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JVADAS

Tyrimo objektas

Sio darbo tyrimy asis - vaiky vaizdavimas $iuolaikiniame lietuviy kine: vaiky
jvaizdziai, rezisieriy pasirinktos jvaizdziy karimo strategijos ir su tuo susije
etiniai klausimai bei recepcijos problemos. Pasitelkiant vaiky vaizdavimg na-
grinéjama ir dabartiniy laiky vaikystés samprata. Darbe tiriami 2001-2017 m.
sukurti lietuvis$ki dokumentiniai ir vaidybiniai filmai, kuriuose veikia vaikai.
Filmai parinkti atsizvelgiant j jy potencialg aktualizuoti su vaiky vaizdavimu
susijusias problemas. Pagrindiné tyrimo medziaga - filmai, jy recepcija ir in-
terviu su filmy karéjais.

Temos aktualumas ir problematika

Lietuvos kino tradicijoje vaiko paveikslas visuomet uzémé svarbig vietg. 1960 m.
sukurtas noveliy filmas ,,Gyvieji didvyriai®, kuriame skirtingais vaiky likimais
prabylama apie jvairias Lietuvos epochas, Zymi naujos rezisieriy kartos atéjima
i nacionalinj king. Su $iame filme debiutavusio A. Zebriiino véliau sukurtais
»vaikigkais“ filmais siejamas lietuviy poetinés kino mokyklos suklestéjimas, kai
kiekvieng desimtmetj Zenklino bent vienas ar keli ryskas filmai, vaizduojantys
jaunus herojus. Ne i$imtis ir $iuolaikinis kinas — atskleisdami socialines, egzis-
tencines, istorines temas, lietuviy autoriai pasitelkia vaikus.

Vis délto kinotyros darby apie vaiky vaizdavima Lietuvos kine praktiskai néra.
Vienintelé rimtesné studija, susijusi su vaikais ir lietuvisku kinu, yra Anos Miko-
nis straipsnis ,,Poezija, mitologija ir ideologija. Vaiko jvaizdis Ariino Zebriiino
karyboje®, i$spausdintas Lenkijos moksly akademijos meno instituto Zurnale
Kwartalnik Filmowy 2013 mety pavasario numeryje, skirtame vaikams ir kinui.
2007 m. Skirmantas Valiulis yra parases nedidele apzvalga ,,Kinas vaikams ir
jaunimui® moksleiviams skirtam leidiniui Trumpa Lietuvos kino istorija. Ir tai,
ko gero, viskas. Perzvelgiant pasauline literatara, analizuojancia vaiko vaizda-
vimo ekrane problematika, taip pat randame apgailestavima, kad akademinéje
terpéje Siam klausimui vis dar skiriama per mazai démesio. Taigi ir pasauliniame
kontekste §is tyrimas yra gana naujas.

Siame teoriniame darbe nagrinéjamos dvi pagrindinés problemos - etiniai
klausimai, susije su vaiky vaizdavimu kine, ir vaikams priskiriami jvaizdZiai
lietuviy reZisieriy filmuose.

Etiniai klausimai vaizdy kultaroje vertintini kaip esminiai ir keliantys svarbias
problemas, visy pirma, dokumentiniame kine. Pasak dokumentikos teoretiko
Billo Nicholso, tai lémé faktas, kad centriné dokumentinio kino asis yra kity
reprezentavimas. Kino karéjas prisiima atsakomybe uz kita, jo vaizdavimg ir
reprezentavimg. Klausima apie etika Nicholsas perkelia j santykiy su kitais



