturgijos veikéjy kalbéjimo struktaravimo
priemoné, atverianti netikétas perspektyvas ir jrodanti, kad dramos galimybés
néra baigtinés.

4. Informacijos perteikimo, apkalby, juoky, sapny ir fantazijy epizody dramose
tyrimo metu paaiskéjo, kad jy vaidmuo pjesése yra reik§mingas personazams ir
naratyvo plétotei.

o Apkalbos pjesése suteikia ironiska perspektyva. Be to, fikcinio ir realybés
lygmeny mai$yma galima jvardyti kaip dramaturgine strategija, pasirinkta
tam, kad buty patogiau atskleisti pjesés pjeséje struktiirg. Apkalbos minimos
ne epizodigkai, bet jos tampa arba struktiruojancia visg pasakojimg dalimi,
arba autoriaus perspektyvos perteikéju.

o Informacijos perteikimo naratyviniy epizody, kaip ir apkalby epizody, funkcija
yra supazindinti personazus ir publika su nauja informacija. Abiem - ap-
kalby ir ziniy perteikimo - atvejais tokia funkcija leidzia publikai labiau
susitapatinti su veiksmu scenoje. XXI amziuje tokio pobudzio naujienos
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yra perteikiamos radijo ar televizijos praneséjo pagalba, taip dramos jvykius
priartinant prie kasdien medijy transliuojamy ziniy modelio. Sykiu tradicinio
$auklio ar choro pakeitimas technologinés instancijos naratoriumi pastarajam
suteiké patikimumo jspudj.

o Sapny epizodai naudojami radikaliam dramos geografinés ir laikinés topogra-
fijos pakeitimui. Tokio pobtidzio sceny sujungimas yra badingas kinui, nes
butent filmuose montazo principu galima keisti erdves, veikéjo apranga ir t. t.,
pasiliekant sapna kaip liepta, perkeliantj i skirtingus filmy epizodus. Sapno na-
ratyviniai epizodai $iuolaikinése dramose pasitelkiami tam, kad bty galima
atskleisti tai, kas paprastai neparodoma iSorinémis priemonémis - intuicija,
nuogastavimg, slopinama geisma, uzgniauzta pyktj ar neapykantg. Dramatur-
gai sapny pasakojimais i$reiskia pasakotojo psichine bukle. Vietoj paprastes-
nés busenos israiskos ar zinutés prane$imo pasirinkta sapno forma suteikia
mistiskumo, poetiskumo, daugiaprasmiskumo elementy. Nepaisant to, kad
laiko aplinkybés daznai i$mainomos j emocines ar atmosferines smulkmenas,
i$ tiesy tradicinis sapno naratyvas turi tokig jvykiy seka ir struktiirg, kuri, net
ir bidama nelinijing, leidzia atpazinti istorijg ir susidélioti siuzeta.

o Juoky naratyviniai epizodai yra apgaulingi savo panasumu j realias istorijas,
taciau juos galima atskirti pagal nenatdralig, anekdotams bidingg atomazga.
Juokelis gali buti pasitelktas ne tik komunikacinés funkcijos palaikymui - nea-
titinkantis adresato buisenos juokelis gali i§provokuoti konfliktine situacija.

« Ties samonés / pasamoneés riba balansuojanciuose fantazijos pasakojimuose
labiau pasitikima juslémis nei logika. Peripetija daznai jvyksta ne pasako-
jimo struktaros viduje (kaip jvykiy linijos pasikeitimas), o i$oréje - kaip
fantazijos pasakotojo ar klausytojo suvokimas (atpazinimas), kad fantazijos
i$sipildymas néra jmanomas. Taigi fantazijy pasakojimai yra konstruojami
pagal ,suprantamo melo“ modelj. Toks akivaizdus rasytojy manipuliavimas
fantazijos pasakojimy ne/patikimumu leidzia pazvelgti j personazy samonés
busenas, praéjusias istorijas ir esamus santykius bei gali tapti pagrindine
visos pjesés tema. Be to, fantazijos naratyvai yra naudingi pjesés nuotaikos
karimui, veikéjy troskimy atskleidimui ir vaizduotés skatinimui, praple¢iant
realius laiko ir erdvés rémus.

« Apibendrinant ketvirtg skyriy, galima teigti, kad $iuolaikiniy mazyjy naratyvy
struktara iSlieka tokia pati, kaip ir klasikiniuose didZiuosiuose naratyvuose:
glausta ekspozicija (trumpas veikéjy ir aplinkybiy pristatymas), kulminacija
(jtampos arba intrigos sukiirimas), atomazga (konflikto i$sprendimas). Ta-
¢iau dramos naratyvo chronologija yra pakitusi, nes suardomi laiko ir vietos
vienovés principai.

5. Siuolaikinéje dramoje, kaip ir $iuolaikinéje prozoje, siekiama ne papasakoti

istorija, o papasakoti apie patj pasakojima.

 Naujojoje dramaturgijoje galimos jvairios pasakojimo laiko ir laiko, apie kurj
pasakojama, paties pasakojimo veiksmo ir pasakojamuyjy jvykiy kombinacijos.
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Svarbiu naratyvo konstravimo principu tampa dvi persidengiancios laiko
plotmés: reali naracijos proceso trukmeé (t. y. istorijos pasakojimo laikas,
kurio tékmé yra jauc¢iama) ir fiktyvus naratyve vaizduojamy jvykiy laikas,
buves kazkada praeityje.

Analepsés ir elipsés naratyvo konstravimui pasirenkamos tam, kad padéty
atskleisti personazo charakterj, jo tapatybe, vertybes, baimes, gyvenimo
prasmés ieskojimo kelig. Tuo tarpu prolepsiy, nurodanciy ateities laika,
beveik nepasitaiko, nes ateitis $iuolaikinei dramai neegzistuoja. Be to,
skirtingy naratyvo konstravimo priemoniy - analepsiy, prolepsiy, elipsiy —
naudojimas daznai grindZiamas ne priezastiniais rysiais, o vidine pjesés
logika, pjesés naratyvy ir naratyvinius epizodus pateikiancia kaip zaidima,
kurio taisyklémis sekdamas ZiGrovas gali susidélioti savo i$vadas.
Siuolaikinéje dramaturgijoje transformuojama erdvé ir eksperimentuojama
su kra$tutinémis jos biisenomis - statiSkumu vs greita erdviy kaita. Erdvé
kuriama kaip procesas, o ne rezultatas. Naikinama laiko ir vietos vienové
jungiama bevietiSkumo principu. Veiksmas galéty vykti bet kur, visikai
atspindédamas globalizacijos désnius realiame pasaulyje — miestai, butai,
kambariai, vieSosios jstaigos paliekamos be konkre¢iy detaliy ar jvardijimy,
minimalizuojant pjesiy remarkas arba jy visai atsisakant ir taip aktyvinant
naratoriaus metadiegetine funkcija. Toks viety abstrahavimas i$reiskiamas
keliais esminiais principais — metonimisku (per dalj atskleidZziama visuma),
metafori$ku (kai erdvés modelis taikomas visam dramos modeliui) ir kitais
principais. Nuo pasirinkto erdvés kiirimo biido — mimetinio, diegetinio ar
misriojo — priklauso jos atskleidimo ir jtvirtinimo galimybés. Mimetinis
budas salygoja didziausig erdvés kirimo atsakomybés suteikima reZisieriui
ir scenografui, diegetinis erdvés kiirimo budas suteikia didziausia laisve
dramaturgo fantazijai, nebegalvojant, kaip tai reikéty jgyvendinti scenoje,
ir salygoja kontroliuojama erdvés pateikimo rezultata, o misrusis erdvés
karimo btidas yra atviras jvairioms erdvés konstravimo strategijoms.
Pasitelkus naratologijos jrankius ir i$nagrinéjus pagrindinius naratyvo kons-
travimo principus (laiko ir erdvés principus, naratoriaus tipus ir jo vaidmens
kaitg $iuolaikinéje dramaturgijoje, naratyviniy epizody dramoje tipus), gali-
ma teigti, kad dramos naratyvas néra paprastesnis uz kity Zanry naratyvines
formas. Kritikai, kalbédami apie naujaja dramg, vis dazniau vartoja ,,Zanry
hibridizacijos“ sgvoka, nes $iuolaikinei dramai biidingas siuzetiniy linijy
i$skaidymas, polifoniskumas, dialogiskumas, intertekstualumas, identiteto
fragmentacijos, kalbos susvetiméjimo ir paties teksto svarstymas.

34



INTRODUCTION

The theme of the dissertation “The Principles of Narrative Construction in Con-
temporary Dramaturgy” was inspired by scientific provocation (there has been no
comprehensive narratological research conducted into the creation of narrative in
plays until now) and personal interest (the author of the present scientific paper is
a playwright; therefore, the narratives of contemporary dramaturgy and the ways
of their expression are urgent in terms of professional considerations).

The object of the dissertation — contemporary dramaturgy written at the end of
the 20th and beginning of the 21st century and its narrative construction principles.
In the present scientific work, narrative is conceived as a way of giving an account
of one or several events, thus presenting the order of developing a story.

The application of narrative theory in analysing dramaturgy was impeded by
critics maintaining that the essence of plays is inextricably entwined with the stage,
i.e. in the realisation of plays the latter bears more significance than the written
material, for it is treated not as a separate piece of art, but a scenario written for a
performance. As it is sought to encompass a multifaceted field of constructing a
narrative in plays, the analysis of theatrical narrative has not been performed due
to the limited scope of the work. The period of the present scientific research is
special in a way that it is the period reflecting the state of transformation of plays,
their transition from the drama-centred existence to that of postdramatic, wherein
playwrights are creating a complex narrative.

The aim of the research work is to define the principles of narrative construc-
tion and its types: to examine the narrator and the transformations of his role,
the influence of language in creating a narrative, the narrative episodes (jokes,
transmission of information, dream tellings, fantasies), the time-space structure
of dramatic plays, as well.

This aim has formed the following tasks:

1) to investigate a broad field of classical and contemporary narrative, to es-

tablish proper theoretical tools for the analysis of plays — the ones it lacks;

2) to create the theoretical methodological basis that can be applied in research-
ing plays;

3) toanalyse the examples of Lithuanian and foreign contemporary dramaturgy
and determine the fundamental principles of narrative construction;

4) to systematise the principles of narrative construction that predominate in
contemporary dramaturgy;

5) to offer the theoretical basis that would allow examining the newest pieces
of dramaturgy;

6) to expand, on the basis of Lithuanian and foreign plays, the degree of tra-
ditional attitude towards drama, when experimentation conducted in the
field of narrative is perceived not as a dramaturgical flaw, but as the strategy
consciously applied by a playwright.
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Topicality and novelty of the scientific work. The questions related to nar-
rative theory of plays are being considered fairly fragmentarily in Lithuania,
while Nijolé Ker$yté, Biruté Merzvinskaité and Dainius Vaitiekiinas presenting
in Lithuania the works of theorists (especially — French) in narratology focus on
the genre of prose. The guidelines for drama narrative theory and its analysis are
introduced in Nomeda Satkauskiené’s dissertation “The Peculiarities of Drama
Text Circulation: Alternation of Theoretical Paradigms and Their Analysis” (2002).
It describes general principles of the analysis of drama narrative: the level of
drama discourse, the narrator’s role in drama, speech acts and deconstruction of
drama composition, thus referring to the drama “P. S. Case. O. K by S. Parulskis
as a pattern. N. Satkauskiené casts light on the circulation of drama text through
general alternation of theoretical paradigms wherein drama narrative is only one
of research objects.