jvardijima: ,,Ka mes darome su Zmonémis, kai kuriame dokumentinj filma?“!
Vaidybiniame kine liepiame jiems daryti tai, ko mes norime; o dokumentiniame
kine tai néra taip paprasta. Tac¢iau ir vaidybinio kino rezisieriams tenka spresti
etines problemas. DaZniausiai jos iskyla filmuojant gyvinus, ,,laukinius“ (angl.
savage) ir vaikus. Sioje etinés rizikos grupéje vaikai uzima reikiminga vieta.
Etiniai klausimai darbe aptariami pasitelkiant A. Stonio, O. Burajos karinius.
Antroji tyrimo problema - vaikams priskiriami jvaizdZiai. Pirmieji vaiky
jvaizdziai lietuviy kine atsirado laikotarpiu, kai, pasak kinotyrininkés A. Mi-
konis-Railienés, ,ne tik kinas, bet ir vaikysté buvo ideologiskai reguliuojama“.
Vaikas sovietmeciu buvo traktuojamas kaip ,,plastiné medziaga, galinti pagelbéti
formuojant naujg sovietinj Zmogy‘®. Sovietiné vaiko traktuoté vaiko ir suaugu-
siojo galios santykio aspektu nedaug skyrési nuo Vakaruose vyravusios J. Piaget
kognityvinés raidos teorijos, kuri ,vaizduoja vaika kaip nei$baigta kirinj, judantj
per tam tikras biologiskai apibréztas kognityvinés raidos stadijas link suaugusiojo
kompetencijos“. Filosofas Garethas B. Matthews tai vadina ,,deficitine® vaikys-
tés koncepcija. Pagal ja, vaiko prigimtis pirmiausiai suvokiama kaip trakumy
konfigaracija - triksta gebéjimy, kuriuos paprastai turi suaugusieji. Vaiko kaip
nepriklausomo individo sgvokos atsiradimas socialiniame ir politiniame lauke
beveik sutampa su Lietuvos Nepriklausomybés atkarimo metais. 1989 m. pasi-
radyta Jungtiniy Tauty Vaiko teisiy konvencija (Lietuvoje ratifikuota 1995 m.)
suteikia vaikams Zmogaus teises ir pripazjsta juos autonomiskais individais. Vis
délto $is zingsnis buvo daugiau teorinis, o praktinis $ios konvencijos jgyvendini-
mas Lietuvoje dar tebevyksta. Lietuvos Respublikos Seimas tik 2017 m. jstatymu
uzdraudé visy formy smurtg prie§ vaikus, jskaitant ir fiziniy bausmiy taikyma.
Istatymas buvo priimtas skubos tvarka po tragedijos, kai Kédainiy rajone miré
motinos sugyventinio sumustas ketveriy mety berniukas. Tai jvyko praéjus dvi-
desimt dvejiems metams po Vaiko teisiy konvencijos ratifikavimo Lietuvoje. Taigi,
pozitris j vaika kaip individg Lietuvoje vis dar yra pereinamojoje stadijoje.
Kinas, kaip meno rusis, pasiekiantis dideles Zmoniy auditorijas, viena vertus,
reflektuoja visuomenéje vykstancius procesus ir vyraujancias nuostatas, kita vertus,
prisideda prie tokiy nuostaty formavimo. Todél, siekiant geriau suprasti vaiko
padétj visuomenéje, svarbu patyrinéti, kg veikia vaikai $iuolaikiniame lietuviy
kine, kokie jy jvaizdziai ir kaip jie konstruojami, kokia jiems priskiriama veikla.

! Nichols, Bill. Introduction to Documentary. Bloomington: Indiana University Press, 2001, p. 5-6.

2 Mikonis-Railiene, Anna. Poezja, mitologija i ideologia. Obraz dziecka w tworczosci filmowej
Ariinasa Zebritinasa. 12. Kwartalnik filmowy, 2013, Nr. 81, Temat: Dziecko i film, p. 160.

Zob. szerzej: M. Geller. Maszyna i §rubki. Jak hartowat si¢ czlowiek sovietski. Paryz: Instytut
Literacki, 1988, s. 24-31. Cituojama i$: Mikonis-Railiene, Anna. Poezja, mitologija i ideologia.
Obraz dziecka w tworczosci filmowej Ariinasa Zebritinasa. 12. Kwartalnik filmowy, 2013, Temat:
Dziecko i film, Nr 81, p. 160.

Kabasinskaité, Dalé. Vaikystés sociologija, vaiky teisés ir vaiky politika. Filosofija, sociologija,
2002, Nr. 3, p. 43.