The entrenched stereotype that has faced negative outcomes states that drama
is undeserving of narrative research, for its narration is oversimplified. Neither
abroad nor in Lithuania is there any scientific study that would thoroughly de-
scribe, systematise or interpret specific features, laws and development of drama
narrative. Although there has been enough of scientific literature describing the
application of narratological techniques, it only touches upon prose and cinema
narratives; there is no literature specifically intended for contemporary drama nar-
rative. In the Journal of Narrative Theory regularly published at Eastern Michigan
University since 1971, the research on drama is fragmentary: generally the works
of one selected playwright, the aspects of his/her narrative under creation are
analysed in the articles.

In the foreign academic context, narratologists either investigate a certain facet
of narrative or overview the various principles of narrative construction from a
semiotic perspective. In the first case, Hugo Bowles’s book “Storytelling and Drama:
Exploring Narrative Episodes in Plays” (2010) examines narrative episodes in the
twentieth-century dramaturgy; however, there is a certain lack of explicitness of
concepts. For instance, the concepts of narrative and story are used by the author
of the book as synonyms although a narrative is the way by which a story is being
created and narrated. The chapter on short stories, which was divided into the
subchapter on gossip, transmission of information, dream tellings and reminis-
cences, urged the author of the present scientific work to devote one chapter to
narrative episodes wherein H. Bowles’s classification is restructured: “short stories’
are treated as synonyms to short narratives (as narrative can comprise different
stories or narrative episodes). Dividing narrative episodes according to the content,
but not form, H. Bowles integrates reminiscences into the same group although
they are virtually a form of storytelling, not only the content (dream tellings, the
transmission of information and fantasies can be presented as reminiscences), and
therefore the author of the present scientific paper describes them in Chapter on
analepses, encompassing time.

>
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In the second case, we confine ourselves mainly to the plays written by the
authors (A. Chekhov, H. Ibsen, and M. Maeterlinck) of the early 20th century.
For example, the collection of articles “Semiotics of Drama and Theatre. New
Perspectives in the Theory of Drama and Theatre” (1984) that was compiled by
Herta Schmid and Aloysius Van Kesteren or Manfred Pfister’s book “The Theory
and Analysis of Drama” (1988) took no account of works of their time. Further-
more, semiotics is acceptable to researchers as a metatheory in order to create the
fundamentals of semiotics of theatre, not drama.

The author of the present scientific work refers to time investigation meth-
odology, dedicated to researching mimetic and diegetic narrative techniques, of
French narratologist Gérard Genette’s classical narratology by adding an integrated
narrative method noticeable in contemporary drama. Also, the author names the
narrator’s functions, complements and restructures H. Bowles’s scheme of nar-
rative episodes, as well as applies the research method of focalisation. Although
the time-space structures are inextricable in the context of theatrology, the study
of narratology has not devised separate theoretical tools for investigating space;
therefore, referring to personal and different insights gained by researchers across
the spectrum of drama and by theorists of narratology, the author of the work
had to create herself the methodological foundation for analysing the principles
of space construction.

The research of the dissertation focuses mainly on the principles of narra-
tive construction in the newest dramaturgy; therefore, the major and the most
significant part of scientific literature applied to conduct this research comprises
works of several recent decades. Foreign sources of literature have been selected
with reference to recommendations provided by foreign theatrologists and liter-
ary theorists, to Almanacs of contemporary dramaturgy, to drama festivals where
the author of the work participated as a playwright and observer. A three-month
internship of the Erasmus Exchange Programme in the winter of 2012 in London
provided a unique opportunity for getting acquainted with theoretical sources of
drama research and latest dramatic plays.

The trends of narrative construction in contemporary dramaturgy are
examined in analysing more than one hundred contemporary works of play-
wrights (Dea Loher, Martin Crimp, Mark Ravenhill, Caryl Churchill, Sarah Ruhl,
Suzan-Lori Parks, Len Jenkin, Sarah Kane and others). In their works, the writers
apply the various strategies of writing plays. The texts analysed in the dissertation
are conceived as a general totality of narration and thoughts wherein special at-
tention is placed on the character’s speech expression and its forms. Understand-
ing that it is important to examine the latest pieces of Lithuanian dramaturgy
and compare them with the trends of foreign drama, the author of the present
scientific work analyses the texts written by contemporary playwrights (Laura
Sintija Cerniauskaité, Marius Ivagkevicius, Sigitas Parulskis, Gintaras Grajauskas,
Herkus Kuncius, Marius Macevicius, Aneta Anra and others), as well as by actors
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writing in theatre laboratories (members of the Open Circle - Justas Tertelis, Ieva
Stundzyté, Marija Korenkaité), selecting them according not only to artistic qual-
ity, but also to the criteria topical for the Lithuanian theatrical context, as well as
for the development of Lithuanian dramaturgy. Also, this work is innovative in
terms of the author’s multifaceted experience — applying the various methods in
the plays being created.

The investigation into the drama narrative construction as well as the creation
of typology of dramatic narrative broadens the traditionally acknowledged frames
of drama as a literary genre and creates the prerequisites for integrating its aspects
into a wider context of considering both literary and theatre studies. This work
is intended to uncover possible principles of narrative construction, encourage
dramatists, scholars, readers, directors to re-contemplate the expression of con-
temporary drama and its possibilities.

Research methods. Several research methods are combined in the work. The
nature of dramatic narrative and the selected aspect of its construction have con-
ditioned the fact that the most suitable for the present scientific work is the nar-
ratological method whose starting point — G. Genette’s narrative time investigation
methodology and various theories developed by his followers (Paul Cobley, Mieke
Bal, Gerald Prince). The research methods of cognitive narratology, formed by
German scholar Monika Fludernik in her book “An Introduction to Narratology”,
are also actively applied, as they help analysing the aims of applying the strategies
of drama narrative and the main addressee. While analysing the addressee of a
dramatic piece, the focus is placed on some phenomenological insights.

The research method of semiotics, having tried to turn subjective insights into
a scientific system, has been applied to systematise the form of instances under
consideration. M. Pfister’s semiotic research methodology of drama analysis is espe-
cially useful for investigating language and communication system of space, open/
closed drama and dramatis personae. Sociolinguistic narrative theory (H. Bowles,
C. P. Castagno) is convenient to examine dialogues and narrative episodes in plays;
it provides the possibility to view the language and the narrative expressed by its
means not only from the linguistic but also from the sociological perspective.

The present scientific paper puts forward the principles of narrative construction
and composition that are explicit to multifaceted theoretical methodology. For in-
stance, along with structural analysis one can additionally incorporate the methods of
visual semiotics, thematic criticism or hermeneutics into the research of constructive
level, while the level of communication is open to cultural, postcolonial or sociologi-
cal, psychoanalytic investigations. The analytic-theoretical research is based on the
examples of Lithuanian and foreign dramaturgy, demonstrating the application of
narrative theory in analysing plays and many types of narration. Partly, different
research tactics are also dictated by nature of contemporary plays (in some plays the
attention is focused on experiments in form and structure, in others a great deal of
attention is paid to the narrator, to the content of his told stories, etc.).
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Previous research on the problem. In several recent decades, the discipline
of narratology underwent changes - its scope has widened. Instead of formal and
structural analyses, the relationship between drama, its representations and specific
ideological or cultural forms is emphasised in contemporary narratology. Accord-
ing to this, every narrative requires investigating its specific structures.

Although narratology in a broad sense can be referred to as any narrative theory
until structuralist research (from Plato to Aristotle), in a narrow sense it is gener-
ally directed to as narrative theories formulated in the sixties, whose development
was very rapid. The starting point of the scientific work is narratology and drama
narrative theories of the second half of the 20th until the beginning of the 21st
century, placing greater attention to the observations and insights by G. Genette
and N. Ker$yté, who analysed G. Genette’s work. G. Genette’s “Narrative Discourse”
(1972) and continuation of the work “Narrative Discourse: Revisited” republished
and edited in France, 1983 affected the investigations held into narratology at dif-
ferent stages of development of this branch of science.

In M. Pfister’s “The Theory and Analysis of Drama” (1988), the plays are ana-
lysed from the semiotic point of view. The book examines the communication
system and its models, verbal communication, the purpose of dramatic language,
different structures of time and space. However, the theorist did not seek to create
anew system for the research of dramaturgy, but rather systematised what can be
applied to the analysis of drama and theatre; therefore, the author of the scientific
work has used semiotic insights inconsistently, while selecting theoretical starting
points applicable only to the work.

Gerald Prince, who named the “narrator’s addressee” in his book “A Dictionary
of Narrative” (1987), systematised and defined the conceptions of narratology; they
are, however, different from G. Genette’s or more modern narratologists’ works;
therefore, this dictionary is not referred to as the main source, but as one of sup-
porting means of research. American structuralist S. Chatman’s book “Story and
Discourse: Narrative Structure in Fiction and Film” (1978) proposes the founda-
tion for narrative theory wherein cinema narrative as one of the research objects
is examined, and its conception is defined anew: narrative comprises story and
discourse, when wishing to conceptualise narrative it is imperative to have the
levels of story and communication.

The theorist of cognitive narratology Monika Fludernik states in her books
“Towards a ‘Natural’ Narratology” (1996) and “An Introduction to Narratology”
(2009) that narrative has to be disengaged from the plot boundaries and defined
anew as representation of experientiality. Actions, intentions and emotions are
part of human experience that is conveyed by narrative. This experience is filtered
by consciousness; therefore, narrative is understood as subjective representation.
M. Fludernik casts new light on narrative theory, the act of storytelling, narrative
structure, speech and its representations. The scholar widens the scope of nar-
rative research by paying attention to how narrative is being constructed on the

39



metadiegetic level - through the title of a piece, public dissemination, etc. One
refers to the various methodologies in recent narratological investigations; the
innovative tools of examining prose and cinema narratives are being created and
the attention is paid to the audience’s role and its importance.

The various problems of narrative in contemporary drama have been discussed
by Lithuanian theatre critics investigating the existence of postmodern drama, such
as Jurgita StaniSkyté, Rasa Vasinauskaité, Valdas Gedgaudas, Ausra Martisiate,
Vaidas Jauniskis, Ramuné Marcinkevic¢iute, and others.

Literature and sources for the dissertation. The object of the research urges
one to analyse different scientific literature, dedicated to:

o questions of playwriting art that constructed a discourse of different drama

narrative models: Eric Bentley “The Life of Drama” (1964), Paul C. Castagno
“New Playwriting Strategies” (2012), and others;

o methodological problems that helped determine theoretical assumptions of the
analysis and structure the research methods (of pioneers in classical narratol-
ogy: Aristotle, Vladimir Propp, Claude Levi-Strauss, et al.), as well as that of
proponents — Algirdas Julius Greimas, Roland Barthes, G. Genette, M. Bal,
G. Prince, S. Chatman, Sh. Rimmon-Kenan). Also, it has been referred to
M. FluderniK’s, et al. works, nor less attention was paid to G. Genette’s work

“Narrative Discourse” (1972), which encouraged one to recoil from utterance
upon the very delivery;

o contemporary drama theories, especially to those which provide assumptions
to actualise narrative in plays: John L. Styan “The Elements of Drama” (1960),
Bernard Beckerman “Dynamics of drama: Theory and method of analysis”
(1970), Paul M. Levitt “A Structuralist Approach to the Analysis of Drama”
(1971), Martin Esslin “An Anatomy of Drama” (1977), and others;

o drama and theatre research: Richard Hornby “Script into Performance” (1995),
Keir Elam “Semiotics of Theatre and Drama” (1980), Marco De Marinis

“Semiotics of Performance” (1993), Patrice Pavis “Languages of the Stage”
(1982) and “Dictionary of the Theatre” (1998). In the Lithuanian preface
written by V. Jauniskis to Hans-Thies Lehmann’s book “Postdramatic Thea-
tre” (2010), it is spoken about innovative forms of expression, the altered
hierarchical relationship between drama and theatre, postmodern theatrical
features some of which - intertextuality, polysemy, a declining hierarchy - are
also significant to contemporary drama;

o art studies of aesthetics and philosophy, especially to the investigations
conducted into contemporary, postmodern existence: Jean Baudrillard “The
Consumer Society” (1970) and “Simulacra and Simulation” (1981), the works
by Jean-Francois Lyotard, David Harvey, John Fiske’s, John Hartley’s analysis
of television phenomenon, Brian Richardson “Plot After Postmodernism”
(2007), Arvydas Sliogeris “Postmodernism: A Philosophical Perspective”
(2009), et al;
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o Lithuanian and foreign theatrologists’ scientific and journalistic articles, inter-
views with playwrights, drama reviews, etc.;

o contemporary dramaturgy works that were written while experimenting
boldly with narrative.

The research sources are also of great importance — the process of constructing a
drama narrative has been recorded by the author herself, as well as the playwrights’
ideas both written and discussed altogether during the various dramaturgy labo-
ratories and workshops.

Defended statements:

o contemporary drama narratives are not presented by mimetic means only
(it was, for along time, regarded as an excuse of narratology proponents when
answering the question concerning the reason of plays being not incorporated
into the field of narratological investigations). Drama narrative can also be
expressed by purely diegetic (epic) or mixed means, harmonizing mimetic
and diegetic techniques;

o contemporary drama creates a complex narrative and anti-narrative which
can be researched and classified;

o drama has narrators who are more diverse than in prose texts, inasmuch as
they combine multifarious means of expression (it was thought earlier that
mimetic narrative technique did required no narrator, for the narrative was
presented explicitly without mediator).

Structure of the work. The proposed aim, tasks and selected methods condi-
tion the structure of the work. The dissertation comprises introduction, theoretical
chapter, four analytical parts, conclusions, appendices (tables and schemes), the list
of sources and references. Introduction briefly touches upon narratology research
context that is grounded by the selection of object and methodologies. In Part One

“The Concepts of Narrative and Modes of Narration” it is sought to present the main
concepts of narratology that are utilized in other chapters by the author analysing
the types of narrative. The definition of narrative, typology, differences between
story and plot, the principles of organising a story are presented, too.

In Part Two “The Narrator in Contemporary Dramaturgy”, the narrator’s
conception, his types, role and identity are described; the problem of narrator’s
verisimilitude is put forward, as well. The features of the narrator’s character, as
well as the instance of narrative addressee in plays are uncovered.

Part Three “The Narrative Language and Its Organizational Means” analyses
how language becomes an established narrative, what linguistic means and prin-
ciples of language organisation one has to refer to in constructing and constitut-
ing a narrative. Speech acts are named and their functions mostly inherent to
contemporary dramaturgy are ascertained, the ways of telling a story rendered in
the form of monologue and dialogue are analysed, too.

Part Four “Short Narratives” is dedicated to exploring the narrative episodes in
drama, which have not generally been examined in the Lithuanian context until
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now. The transmission of information, gossip, fantasies, dream tellings, and other
narrative episodes as well as their functions are discussed.

Part Five “Time and Space” investigates the problem of time and space in
narratives of contemporary drama. In subchapter on time, the events (analepsis,
prolepsis, and other entities) are presented in the examined chronological and non-
chronological time sequence. In subchapter on space, the main tools of the time-
space construction, as well as alternative ways of space creation are discussed.

1. THE CONCEPTS OF NARRATIVE AND MODES OF NARRATION

Chapter “The Concepts of Narrative and Modes of Narration” of the present scienti-
fic work is devoted to briefly presenting narrative theory. It was not the aim of the
theoretical part to comprehensively present the development of narratology and
works of its most prominent followers. Conversely, here scientific insights serve as
the starting point for creating a new theory or for applying an existing theory in the
context of drama. Hence this chapter is the endeavour to prepare a methodological
background towards other practical investigations conducted into the domain of
contemporary dramaturgy.

1.1. The definition of narratology

In Gerald Prince’s “A Dictionary of Narratology”, published in 1987, the first defi-
nition of narratology — the theory, affected by structuralism, that investigates the
nature of storytelling, form and functionality. This scientific branch of literature
examines what all narratives (on the levels of a story, storytelling and their intercon-
nectedness) have in common and what discerns one narrative from another when
one tries to determine the ability to construct and conceptualise them.

The second definition of this conception is devoted to the perception of narrative,
only as verbal representations developed by time, situations and events. In this way,
narratology goes deeper into the relationship between story and narrating a story.
Mieke Bal maintains that narratology is the theory of narrative texts, images, events,
and cultural artifacts rendering the storytelling. When narratology is conceived as
an interdisciplinary study, it helps one understand, analyse and evaluate narratives,
in other words, explore the way each narrative is being constructed. Nowadays,
narratology investigates narratives of literary and nonliterary genres: lyric poets,
history, advertisements, films, drama.

1.2. The definition of narrative

Etymologically, narrative (from Latin gnarus) represents a certain part of informa-
tion that conveys not what happened, but what could have happened. This feature,
which was already named by Aristotle, is perceived by contemporary narratologists
not as a narration of the state’s transformations, but as the establishment of trans-
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formations of states and interpretation of signifying parts of the whole (situations,
experiences, persons, societies).

In the present scientific work, narrative is understood as contextually depend-
ent exchanges of two sides — addresser (narrator) and addressee (the one who is
being told a story). Narrative form depends on the situation from which narrative
emerges, and on the aim which it seeks to achieve, when an item of information is
presented to the messenger so as that the addressee could understand the material
rendered to him/her more clearly (G. Prince). Narrative has to recount an event
or events in detail; otherwise, it will be treated as a description, not narrative. Fur-
thermore, these events can be both actual and imaginary (J. Hawthorn). The means
of narrative representation can be of different nature: verbal, written, conveyed in
the form of signs (moving or static images), gestures, music or any combination
of the above-mentioned ways. It can also assume various forms — romance, novel,
works on history, autobiography and biography, epos, fabula, folktales, legends,
ballads, presentation of news, films, performances, etc.

1.3. Levels of narrative text: story, plot and narrative

Narrative text is referred to as a text wherein an agent recounts a story through
a special medium - language, imagination, sound or their combination (M. Bal).
Moreover, narrative has to be isolated from the conceptions of story or plot with
which it is usually compared and confused.

The author of the present work refers to the terminology used by narratologist
Paul Cobley (2001). According to him, story comprises two events that are to be
described (G. Genette treats story as narrative). The conception of fabula in the
present scientific work is used as the synonym to story. Event is the transforma-
tion of a state or circumstances. Plot — a chain of reasons, enabling one to establish
coherent relations between events and select them for description, according to
the presence of interconnectedness (in G. Genette’s opinion, plot = storytelling).
French philosopher Paul Ricoeur, who paraphrased Aristotle, states that plot domi-
nates the events of a story. Narrative is an expression or telling these events as well
as their means. Narrative is thus capable of retaining a fragile partition between
showing and telling; therefore, the selection of what has to be described in the nar-
rative process is quintessential and demonstrates a simple act of representation:
representation allows one to sort out certain things, leaving others ignored. It can
be said that narrative selects certain events and neglects others.

In “Poetics’, Aristotle speaks about the aspect of defeated expectancy in fabula
(the events, having unexpectedly emerged one from another, arouse tragedy, fear
or compassion); however, there is no space for the author to act freely in selecting
the fabula as it is the myth that breathes life into it. According to the philosopher
of the Antiquity, there are certain elements constituting fabula: peripeteia (which
Aristotle refers to as a change by which the action veers round to its opposite,
according to the rule of necessity or probability), anagnorisis, originally meant
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recognition in its Greek context (a change from ignorance to knowledge), a pathetic
event — an act that is accompanied by death or martyrdom.

Contemporary narratology expands and universalises organisational princi-
ples of fabula: fabula comprises events, time and location which are treated as its
elements that are being specifically organised in the storytelling. The process of
organising the elements in fabula, according to their interconnectedness, con-
structs a narrative.

1.4. The composition of drama

Twentieth century theorists noted that the scope of drama genre was on the verge
of decline and started to divide works according not only to the criterion of the
development of a conflict and its culmination (tragedy, comedy and drama),
but also to that of drama form and its structure. In this subchapter, two models
(by G. Freytag’s and V. Klotz’s, 1960) of the structure of drama are presented;
their advantages and drawbacks are also discussed. V. Klotz’s classification of
closed/open drama forms surpasses G. Freytag’s model of normative perspective
because of two reasons: it does not urge one to attribute normative status to one
particular compositional technique; the classification describes several different
techniques, and therefore encompasses a wider scope of textual types from a
historical perspective.

Drama of closed form is an approved and completely independent story whose
ending is ultimate, while introduction (fabula and plot) meets Aristotle’s require-
ments of unity and wholeness. According to Aristotle, the unity of plot implies that
drama comprises one sequence of stories, or should there be more than one, the
first story has to clearly predominate. The conflict between unequivocally defined
antagonistic forces evolves from a clear initial situation, approved by limited and
comprehensible facts.

Drama of open form does not have the ending wherein all items of contradictory
information would be eliminated and all conflicts resolved. The unity of location-
time-action of the plot of closed drama is annihilated, when a secondary group
of a sequence of events in the plot assumes as much significance as a primary one.
Thus shorter and minor sequences of events propagated by open drama form are
no longer related the “main plot”; they are autonomous. There emerges structural
openness: a story is represented not as a closed and hierarchical wholeness, but as
that of independent, autonomous sequences being isolated one from another.

1.5. The means of storytelling in drama narrative

A common differentiation between dramatic narratives, imitating the language and
actions (mimesis), and that of epic, recounting actions and events (diegesis, poiesis),
is derived from Plato’s “The Republic” and Aristotle’s “Poetics” ideas. According
to narratologists Ansgar Niinning and Roy Sommer, one may treat functional
characters and representation of a sequence of events as common elements of

44



drama narrative. The representation of a sequence of events can be divided into
diegetic and mimetic types of drama narrative. The author of the scientific work
adds a transitional, mixed, variant, encompassing the principles of mimetic and
diegetic narration, to these two extremities defined above.