Darbo tikslai ir uzdaviniai

Pagrindinis $io darbo tikslas — analizuojant konkrec¢ius XXI a. pradzios lietuvis-
kus filmus su vaikais, i$skirti ir aktualizuoti vaiky vaizdavimo kine problemas,
i8tirti ir jvertinti kine ir recepcijoje atsispindincias nuostatas vaiky atzvilgiu, taip
pat kontekstualizuoti savo karyba, susijusia su vaikais.

1. Analizuojant A. Stonio filmo ,.Viena“ turinj, kiirybos procesa ir recepcija,
siekiama aktualizuoti etikos problemas, kylan¢ias filmuojant vaikus do-
kumentiniame kine. I$keliama uzduotis parodyti galimg vaiko-herojaus
jtakg meniniams reZisieriaus sprendimams, filmo turiniui ir recepcijai.

2. Pasitelkiant O. Burajos filmo ,Liza, namo!“ ir jo recepcijos analize, sie-
kiama i8ryskinti su filmo hibridi$kumu susijusias problemas.

3. Ivertinant vaiky atliekamas funkcijas keturiuose 2013-2017 m. sukurtuose
lietuviskuose vaidybiniuose filmuose, keliama uzduotis tipologizuoti vai-
ky jvaizdZius; kartu siekiama i$skirti romantisko vaiko ir Zinancio vaiko
sampratg atitinkan¢iy filmy esminius bruozus.

4. Remiantis A. Matelio filmo ,,Prie$ parskrendant j Zeme“ analize, sickiama
iStirti ir jvertinti reZisieriaus pasirinkimus atskleidZiant kontroversiska
tema — onkologinémis ligomis serganciy vaiky gyvenima.

5. Pateikiant savireflektyvig savo filmo Pokalbiai rimtomis temomis kiirybos
proceso analize, siekiama parodyti autentiskos vaiko patirties perteikimo
per kalba bandyma, atskleisti tokio bandymo jtakg kino formai ir me-
niniams sprendimams. Kartu atlikus filmo recepcijos analize, keliama
uzduotis jvardyti su filmo vertinimu susijusias problemas ir galimas jy
priezastis.

Tyrimo metodas

Pagrindiné $io tiriamojo darbo metodologiné prieiga yra konkreciy filmy
studija taikant lyginamaja analize, filmy turinio ir karybos proceso analize,
interviu metodus, dekonstrukcing prieiga bei recepcijos teorijas. Specifiniai
dokumentinio kino aspektai aptariami remiantis Billo Nicholso dokumentikos
teorija. Analizuojant vaiky jvaizdZius ir pozitrj  vaikus naudojamasi sociology
pateikiamomis vaiky vaidmeny apibréztimis, taip pat filosofo Garetho B. Mattews
pozitrio j vaikus paradigma.

Ginamieji teiginiai
1. Etiniu pozZiariu vaiky vaizdavimas dokumentiniame kine yra komplek-
siSkas procesas, galintis turéti jtakos tiek meniniams reZzisieriaus spren-
dimams, tiek filmo turiniui ir recepcijai.
2. Autentigka vaiko reprezentacija galima laikyti etine kategorija.
3. Vaiky jvaizdziai $iuolaikiniuose lietuviskuose vaidybiniuose filmuose
varijuoja tarp romantiskos ir Zinancios vaikystés sampraty.



4. Vaikus vaizduojanciy filmy recepcija daznai yra priestaringa ir kelia karéjo
etikos klausimus. Recepcijoje taip pat atsispindi visuomenéje vyraujancios
nuostatos apie vaikus.