Hybrid narrative is characterised by totality of alternately embedded mimetic
and diegetic narrative types. In other words, in a play of mixed narrative one can
also observe epic diegetic elements — storytellers, narrators and the like, as well
as mimetic ones — moments in an explicitly stated story. Hence it is obvious that
drama does not confine itself to mimesis.

2. THE NARRATOR IN CONTEMPORARY DRAMATURGY

Although the majority of theorists hold with the view that narrator (or a storyteller)
is indispensable to all narratives using the language, yet it is still doubtful whether
s/he is imperative to those which are not encoded in a language and partly depend
on visual elements. For instance, it was thought that film or drama could have no
narrator (at least by the term perceived in prose fiction).

Focusing on the possibilities of various narrative types, contemporary drama
does not only acknowledge the existence of narrator, but also reveals the versatility
of storytellers in a drama text.

2.1. The definition of narrator

Narrator, also referred to as a storyteller, presents a story and embodies it with
utterances. Unlike the author, s/he is a linguistic substance being at the heart of a
story, the subject that speaks, the one that can be a character in a play, a narrator-
storyteller who briefly appeared in a piece, a teller setting the whole play.

2.2. Types of narrator

The narrative instance in a text is multifaceted and can be divided into various
types according to the narrator’s involvement into the action and available (being
not always explicitly uncovered) information.

For example, G. Genette (1980) proposes his classification according to whether
or not the storyteller him/herself is participating in the story being told (diegesis)
as a character, i.e. whether s/he is its active participant or a passive “observer”.
The scholar distinguishes the following possible types of narrative: a heterodiegetic
narrator, a homodiegetic narrator and an autodiegetic narrator belonging to the
homodiegetic type.

An autodiegetic narrator is a storyteller, participating in the story that is told,
who is the protagonist. The first-person narrator — an active character - of auto-
diegetic type can generally be found in monodramatic plays.

Selecting the autodiegetic narrator is the most convenient means to incarnate
the undeniable truth; however, hierarchy in contemporary dramaturgy is being
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annihilated and playwrights are more preferably to opt for the majority of stand-
points and attitudes rather than for the dogmatic and unalterable truth. It is likely
to be done by either diminishing the authority of the main autodiegetic narrator,
or by introducing other conflicting and controversial narrators.

A homodiegetic narrator is a storyteller participating in his/her own story;
s/he is not the main character (it is in this way s/he differs from an autodiegetic
narrator), but one of the participants who recounts a story in the first or third
person. The homodiegetic narrator is a mostly observable type of narrator in
drama, inasmuch as the storyteller, who is the character, triggers the action and
does not retard the pace of narrating a dramatic play. While analysing dramatic
plays of any period, it is not hard to detect at least one homodiegetic narrator in
a piece as representation of short stories is a common phenomenon. What differs
is the nature of representing these stories and the reasons why characters recount
stories developing into narratives.

The homodiegetic narrator can recount the story not necessarily in the first
but also in the third person. The narrator’s selection of what person the story will
be narrated in discloses the attitude, perspective, and evaluation of the situation.
The narrator’s role is not static, it can change, transform into other forms, while
the applied grammatical persons become an effective tool for helping one to cre-
ate a desirable impression about the storyteller and people surrounding him/her.
The narrator speaking in the first-person stands close to the narratee and receives
more empathy, while the third-person narrator’s distance from the events being
narrated is bigger and can simultaneously estrange itself from the audience.

A heterodiegetic narrator is an authorial narrator who is not a character at the
same time and remains “outside” the story, the one who speaks in the third person.
Before now the narrator of such type was hardly observable in dramatic plays
adhering to the cannon of dramaturgy; however, there emerge more patterns of a
heterodiegetic narrator in contemporary drama.

Seeking to retain more impersonal style of narration, a playwright opts for a
heterodiegetic narrator.

2.3. The narrator’s identity

The narrators of drama have access to an infinite number of discursive, open,
relational and personal identities which they can accept or abandon at any time.
The nature of identity construction triggers urgent and controversial discussions
between discourse and narrative proponents. Sociolinguists Michael G. W. Bam-
berg, Anna De Fina and A. Deborah Schriffin (2007) point out that identity is
framed in discourse. It has been noted that in dramatic plays linguistic identities
and those embedded in certain narrative situations are set by means of dialogue
and relationship with other characters. Often, it is not the narrator’s true identity,
but the role the narrator assumes in a certain state.
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Hence the narrator’s position can be perceived as the role performing many
different functions. According to Stephen C. Levinson (1983), the role is the
possibility to participate, focusing on speaker’s/listener’s responsibility which an
individual can assume in any segment of speech. Assuming these roles, narrators
can also construct identities.

Playwrights propose a great variety of possible perspectives what narrators
do while manipulating both speaker’s and listener’s roles. The narrator’s common
role is that of the framed storyteller who describes the ending and the beginning
of a story by referring to his/her observations; an educator is the one who relates
social and moral comments, a generalising narrator who describes ongoing or
successive events.

Authors construct miscellaneous narrators whose fantasies, subjective percep-
tion of phenomena raise the problem of narrator’s verisimilitude. The narrator’s
verisimilitude should not be desirable as the sense of intrigue is lost. In other
words, the narrator is misleading, in his/her way interpreting facts and suspending
the revelation of dénouement. One can state that the narrator “leading smb. up
the garden path” is inherent in dramatic plays “I Am Fauerbach” (T. Dorst, 1986),

“4.48 Psychosis” (Sarah Kane, 2000), “The Girl Whom God Feared” (G. Grajauskas,
2008), “Farewell to Idiots” (. Tertelis, 2007), “Oxygen” (I. Vyrypaev, 2002), “Ban-
ishment” (M. Ivagkevicius, 2012), “Ofelijos” (I. Stundzyté), “Antoskos kartoskos”
(M. Macevicius, 2006). Such narrator intrigues and keeps the suspense; moreover,
s/he can be referred to when manipulations or the ironic playwright’s relationship
with the theme of the play or its examined object are aspired (in M. Ravenhill’s
plays).

With the formation of postmodern social culture, the narratives created by
telephone conversation, auto-answers, video recordings, software are frequently
observed in contemporary drama. Technologies (radio, television and the like)
contributed to the “death” of traditional narrative and to the formulae of creating
a new identity. Furthermore, they altered the way the narrative was recounted,
opened various perspectives in the transmission and presentation of information,
and consolidated the ability to participate in the process of narrative dissever-
ance. Undoubtedly, it thus prompted one to experiment by means of language
and perspective.

2.4. Point of view and perspective

One of the easiest ways for a playwright to control the reader’s perception is
to present a narrative from a certain perspective, thus forming the addressee’s
standpoint and attitude. In his book “The Theory and Analysis of Drama” (1997),
M. Pfister examines the perspective being formed in a dramatic piece by applying
the semiotic method. He noted that the earlier collected information, which the
character might have known, was only partially conditioned, depending on the way
a dramatic character views the action and perspective nuances derived from that
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action. The characters’ perspective is determined by two factors - a psychological
state of mind and ideological orientation.

M. Pfister created three structural models according to the perspective relation
of the addressee implied: a-perspectives, closed and open perspectives. The models
are supported by dramatic texts and useful to understand historical and typologi-
cal transformations of genre.

In the model of dramatic plays with a-perspective structure, external and
internal communication is not separated. The author expresses his/her ideas and
attitude through the language of characters. Hence the characters turn into certain
announcers of the author’s word addressed to the reader. In other words, many
characters speak “one-sidedly”. Different attitudes that the characters assume are
contrived so as to fortify the main implied perspective; they are “parallel” and do
not diverge from the main one (M. Ravenhill’s play “Pool (No Water)”, 2006).

In dramatic plays of closed perspective structure, the addressees themselves have
to imagine the positions of various contrasting characters and the points of their
intersection, i.e. the message conveyed by the author. According to M. Pfister, this
structure differs from that of a-perspective in a way that it avoids the answers being
prepared beforehand and the addressee is urged to be actively involved into the
process of making moral judgements and developing an attitude towards certain
issues. It is, therefore, distinguished by the implicit mediation function that engages
the addressee into the process of “discovering the truth” and constitutes the implied
perspective of the addressee. These ever-changing perspectives provide the addressee
with a possibility to view the problem from a different angle and create its complex
and multidimensional framework (I. Vyrypaev’s play “Genesis No. 27, 2004).

In plays with open perspective structure there is not a single connective line that
could converge perspectives into one point. The relations between the characters’
positions remain unclear, for the author does not leave any elements uniting them
or they do not contradict each other. Thus the reader is subjected to doubts, hav-
ing no predominating perspective with which s/he could identify or unite his/her
own (M. Crimp’s play “Attempts on Her Life”, 2007).

2.5. Narrative levels and addressee of the narrative

M. Jahn (2003) distinguished three narrative levels of dramatic interplay: a) the
level of action — communication between characters; b) the level of fictional me-
diation — communicative contact between narrator and audience or addressee(s);
¢) and the level of nonfictional communication — when the author is communicat-
ing with the authentic audience.

Narrative levels are directly related with a narratee — the object who is told a
story. In a dramatic piece there is at least one narratee (more or less presented),
according to G. Prince (1989), that is on the same diegetic level as the narrator.
One narrative can have several narratees who are told a story in turns. Hence the
narratee can be an implied receiver (the person who is appointed by the speaker
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to be a receiver of the story), an approved receiver (someone whose role is to com-
municate the story to another person) or non-implied receiver (the one who got
wind of the story accidentally, or the one who eavesdropped it).

According to the author of the dissertation, the narratees mostly found in
dramatic plays are the following: a concrete person, an interlocutor who are on the
same diegetic level; a reader or implied audience — the narratee who is not on the
same diegetic level; a character who is the narratee himself - the violation occurs
not in terms of levels, but in terms of communication chain, in other words, the
messenger is its receiver; the narratee is not a human, but a car or any other object
of technology - a frequent occurrence in contemporary drama; there is no direct
narratee, s/he can be implied by logical or causative relations.

Commonly, playwrights in their narrative create the voice that attaches sig-
nificance to the narrative act, narrator and his/her audience. However, it might be
the other way round when a dimension of non-engagement is introduced, i.e. an
interlocutor takes no interest in what is being recounted, or those participating in
a dialogue do not understand each other and cannot or are reluctant to hear out
(in plays “I Am Fauerbach” (T. Dorst, 1986), “The Cut” (M. Ravenhill, 1995).

3. THE NARRATIVE LANGUAGE AND ITS ORGANISATIONAL MEANS

In Part Three “The Narrative Language and Its Organisational Means”, the author
examines how narrative is established by using language, what linguistic means
and organisational principles of language (monologue, dialogue, polilogue) are
referred to in constructing and constituting it. Speech acts and their functions
are presented, while interrelations, when referring to the sources of linguistic and
sociolinguistic theory as well as to Manfred Pfester’s insights, are researched along
with the examples of contemporary dramaturgy.

Chapter ends up by presenting the table of all three forms of organising the
narrative language, in which their similarities and differences are generalised
according to the aspects of narratee, theme, means of linguistic expression and
language functions.

3.1. Types of speech acts and their significance to narrative
Language is the most common medium of narratives. Without it there would be
neither prose nor dramatic narratives, even in film narratives language is used.
M. Fludernik notes (2009) that the language, used in narratives rendered by word,
of literary works is a medium of representation and its object.

In his book “How to Do Things with Words” (1962), John Langshaw Austin divides
speech acts into three subgroups: locutionary acts denote certain grammatical structures
(the actual utterance and its meaning); illocutionary acts — statements, promises, orders
as well as the afore-mentioned utterances; perlocutionary acts — speech acts affecting
the narratee. The last two are urgent in the research of dramatic narrative.
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3.2. Language functions
M. Pfister distinguishes six functions of language: referential, expressive, appellative,
metalingual, phatic, poetic.

The referential function predominates in a common discourse of a dramatic
piece, informing us about a course of events. In other words, certain elements of the
plot are expressed just in verbal form of presenting a narrative; this form could not
be realised on the stage (presented by a diegetic means) due to technical reasons.

The referential function exists in a discourse reporting events and in every
dramatic speech (while speaking, characters more or less convey certain infor-
mation). However, due to the various reasons it can be overshadowed by other
language functions.

The expressive function of an utterance is mostly linked with the speaker
within the external communication system wherein the speaker is “brought to life”.
The “choice” of what s/he talks about, his/her verbal behaviour and style are one
of the most significant techniques of creating a personage in dramaturgy. Yet, the
expressive function, to which the speaker is consciously referring, does not have
any permanent purpose. Sometimes, it can generally be found as a prevailing
expression of signs of astonishment.

Like other functions, the appellative function depends on dialogue; the mean-
ing of this function becomes more intense according to the degree of the dialogue
partner’s involvement. The more efforts the speaker invests in persuading or chang-
ing the opinion of the dialogue partner, and the more actively the latter reacts to
the speaker’s contradictions or requirements, the more powerful the appellative
function of an utterance will be. The imperative (order) is one of the main forms
enhancing persuasiveness and impact. It constitutes a hierarchical and subordina-
tion relationship between interlocutors. In the language of dramatic plays, where
the appellative function prevails, the general nature of an utterance as a verbal
action becomes obvious.

The phatic function is mostly associated with the channel between speaker and
listener and is constructed to create and maintain the contact between them. This
function assumes much significance when, with recovery of disrupted successful com-
munication, it is first necessary to create or renew a contact and then its “maintaining”
becomes crucial or turns into the ultimate aim of communication in a dialogue.

However, in contemporary dramaturgy it is not endeavoured to maintain the
communicative contact between characters in a dramatic play; furthermore, one
generally doubts the importance of communication and the possibility of mutual
understanding.

The metalingual function is related with the code and, like the phatic function,
is present in a latent form. The metalingual function comes into being when the
verbal code is explicitly or implicitly developed as a central theme in a dialogue. On
the internal dramatic level, it was the audience’s attention to the verbal code and
temporarily stems from a disruption in the process of communication. According to
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M. Pfister, communication can be disrupted when verbal codes contravene each other
or, in other words, when new subcodes emerging between the individual dialogue
partners, causing them to speak about their language in metalingual terms.

M. Pfister notes that there are two means of consolidating the metalingual
function: a contrasting opposite of different conventions in the same text and a high
degree deviation from communicative conventions acceptable to the speaker. The
author of the work complemented it by introducing the third one, the function of
establishing codes, as in contemporary dramaturgy one can observe the trend, not
defined by momentarily emerged contrasts or deviation, towards the codes being
created anew which are applied to the whole structure of a dramatic piece.

The poetic function reveals the message formula. It directs the audience’s at-
tention towards the language structure and its integral parts. In the discourse of
colloquial speech this function can hardly be found, for in everyday speech the
object is mostly presented explicitly.

Even twentieth and twenty-first century Lithuanian dramatic plays are charac-
terised by poetic language because creators apply the poetic function on the internal
level of communication (it is in dialogues between characters). We have the position
of strongly entrenched poetic drama; it is mainly conditioned by Lithuanian lyric
folk tradition and historic context — during the period of occupation when seeking
to express a more daring thought one had to learn to speak Aesop’s language.

3.3. The order of organising the language of drama

Before now a dramatic text was divided into primary and secondary one. The
primary pertains to the text said by characters, while the secondary - to the title
of a play, remarks, generalisation of characters or scenography. A contemporary
dramatic play often combines both texts, leaving remarks for the characters to make
in a play and thus turning these remarks into the primary text. In this subchapter,
it is sought to cast light into the essential ways of structuring the speech used by
the characters of the primary text: monologue, dialogue and polilogue being very
little examined.

Monologue is the character’s speech directly addressed to him/herself. This way
of structuring is discerned from dialogue by the drawback of verbal exchanges, by
the length of speech (monologue is commonly longer than dialogue) and by the
fact that monologue can be extracted from the context wherein conflict occurs
and from the dialogue.

P. Pavis (1947) named the main forms of literary monologues: a) interior mono-
logue, i.e. stream of consciousness: the speaker delivers whatever thoughts come
into his mind, without any logic or censorship (in S. Beckett’s dramatic plays);
b) authorial intervention — the author addresses the audience directly to inveigle
or provoke, annihilating the fiction of the fabula or musical universe (in J. Lenkin’s
play); c) solitary “dialogue” - the hero’s dialogue with the divinity, when one person
is speaking and addressing his/her speech to the other interlocutor who never
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replies, and might not even be listening. The addressee of solitary “dialogue” in
contemporary dramaturgy has changed because one starts to discuss with television
(with the image of a president (D. Loher “The Innocent”), technologies, cult-figures
of pop culture, etc.; d) play as monologue has remained as it is the most universal
form incorporating all the above-mentioned points. It involves plays having a single
character and comprising a series of very long speeches (T. Bernhard’s, J. Tertelis’
plays and the likes).

According to the function of dramaturgy, P. Pavis divided monologues into
three groups: technical monologue, lyrical monologue, monologue of reflection.

Technical monologue - a character’s version of events that are past or cannot be
shown directly - he pertains to the referential and phatic function. P. Pavis equates
it with the narrative that is recounted, while the author of the work adds that both
referential (transmission of information) and phatic (social) functions inhere in
the said narrative - at least when the addressee is implied (Patrick Marber’s play

“Closer”, 1997). Technical monologue can assume various forms - from the choir
in the Antiquity which conveys information, from an epic figure, from the narrator
appearing on stage to the news transmitted on the radio. Depending on context,
one can(not) ascribe speech acts to monologue.

Lyrical monologue uncovers the character’s reflections and emotions. In con-
temporary dramaturgy it is hard to observe the actual lyrical monologue unless
it is found in a dramatic play of specific genre (e.g. in a poetic piece). Otherwise,
lyrical monologue appears to be a naive and out of style means. Mostly, lyrical
monologue becomes submonologue and a shadow or a trail of the main informative
monologue, presented from an ironical perspective (in Fred D. Aguiar’s dramatic
play “A Jamaican Airman Foresees His Death”, 1991) the lyrical monologue is
represented as confessions of sexual experience).

Monologue of reflection or decision is observed when the character is given
a difficult choice and outlines to him/herself the “pros” and “cons” of a certain
course of behaviour (dilemma) - in this case both referential and phatic functions
intervene. Playwrights avoid revealing the character’s real thoughts and doubts;
instead, they present them by referring to the instances of certain situations, while
the reader is left to make guesses how a figure feels and what it is thinking about
(Neil Bartletts play “A Vision of Love Revealed in Sleep”, 1987-1990).

In contemporary dramaturgy the types of monologues change and their genuine
function is rarely applicable. For instance, the monologue with technical and refer-
ential functions encompasses the features of a different type of monologue (lyrical or
other). Lyrical monologue is often based on irony or assumes more elements of erotica
(thus emotions change by physicality). The function of monologue of reflection and
decision becomes a secondary conclusion of this type with a different aim.

Furthermore, the forms of the “pure” monologue are complemented by expres-
sive devices. In other words, monologue acquires a certain degree of dialogisa-
tion, when monologue is being created by dialogic principle (M. McDonagh’s play
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“The Pillowman” Katurian’s speeches become monologues of referential function,
communicating a story in epic manner.

In this subchapter, it is noticed that monologue, which is structurally depend-
ent on the speaker’s reply, establishes the direct contact between speaker and
addressee, i.e. audience or reader. Hence the dialogue is explicitly directed to the
audience - the addressee who sees and listens. In this direct communication there
lies its strength and weakness evoking the lack of verisimilitude.

Dialogue is the conversation between characters in a drama or narrative. A
dramatic dialogue is referred to as verbal exchanges between characters. P. Pavis
distinguishes other possible dialogical communications: e.g. between visible and
invisible character, between personage and God or spirit, between animate creature
and inanimate object (dialogues between cars, telephone calls). The main criterion
of dialogue is communicative exchanges and feedback. The key difference between
dialogue and monologue is that the former requires the addressee, while the latter
may have no addressee and can only be implied.

Furthermore, there is one more fact that discerns dialogue from monologue -
the situation of speech acts in dialogue is often spontaneous, not thought out in
advance. Researching the relationship between dialogue and monologue in letters,
Giedreé Cepaitiené states that the text is not coherent and unified because of rapid
changeability of thoughts, for the constant exchange of remarks require quick
reaction. Moreover, much depends on which speech acts are selected for this or
that character and how adequate they are to each other. It has been noticed that
there prevail incomplete sentences in the dialogue’s text, especially if the content
of the discourse is well known to the parties or when they are close and it is not
necessary for them to use full phrases to describe the situation (in S. L. Parks’s
dramatic play “365 Days”).

P. Pavis divides types of dialogues according the criteria of number, tempo,
volume, relations between dialogue and action, and exchange between characters.
Presenting briefly the theatrologist’s classification, the author of the scientific work,
referring to the dramaturgical situation prevailing in the last decade of the 20th and
beginning of the 21st century, adds or questions the undermentioned points:

o number of characters — aknowledge about the respective dramatic situations
of the protagonists enables one to identify several types of communication
(equality, psychological connections, etc.). However, the instances being
examined in the dissertation have demonstrated that the author has not
always outlined the number of characters, gender or status. All the features
commonly presented in remarks often remain open for interpretation:
number and gender of characters can only be guessed according to the “ut-
tered” verbal or physical actions as well as to what kind of information has
been presented (dramatic plays by M. Ravenhill, S. Kane, M. Crimp);

o volume and tempo — the characters’ speeches follow each other at a sufficiently
rapid pace; otherwise, the dramatic text bears a resemblance to a succession
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of monologues that are not closely related. Contemporary dramaturgy ignores
the laws or traditions of duration or volume; however, it leans towards tempo,
syncopate narrative form which varies depending on the context and the
selected narrative form. With a significant decrease in volume of the dramatic
situation, it can be composed of the extract turned into monologue from a
dialogical episode (plays by L. Ruohonen, S. Kane, D. Loher, and others);
dialogue and action — dialogue (any discourse of the characters) is “spoken
action”. However, the relationship between action and language depends on
the traditions of theatre and drama. In classical tragedy, dialogue symboli-
cally sets off the action - it is both cause and consequence. In naturalistic
drama, this speech act is only the visible and secondary part of the action - it
is not the language, but the situation and the character’s psychological state
of mind or social being that advance the plot. Dialogue and discourse are
the only actions in the absurd play wherein the act of speaking, of uttering
sentences constitutes a performative action. In contemporary dramaturgy
dialogue embraces a wide spectrum of possible — from the predominance of
the speech and renouncing of the action up to the realisation of the action,
accentuating a performative act of speech (J. H. Khemir’s “The Invasion!”,
2008, S. Stephens’ “Pornography’, 2005).

exchange of characters — dialogue presents an exchange between a speaking “I”
and a listening “you” in constantly alternating roles. The social link between
speaker and listener shows that an exchange of words (referential function)
can be disrupted by the situation of exercising speeches. Commonly, the
dialogue accentuates the metalinguistic or phatic function, creates spatial
situations and, when the cross-fire of utterances occurs, abolishes any fixed
centre of gravity or precise ideological subject. It is necessary to point out
that in contemporary dramaturgy the phatic function losses its purpose. The
function of maintaining this social link between speaker and listener in plays
is not always of necessity, for the characters seem to lose the need to speak
and find mutual points of understanding (A. Washburn’s “The International-
ist”, 2002).