5. Herojaus - kalbancio vaiko - pasirinkimas gali bati vienas i$§ budy auten-
tiskam vaiko pasauliui atskleisti.

Saltiniy ir literatiiros apzvalga

Paskutiniuoju XX a. de$imtmeciu ir pirmaisiais XXI a. deSimtmeciais pastebimas
tyréjy susidoméjimas vaiky vaizdavimo kine problemomis. Rasant $io tyrimo
teksta pasinaudota keliy kryp¢iy literatiira. Vaiky vaizdavimo kine problemos
aktualizuotos pasitelkiant $iai temai skirtus darbus. Ypa¢ paranki yra Glazgo
universiteto profesorés Karen Lury monografija ,Vaikas kine: asaros, baimés ir
pasakos® (The Child in Film: Tears, Fears, and Fairy Tales, 2010). Autoré kelia
klausima, kodél vaiko figiira daro tokj reikéminga poveikj vizualiniams ir naraty-
viniams aspektams kine. Jos suformuluota mintis, kad vaikai filmuose daznai ne-
reprezentuoja saves, o naudojami kaip tuscias ekranas suaugusiyjy problemoms
iSreiksti, praverté analizuojant vaiky jvaizdzius lietuviskuose filmuose. Sasekso
universiteto profesorés Vicky Lebeau knyga ,,Vaikysté ir kinas“ (Childhood and
Cinema, 2010), nagrinéjanti vaiko vaidmenj kine jkainijant nerimg ir $iuolaikinio
gyvenimo troskimus, padéjo iSgryninti tyrimo objekta ir metodologines prieigas.
JAV menotyros moksly daktarés Anne Higonnet knygoje ,,Nekaltumo atvaizdai:
Idealios vaikystés istorija ir krizé“ (Pictures of Innocence: The History and Crisis
of Ideal Childhood, 1998) suformuluotos romantiskos ir Zinancios vaikystés
sampratos tapo atspirties tagku tipologizuojant vaiky jvaizdzius.

Greta vaiky vaizdavimui skirtos literattiros tyrime remiamasi kino teoretiky
veikalais. Paminétini filmy turinio ir formos analizei svarbus Belos Balasz, Mi-
chailo Jampolskio tekstai. Kalbant apie specifinius dokumentinio kino aspektus,
ypa¢ naudinga Billo Nicholso dokumentikos teorija.

Pladiau suprasti tyrimo lauka padéjo sociology jzvalgos apie besikeic¢iancia
vaiko padétj visuomenéje (Dalés Kabasinskaités straipsnis) ir filosofo Garetho
B. Mattews darbai, kuriuose jis svarsto apie vaikystés fenomeng, vaiko ir suau-
gusiojo santykj, vaiko vietg sociume i$ filosofo perspektyvos.

Pagrindinis $io tiriamojo darbo $altinis — XXI a. pradzios lietuviy autoriy
filmai, kuriuose vaizduojami vaikai. Analizuojamos keturios dokumentinés ir
keturios vaidybinés juostos. Dél zanro specifikos atsisakyta tik vaiky auditorijai
skirty filmy, kuriuos tiriant reikalinga kita prieiga. Apsiribota ryskiausiais, di-
desnio atgarsio sulaukusiais darbais arba tais, kurie padeda i$ryskinti su vaiky
vaizdavimu susijusias problemas.

Kitas svarbus $altinis — specialiai $iam darbui parengti interviu su filmy
autoriais (daugiausia - reZisieriais, vienu atveju — operatore), ju pasisakymai
spaudoje, TV ir radijuje, susitikimuose su zitirovais. Filmy karéjy mintys svarbios

analizuojant karybos procesa, metodus, taip pat stengiantis i§gryninti bei suvokti
autoriy poziarj j vaikus.

Tiriant filmy recepcija pasitelkti kritiniai straipsniai apie filmus, pasirode
kultarinéje Lietuvos bei uzsienio spaudoje, taip pat spaudoje uzfiksuoti Ziarovy
atsiliepimai, pranesimai spaudai apie filmy pasiekimus ir kiti filmy gyvenima
po ju sukiirimo liudijantys $altiniai.

Darbo struktira
Tiriamajj darbg sudaro jvadas, penki skyriai, i$vados, literataros ir $altiniy
sgrasas.