Dialogue is unfinished and elicits a response from the listener. Each speaker

imprisons the other in the speech he has just uttered, forcing him to reply in the
proposed context. P. Pavis assumes that any dialogue is therefore a tactic struggle
between two manipulators of discourse. Each tries to impose his/her own logical
and ideological presuppositions. The overall context of a character’s speeches and
the way in which different contexts relate to each other determine whether the
text is monologic, dialogic or polilogic in nature.

Polilogue - discussion that differs from dialogue in terms of quantity, i.e. more

than two parties participating in the communication process. However, in fact
this difference is not only quantitative, but also qualitative because the relations
which are expressed through polilogue could not be presented by dialogue. Due
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to this, polilogues possess a more complicated semantic structure than dialogues
(L. Jenkin’s plays “My Uncle Sam”, 1983 and “Dark Ride”, 1982).
Polilogue is characteristic of multivoicedness (Mikhail Bakhtin in his book
“The Dialogical Imagination” was already examining it in 1981) — one of the most
crucial features of contemporary dramaturgy that create a polyvocal figure. The
principle of polyvocality is associated with a character’s speech strategies, while
polyvocality expands a spectrum of his strategies as orchestration and juxtaposition
are incorporated into all voices present in a play. M. Bakhtin discerns polyglossia
from heteroglossia; the scholar treats heteroglossia as a diversity of social voices
which emerges due to the interplay between author, narrator, various genres and
character’s speeches. Moreover, he states that heteroglossia is determined by the
context, nonverbal and internal actions of the language. He defines polyglossia as
the coexistence of various speeches within one culture

According to P. Castagno, the text of polyglossia unifies different sources ap-
proved by language (being able to move from picture to sound or completely dif-
ferent contexts). A multivocal character is primarily created by using language and
has the unlimited linguistic potential. His speech encompasses a wide spectrum of
possibilities — from the streets slang to an intellectual discourse, regardless speeches,
dialects and genres (B. M. Koltes’s “Roberto Zucco’, 1988).

The author of the work has noticed that the polilogue is referred to in dramatic
plays when one intends to introduce the various narrative lines and expand the
space of drama, and when several characters recount the story told by the same
narrator, thus enhancing the rendering of the narrator’s perspective (M. Ravenhill

“Pool (No Water)”, 2006).

4. SHORT NARRATIVES

Short narratives, being synonymous to narrative episodes, are short accounts of
events. Short narratives are the stories of small volume which are involved into
dialogue or monologue and are consolidating or alternating the overall context of
narrative. The existence of concise narrations in dramatic plays should be associ-
ated with the more extensive dramatic aim as episodically presented narratives
assume significance in the context of general meaning it contributes to. Literary
critic M. Freeman notices that in real life situations they can be constructed just
for relaxation purposes, whereas in literary texts they are of great importance as
they in one or another way affect the development of the plot.

Seeking to analyse which narrative episodes prevail in contemporary drama, it
is necessary to consider the content of short narratives, but also draw one’s attention
to their from and context in which the mimetic situation in a dramatic play is sub-
stituted for the diegetic one, when the narration is integrated into the play instead of
the action. Therefore, theory as the starting point will be very useful for this chapter —
Hugo Bowles’s workshop “Storytelling and Drama: Exploring Narrative Episodes in
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Plays” (2010), for it is the first to present a comprehensive analysis of the instances of
narrative episodes of the Antiquity—20th century in dramatic plays. He divided them
into four main categories: gossip, eye-witness reports, dream-tellings and involuntary
memories. Researching the examples of contemporary dramaturgy, the author of
the present scientific work notes that short narratives embrace a larger spectrum of
storytelling genres; therefore, the stories and other types (telling of fun, jokes and
anecdotes) prevailing in contemporary drama which have been distinguished by
H. Bowles are complemented and ascribed to the typology of short narratives.

4.1. Types of narrative episodes

Eye-witness reports are those narrative episodes which present in the diegetic way
the events that occurred beyond the frames of a dramatic text. These events are also
called “backstage events” that can be presented as witness evidence. According to
H. Bowles, like the function of gossip episodes, the function of narrative episodes
of eye-witness reports is to inform personages and the audience about news.

Eye-witness reports can be expressed in the form of dialogue, thus naturally
incorporating new facts about conversation without imparting any oneness or
greatness that was aroused by the speeches of heralds, war messengers or oracles in
the Antiquity drama. The news of such nature in the 21st century is more convenient
to present through the host working on television or on the radio, and thus setting
events closer to the model of news broadcasting everyday through the media.

Narrative episodes of gossip are such form of conversation that involves talking
about recent events or commenting, often negatively, about people who are absent.
When being part of storytelling, gossip often performs to functions: providing
people with certain items of information and forging social bonds between dia-
logue partners (in the case of drama — between the audience, as well). Hence the
social significance of gossip emerges from the story content that reflects cultural
values of a social group and from the general and socially cohesive way of their
dissemination. Moreover, what is important in such narrative episodes is no the
information itself, but its use in establishing bonds between speakers. (I. Stundzyté’s

“Antigoné — Not the Myth”, 2010, A. Anra’s “Blue-Eyed Beast”, 2010).

Dream tellings — a form of involuntary memories which is presented as a local
event or the feeling that urged the speaker to recount a dream. When analysing
dreams, one refers to psychoanalysis which has developed from the research
conducted in the institutional environment (in client-patient psychotherapy and
consulting) into broader contexts, for example, that of literary studies. Since the
Antiquity, the dream images, being compared to a subconscious uncontrollable
activity occurring while sleeping, have tempted artists from various domains
who would seek to embody this experience in their creative works. Therefore, it
is scarcely surprising that one can also observe dream tellings in dramatic plays
of a different period. Their functions are different - from apprehension about
tragic events happening soon to a mysterious and symbolic interpretation of one’s
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mundane life. Accordingly, the narrative episodes of dream tellings fall into those
which can easily be explained by characters themselves (L. S. Cerniauskaité “The
Feeling of Closeness”, 2003), and those whose interpretation is left for a direct or
implied addressee of storytelling (S. Stridsberg “The Faculty of Dreams”, 2009).
H. Bowles also distinguishes dream tellings according to whether the storyteller
discerns the dream conditionality, or treats it as an element of reality (i.e. does not
differentiate the events occurring in dreams from those in reality.

Narrative episodes of jokes in this scientific works are called short snappy stories
which are composed of anecdotes or real stories. Furthermore, while examining
funny tellings in contemporary drama, the author of the work notices that some
of them are re-recounted, while others are presently being created from absurd
situations or snappy dialogues. Accordingly, having analysed funny narrative
episodes in dramatic plays, the author of the present dissertation has divide their
nature into three major types: 1) jokes of anecdote character; 2) (auto)biographical
jokes; 3) situational humour. All the three types can be inextricable entwined with
each other (when the actual event that has occurred in a certain situation becomes
the telling of an anecdote); however, each dramatist, referring to different artistic
devices, constructs new comic situations.

Jokes of anecdote nature are directly quoted anecdotes, or a joke presented in
the anecdote-related form. Trite jokes, anecdotes can be presented either like a
distinct stage, or like part of conversation, i.e. storytelling integrated into conversa-
tion (S. Ruhl “The Clean House”, 2006). (Auto)biographical jokes are the narrative
episodes of jokes with an (auto)biographical basis. Their essential feature — the
possibility to have a plausible foundation of the story — discerns true-life jokes
from that of anecdote nature. Moreover, mostly they are presented in the past
tense and in the form of monologue (M. Ravenhill’s “Shopping and F***ing”, 1996).
Jokes of situational humour emerge from the circumstances being experienced at
present and are often of dialogic nature as this form endows them with naturalness
(S. Parulskis “The Ferryman’, 2006, M. Macevicius “Antoskos Kartoskos”, 2009).

Narrative episodes of fantasies are defined in the present scientific work as the
narratives of natural or supernatural character; they are recounted in dramatic
plays by animate or miraculous creatures and have one element of fantasy. Also,
of great importance is H. Bowles’s statement the authenticity of fantasies depends
on the listener’s understanding about their existential impossibility.

Referring to the forms of expression and the interlocutors’ involvement into
the process of constructing fantasies, the author of the present work distinguishes
four types of fantasy narratives:

« an overall construction of fantasy and an even involvement in the creative process;

« an overall construction of fantasy and an uneven involvement in the creative process;

« construction of fantasies of dialogic nature without the general process of

fantasy creation;

« the process of creating fantasies, wherein the speakers does not take part.
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The creation of general fantasy and the even involvement into the creative
process are special in the same or similar way of being engaged in the process of
fantasy creation. In this case, the participants in the creation of fantasies become
addressers and addressees to each other, both listening and telling characters
(R. Lindberg “The Day When Den Died”, 2006). The creation of general fantasy
and the uneven involvement of interlocutors into the creative process make some
participants more passive (story addressees), others — more active (addressers).
However, the participants who are less involved into the overall process of fantasy
creation can exert a bigger influence on the development of fantasy than its main
storytellers (M. McDonagh “The Pillowman”, 2003).

The construction of fantasies of dialogic nature without the creative process of
general fantasy is the most passive form of the characters’ interaction because the
addresser conveys his/her fantasies in the process of their construction to the im-
plied addressee (not participating). It is necessary to have one existing or at least
implied addressee for creating fantasies of dialogic nature (A. Anra “The Maiden
of Nuremberg”, 2012).

The fantasy of monologue nature wherein the interlocutor does not take part
differs from the construction of fantasies of dialogic nature without the general
process of fantasy creation in a way that it either has no addressee, or the latter is
necessary for the storyteller and does not affect the process of creating a fantasy
(K. Adshead “The Animal”, 2003).

5. TIME AND SPACE

The last Chapter “Time and Space” of the dissertation draws its attention to the
drama’s aspects which were commonly analysed by phenomenological or herme-
neutic means. Narrative theory has powerful tools to investigate the order of
storytelling in literary works; however, the first attempts to apply it to the analysis
of theatrical works appeared only in the last decade of the 20th century. It is
paradoxical, yet the fundamental principles of constructing the narrative space
were not taken into consideration by narratologists and now have no adequate
methodological instruments.

Accordingly, the aim of this Part of the dissertation is to apply the means of
researching the narrative time for dramatic plays to examine and create theoreti-
cal approaches towards analysing the space of drama. Chapter consists of two
parts: 1) analepses, prolepses and ellipses constructing the order of storytelling,
their concise classification and application to the analysis of drama; 2) the con-
structive principles of space that embrace the time-space creation means focusing
on diegetic, mimetic and hybrid ways of storytelling. The author of the scientific
work distinguishes and outlines the alternative ways of space creation which
reveal how contemporary dramatists utilise diverse ways in creating narrative
circumstances. Furthermore, understanding the novelty of such research, the
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said author leaves theoretical insights open for more systematic and consistent
complementing.

5.1. The principles of time construction: definitions of analepses and prolepses
According to G. Genette, three layers of time collide in every storytelling: story (the
events that are recounted), narration itself (either written or oral discourse through
which the events are presented), narrative action, or narratives (the creation of the
discourse being narrated wherein the storytelling is presented). Narratologists ana-
lysing prose state that not in every narration can one record the act of tellability (it is
most often implied); therefore, in conducting the time analysis, based on G. Genette’s
narratology, it is proposed to investigate the relationship between two layers - story
(the events that are narrated) and narration (allocation of events in a text).

From the grammatical point of view, it is the verb that expresses actions, hence
the French narratologist chooses the main categories of the verb for discourse analy-
sis: tense, mood (modality) and types of the verb (active / passive). In discourse
analysis, he is most interested in the order, volume, and speed the storytelling
presents a story (events, adventures).

The reference to a flash-back of events, i.e. to an earlier point in the story, is
defined in narratology as analepsis. In other narrative theories, it is called retrospec-
tion or looking back at events. The reference to a flash-forward, i.e. to a moment later
in the chronological sequence of events is called prolepsis. N. Kersyté, presenting
G. Genette’s theory and analysing Lithuanian prose, has noticed that it can also
be called as anticipation, prospection or looking forward at future.

Analepses and prolepses in narratology are divided into the main pairs of the
opposite: 1) objective (narratee) and subjective (character) analepses or prolepses;
2) external, internal or mixed analepsis or prolepsis; 3) partial external and com-
plete external analepsis or prolepsis; 4) recurrent internal and complete internal;
5) heterodiegetic and homodiegetic analepsis and prolepsis.

Subjective and objective analepses or prolepses are discerned according to whose
attitude they express, or who retrospectively flashes back to the past or flashes forward.
Due to the complexity of the criterion for differentiation between subjectivity and
objectivity, N. Ker$yté proposes to use parallel notions mentioned by G. Genette such
as the character’s analepsis or prolepsis and the narrator’s analepsis or prolepsis. Accord-
ing to the analepsis’s time distance in terms of the first person narration, three types
of analepsis are distinguished: external, internal analepsis and mixed analepsis.

External analepsis is referred to anachrony whose time distance stretches the
limits of the first person narration and remains there. Complete external analepsis
ends alongside the beginning of the first person narration, without creating an
impression of being continuation between two elements of a story. Mixed external
analepsis begins beyond the first person narration (in this respect it resembles
external analepsis), however ends right in the middle of the first person narration
(in this respect it resembles internal analepsis). Mostly, mixed analepsis ends close

59



to such moment of the “present” from which anachronic deviation towards the
past began - in this way it recurs to its starting point. The use of mixed analepses
is especially inherent to “Expulsion” by M. Ivaskevicius, “The Girl Whom God
Feared” by G. Grajauskas, “A Cat in the Thames” by A. Anra (2003).
Internal anachrony is such kind of analepsis which starts and ends in the
“middle” of the first person narration. It is also divided into recurrent and complete.
Recurrent internal analepsis (or allusion, retrospection) reiterates something that
has already been recounted in the first person narration (“The Faculty of Dreams’
by S. Stridsberg, 2009).

Recurrent prolepsis appears in the form of short innuendoes: it represents an event
in advance which is to be recounted consistently in its own tense. Similar to recurrent
analepses that perform the function of allusion, recurrent prolepses fulfil the function
of anticipatory remarks or previews (in L. Jenkin’s “The Country Doctor”, 1999).

The use of recurrent prolepses in narratives of contemporary drama is not
common. Perhaps it is due to the fact that in such case the narrator in his whole
work assumes the role of a patron, the one who accompanies the reader. Therefore,
storytelling is possible at least for an autodiegetic narrator who is all the time
present in the narrative.

Complete internal analepses are inherent to the dramatic plays of detective nature
where it is important to gradually find out who is a criminal and determine the
circumstances of the crime (in M. McDonagh’s drama “The Pillowman”).

When a segment of narration does not correspond to the duration of a story,
one can speak about ellipsis. According to N. Ker$yté, when discussing this figure,
the most important is the time that is not narrated; one, therefore, has to determine
whether or not the duration is omitted. The omitted time duration can be men-
tioned (in “I Am Fauerbach” by T. Dorst) or presupposed (in “The Clean House”
by S. Ruhl, 2006). According to this, ellipses are divided into implicit, explicit,
hypothetic, descriptive and non-descriptive.

Suspending certain information that is closely entwined with the reader’s / the
audience’s attitude towards a character, one manipulates not so much the charac-
ter (he is also of the narrators), but the perceiver - certain items of information
are concealed from and revealed to him which help to maintain and enhance
the intrigue. One refers to the shifting of time in a play’s narrative so as to the
character’s state of mind.

>

5.2. The principles of space construction
The contours of microgeography being constructed by the space of a play first
started to be shaped from the Antiquity, while a multipolar depiction of scenes
gains its popularity in the dramatic plays of the Middle Ages, which were performed
in different travelling wagons.

The fluidity of space in epic drama and its constant fluctuation are common to
the socially concentrated theory which moves from an individual narrative towards
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the levels of history and metaphysics. Especially, it is of great importance that in
B. Brecht’s plays the characters themselves construct the milieu as they play and
recount it. Hence the space alternates not in a scene, but in the perceiver’s mind,
developing the realm of his artistic thought and imagination.

Twentieth century dramaturgy transforms the space contrary to the cinema
principles embracing a dynamic geography: an increasing invariability of a scene
emerged as the reaction against a hyperactive moving image. The dramatic piece
of the twenty first century creates its own space while encompassing and freely
interpreting the earlier traditions.

According to Paul Cobley (2001), plot affects the selection of space, yet the way
the space is related to the plot depends on a narrative. The author of the scientific
work notices that the main means of constructing time and space in a dramatic
play are the following a) time and space are referred to by remarks (an exact place,
interior and the like); b) the references of time and space are incorporated into
the characters’ speeches.

The first means of space creation is scenography, the space being created by light
and sound on the stage are expressed by mimetic way and belongs to the sphere
of theatre; therefore, it is not comprehensively investigated because of this work’s
special attention devoted to drama, yet one refers to the nature of space expressed
by remarks (how dramatists name space, locations, etc.). The other means - ex-
pressed through words - is attributed to a diegetic way of narration. One needs to
remember that applying various means of narrative construction dramatists also
refer to a mixed way of narration. The mixed way of narration is treated by the
author of the work as a synthesis of mimetic and diegetic ways of narration which
in fact was the most popular since the Antiquity. Hybrid narrative way is applied
in “Banishment” by M. Ivaskevic¢ius, “A Cat in the Thames” by A. Anra, “The Girl
Whom God Feared” by G. Grajauskas).

The peculiarities of space in contemporary dramaturgy — the remarks which are
transformed into the play’s text expressed by characters, in other words, mimetic
representation is replaced by diegetic. It can be conditioned by several reasons: first,
an urgent trend in contemporary dramaturgy, which finds its expression when the
remarks made in a play are not written unless the genre of drama requires clearly
recounted circumstances (naturalistic or realistic play and the like). The second
reason deals with the dramatist’s intention to control the director’s choices and
render the circumstances more precisely. Deictic words incorporated into the
character’s direct speech ensure that time and place will remain the same, while
one can ignore the circumstances written in the play’s remarks. Furthermore, one
of the main reasons of cuing in the circumstances can be economy of scenography
and impact of theatrical reforms. Most often spectacles are performed without
any or with some minimalistic decorations, thus image projections or narrative
recounting of time and space help to create space effectively by using minimal
means, in other words, it is constructed by diegetic narrative way.
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However, one has to consider that mimetic, diegetic and mixed ways of narrat-
ing a story that are proposed by narratological methodology and complemented
by the author of the present scientific work do not embrace all the possibilities of
constructing a dramaturgic space.

Various methodologies of literary and art studies (phenomenology, psychoa-
nalysis, hermeneutics) also use other classifications. Some representatives of these
methodologies investigate the phenomena of space through oppositional antitheses.
For example, playwright S. Waters distinguishes the main axes of spatial antitheses
in dramatic plays:

1) Axes of public | private space differ in terms of social meaning. Dissociation
from a social uproar is described in the action taking place in private space, while
the action of public space suppresses the individual and his/her feelings. However,
in the 21st century such divide is not suitable as its essential principles were an-
nihilated by the emerged access to the Internet, social networks that unify both
public and private space (or privacy in public space); 2) Space on / beyond the
stage — a prism through which the characters enter or exist is one of the powerful
means of manipulating the perceiver’s imagination, for this antithesis reflects the
relationship between what one can see and what one can imagine; 3) Open / closed
space. This axis is determined by whether space is used according to its purpose.
Contemporary dramatists tend to break the rules (indecent games in unusual
places, the cemetery is visited while having a walk (D. Loher “Roosevelt Square’,
2004), a funeral ceremony in a circus (G. Labanauskaité “Circus’, 2010), and the
like. S. Waters states that this neglect of the purpose of place discerns drama from
cinema - if a film, through a direct documentary eye, shows the places which are
straightforwardly attributed to a certain function, then the places created in theatre
are more open as they are not revealed beforehand, thus enhancing the potential
of constructing places for experiments and new research.

The playwrights, evaluating the possibility of space to be not only a circumstance,
but also to have the ability to construct other circumstances which are influenced by
the place of the action, apply other various strategies not only to reveal space, but
also to estimate a symbolic level of dramatic narrative. The author of the scientific
work has observed several other alternative ways of space creation — metaphori-
cal / real space treatment opposition, application of the parallels of space ordinance
in the structure of a dramatic play and space fluidity being characterised by the
continuous process of transformation.

Metaphorical treatment of space creates an impression of open space for inter-
pretation. Commonly, one refers to such space so as to disclose certain states or
situations — dreams, vision, hallucinations or moments from a different time period
(e.g. from the far past). Abstract space creates an impression of another dimen-
sion than that of “here” and “now”. Therefore, the dramatists’ analysed works
(“Genesis No. 2”7 by I. Vyrypaev, “A Glimmer Under the Midsummer Water” by
L. S. Cerniauskaité, 2004) are specific in the manner that they apply the metaphori-
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cal principle to the existing situation - not as a deviation from the established norm,
but as a separate, authentic and distinctive from which embraces the whole play and
providing a certain code for conceptualizing the structure of dramatic narrative.

Furthermore, playwrights apply the model of space ordinance for the whole
dramatic play (“Roosevelt Square” by D. Loher, “The Clean House” by S. Ruhl).
The space in the play “Banishment” by M. Ivagkevic¢ius coincides with the structure
of the whole play and enhances its cycling: the places in London where Ben lives
or works correspond to his status in different periods of his life (a geographical
horizontal thereby creates his status vertical in the social aspect); German dramatist
D. Loher in her play “Roosevelt Square” draws the same map of the square every
time from a different perspective though and manipulates the perceiver’s emotions,
thus rendering a dreadful or an ironically comic image of the square.

Space density emerged as the reaction against the Internet space rhizomic
multitude which requires a separate scientific investigation. In “Invasion!” by
J. H. Khemiri or “Genesis No. 2” by I. Vyrypaeyv, the character’s speech does not
represent the world, but is more experienced as a pitfall, a game proposing new rules
of words and outward things. It is obvious that space is perceived as a continuum,
which is present either on the computer monitor or in a dramatic play, wherein
one can surf and communicate with other people, regardless of any geographical
location. This conditionality transforms the perception of space and accelerates
its changeability in contemporary drama.

CONCLUSIONS

The 21st century has radically altered the attitude of dramatists towards narrative
and its constructional means. They relate traditional and new poetics, innovative
and earlier dramatic ways of expression for contemporary dramaturgy.

1. A predominating narrative of the present-day plays is of hybrid nature, ac-
centuating the problematics of unifying dramaturgical strategies and selecting
the sources. One constructs unique fictional worlds, astonishing or shocking the
audience, emerging from the various documentary, digital and Internet-related
sources (the Internet blogs, Wikipedia, advertisement, and the like).

Contemporary dramatists create drama of open form. Dramatic narratives
are recounted not only by mimetic way being characterised by the absent of a
storyteller as the narrative is presented directly, but also by diegetic, epic means
to which the narrator is intrinsic and important to present a fabula. The diegetic
narrative way becomes a trend.

2. Narrator does not only recount a story: he presents it in a certain way, select-
ing the way of narrating a story, arranging a sequence of events, the setting, thus
forming a narrative in essence.

The type of narrator — no matter whether s/he is homodiegetic, or autodiegetic,
or heterodiegetic — hardly remains consistent. In the analysed examples, this role
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changes not only by personal pronouns pointing to the first, second, or third person
narrator, but also by performative utterances, adverbial modifiers designating time
proximity or distance, and the like.

Linguistic identities and those embedded in certain narrative situations in
dramatic plays are mostly constructed by the relationship with other characters.
Often, it is not a real identity of the narrator, but his/her role assumed in a certain
state. Generally, the following are the roles of the narrator one can observe in drama:
framing the whole play by storytelling; unifying scenes; giving an account of the
development or circumstances of the story; presenting the situation or other char-
acters. In every storytelling, wherein the narrator is referred to, there are other ones
of implicitly developing a dramatic piece or complementing a story. Sometimes,
the narrator’s instance is created so as to immerse the reader in more misleading
convolutions of the plot than it has been thought from the beginning.

When the narrator has become an unreliable source of information, his/her
technological nature appears to be more verisimilar as it creates an illusion of
impartiality through which various perspectives are presented (discourses of
telephone calls, auto-answers, video recordings, communication via Skype, and
the like are constructed).

The narratee is necessary to build up the sense of intimacy in a narrative and
to express the author’s perspective and mindset; however, dramatists sometimes
eliminate the narratee, thus highlighting the presupposed addressee’s or the reader’s
role. Having abolished the medium between storyteller and real addressee, not
the impression of intimacy and sincerity, but, conversely, that of the writing con-
struction is being created; the distance between character-storyteller and his/her
addressee enlarges. In other words, one is placed on the discourse level to which
experimentation in language and structure is especially significant.

3. The investigations conducted into the narrative language and its organisational
means have revealed that various combinations of speech acts are created which, de-
pending on their combinations, highlight the absurdity or tragedy of the situation.

o The focus of attention is concentrated on a narrative act in contemporary
dramaturgy. The language that is depurated, the communication between
characters that is simplified, drawing its attention to a language form, but
not content, encourage one to rely on an emotional and intellectual linguistic
game rather than on logically constructed texts. These are not dramatic but
communicative situations that more and more often affect the formation of
narrative as they put greater emphasis not on a physical but verbal action -
speech act and its consequences.

o In contemporary dramaturgy, the types of monologue alternate, while their
primary function is rarely applied. The referential function of technical mono-
logue is directly related with manipulation and is not necessarily transmitted
from the main source. Lyrical monologue can be found in dramatic plays
maintaining the poetic function, but in contemporary society it sounds very
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unusual and unnatural; therefore, favourable conditions are selected while
one wishes to incorporate this type of monologue in a play. In contemporary
dramaturgy a monologue establishes a direct relationship between speaker
and addressee, i.e. audience or reader.

o In the dialogues presented in dramatic plays a meaningful conversation
disappears as there are no longer mutual transcendental centres of under-
standing. Altogether dies natural language as the environment of qualitative
conversation; the said environment is alternated by various technological
signals and arbitrary signs.

o In contemporary dramaturgy it is not always possible to identify the number
of characters — dramatists proposes complete freedom in fractionating a
text and do not indicate how many characters are involved in a play. In this
way the text assumes dialogical features, an interactive relationship between
voices within a dramatic piece which construct a play as a discovery action.
Dialogisation is one of the major tools of creating new dramaturgy and can
be found in non-traditional forms of dialogue or polilogue.

Polilogue — an essential mean of structuring the characters’ speeches in con-
temporary dramaturgy; this tool opens unexpected perspectives and proves that
the possibilities of drama are infinite.

4. In the light of the episodes of information transmission, gossip, jokes, dreams
and fantasies, it is obvious that their role in a play is important to personages and
to the development of a narrative.

o Gossip in plays assumes an ironic perspective. Moreover, mixing the levels of
fiction and reality can be treated as a dramaturgic strategy chosen to more
conveniently uncover the structure of a play in plays. Gossip is mentioned
not episodically; instead they become either part of structuring the whole
storytelling, or the one rendering the author’s perspective.

o Like the function of gossip, the function of narrative episodes of information
transmission is to familiarise personages and audience with new information.
In both cases, i.e. gossip and information transmission, such function enables
the audience to identify itself more with an action on the stage. In the 21st
century, the news of such nature is transmitted with the help of a host on tel-
evision or radio, thus making dramatic events closer to the model of the news
transmitted everyday by the media. The substitution of a traditional herald or
choir for the narrator of technological instance has provided the latter with
an impression of credibility that, unfortunately, is becoming much harder to
maintain as the society treats mass media critically in the 21st century.

o 'The episodes of dream tellings are used for a radical alternation of drama’s
geographical and time-related topography. Unification of the scenes of such
character is intrinsic to cinema, for one can alternate the space, the char-
acter’s clothes, etc. especially in films by means of assembly edit, treating a
dream as a bridge across different episodes in films. The narrative episodes
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of dream tellings in contemporary dramatic plays are referred to so as to
reveal what is not commonly shown by external means - intuition, appre-
hensions, suppressed desire, smothered hatred or animosity. Playwrights
express the narrator’s state of mind by dream tellings. Instead of expressing
a plain state or presenting a message, the selected form of a dream renders
certain elements of mysteriousness, poetry and polysemanticity. Regardless
the fact that the circumstances of time change frequently into emotional or
atmospheric details, a traditional narrative of a dream has such sequence
of events and structure which, being non-linear, allows one to identify the
story and arrange the plot.

o Narrative episodes of jokes are deceptive while being similar to real stories;
however, they can be identified according to the artificial dénouement being
inherent to anecdotes. One can refer to a joke not only to maintain the com-
municative function - the joke being out of character with the addressee’s
state can provoke a conflicting situation.

o Onerelies more on intuition rather than on logic in the narratives of fantasy bal-
ancing on the verge of consciousness / subconsciousness. Peripeteia often occurs
not in the middle of a narrative structure (as a change in a sequence of events),
but externally — the narrator’s or listener’s conceptualization (recognition) of
fantasy and understanding that the fantasy is not possible to come true. Hence
fantasy narratives are constructed according to the model of “understandable
lie>. By apparently manipulating non/verisimilitude of fantasy narratives, writ-
ers allow one to cast light into the personage’s state of mind, past stories and
present events; moreover, such manipulation might also become the central
theme in the whole play. Furthermore, fantasy narratives are useful in creating
the mood of a play, revealing the character’s true desires and developing one’s
imagination, thus expanding the real frames of time and space.

» Summarising the chapter we can state that the structure of contemporary
short narratives remains the same as in major classical narratives: a concise
exposition (a short presentation of characters and the setting), culmination
(creation of suspense or intrigue), dénouement (conflict resolution). However,
the chronological order of dramatic narrative is alternated as the principles
of the time-space unity are destroyed.

5. In contemporary drama, like in contemporary prose, it is sought not to nar-

rate a story but to recount the very narration.

o In new dramaturgy, various combinations are possible such as the time of
narration and the time that is being narrated, the action of the narration itself
and the events that are being narrated. Two overlapping time dimensions
become the main principle of narrative construction: real duration of the
process of narration (i.e. the story’s narration time whose duration is experi-
enced) and fictitious time of the events represented in a narrative, this time
occurred sometime in the past.
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o Selected for narrative construction, analepses and ellipses might help to
uncover the personage’s character, his identity, values, fears, way of searching
for the meaning in life, whereas prolepses indicating future time hardly ever
occur as the future for contemporary drama does not exist. Furthermore, the
use of narrative construction means — analepses, prolepses, ellipses — is often
grounded not by causative reasons, but by the play’s internal logic which
presents narration and narrative episodes as a game whose rules to follow
the audience can arrange its conclusions.

o In contemporary dramaturgy, space is transformed and its extreme states
become an object of experimentation — invariability vs rapid alternation of
spaces. Space is created as a process, not as a result. The time-space unity
being abolished is consolidated by utilizing the principle of the absence of
place. An action could take place anywhere, reverberating utterly the laws
of globalisation in a real world - towns, flats, rooms, public institutions
with no concrete details or names given, minimising the play’s remarks or
completely abandoning them, and thus activating the narrator’s metadiegetic
function. Such abstractedness of places is rendered by several fundamental
principles — metonymy (wholeness is disclosed through a fraction), metaphor
(when a spatial model is applied to the whole model) and other principles.
The possibilities of disclosing and establishing spaces depend on the selected
way — mimetic, diegetic or hybrid — of constructing them. The mimetic way
endows the director or scenographer with most of responsibility for con-
structing spaces, the diegetic way of space creation enables a playwright to
give reign to his/her imagination/fantasy without thinking how it should be
fulfilled on the stage, and conditions a controllable result of space presenta-
tion, while the mixed way of space creation is open to the various strategies
of space construction.

o Having referred to the tools of narratology and examined the major principles
of narrative construction (the principles of time and space, the types of narrator
and his/her roles alternation in contemporary dramaturgy, the types of narrative
episodes in drama), one can maintain that a dramatic narrative is not simpler
than narrative forms of other genres. Literary critics, discussing new drama,
use the notion “genre hybridization’, for contemporary drama is characterised
by plot resolution, polyphony, dialogisation, intertextuality, fragmentation of
identity, language alienation and consideration of the text itself.
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