I. DOKUMENTINIS KINAS IR ETIKA:
A. STONIO ,,VIENA®

Sio skyriaus atspirties tasku tampa Stonio filmo aprasymas, kuriame teigiama,
kad dokumentiné juosta ,\Viena“ ,,atvedé rezisieriy prie etinés problemos® Sky-
riuje atskleidZziamas etiniy klausimy, kylan¢iy filmuojant vaikus, jtakos turiniui
ir formai aspektas, taip pat analizuojama priestaringa filmo recepcija Lietuvoje
bei uzsienyje.

1.1. Filmo siuzetas, sukiarimo aplinkybés ir socialumo problema
Nespalvotame dokumentiniame filme ,,Viena“ $eSeriy mergaité Sigita vaziuoja j
kaléjima aplankyti kalin¢ios motinos ir grizta ja aplankiusi. Filmo idéjai pradzig
davé rezisieriaus tévo aktoriaus Ceslovo Stonio jkurtos socialinés organizacijos
»Auka“, padedancios kaléjime kalin¢ioms motinoms susitikti su savo vaikais,
vykdoma veikla. Nors A. Stonys savo filme lieka istikimas poetinés dokumentikos
stilistikai, jis prisipazjsta, kad $j filmg karé visiSkai kitaip negu ankstesnius.

1.2. Herojy (ne)atranka

Pirmieji kitonigko filmo karimo bruozai atsiskleidZia paruosiamajame etape, kai

reZisierius atsisako rinktis vaikus filmui ir sakosi nusprendes filmuoti ,,nepaisant
to, koks bebuty vaikas, kaip jisai reaguoty® Tiksliai parinkti aktorius vaidybi-
niam arba herojus dokumentiniam filmui laikoma viena svarbiausiy rezisieriaus

darbo funkcijy. Atsisakymas juostoje ,.Viena“ daryti herojy atranka aiskintinas

dvejopai. Viena vertus, tai - etinis motyvas, Stoniui tiesiog moraliai nepriimtina

rinktis ,,geriausig” herojy, nes taip tekty lyginti ne vieng filmo démenj su kitu,
bet vieng vaika su kitu. Kita vertus, reZisierius teigia, kad ,,bet koks vaikas jam

bus tinkamas® Tai sietina su nuostata, kad bet kurio j kaléjima aplankyti mamos

vezamo vaiko veide bus jrasyta tai, kg rezisierius nori pasakyti.



1.3. Veidas kaip reik§mé

I$ dvidesimt $esiy kadry $iame filme beveik tre¢dalj sudaro stambus arba labai
stambiis mergaités portretai. Juostoje né vieno kito Zzmogaus veidas nerodomas
stambiu planu.

Ypatingas démesys veidui kine stebimas nuo $io meno atsiradimo. Vienas
jtakingiausiy poetinés dokumentikos kino pavyzdziy, kurio pagrindinis objek-
tas — vaiko veidas, yra latviy reZisieriaus Herco Franko filmas ,,Desimt minuciy
vyresnis“ (,,Par desmit minutem vecaks®, 1978). Visa filmo dramaturgija paremta
berniuko, Ziarincio léliy teatro spektaklj, veido israiskos ir emocijy kaita. Kurda-
mas filma Stonys domisi ne veido psichologija, bet egzistencija. Jo karinyje ryski
nuostata, kad veide, akyse jrasyta informacijg galima perskaityti. Ji nesiejama su
veido i$rai$komis ir mimika. Veidg kaip savaimine reik$me, ,,reik§me be kon-
teksto apmasto etikos filosofas Emanuelis Levinas. Remdamas mergaités Sigitos
portretais, Stonys atsisako konteksto, personazo psichologijos ir i§ karto kuria
etinj santykj su vaiko veidu. Veidas ne tik yra reik§mé, kurig galima skaityti, jis
jpareigoja esantjjj akistatoje su juo.

1.4. Etinés problemos sprendimas

Kurdamas filma Stonys nusprendzia pasizitréti, ar skiriasi mergaités elgesys,
veido iSraigka, kai automobilyje yra filmavimo grupé su kamera ir kai néra. Tuo

tikslu jis pakabina slaptaja kamerg automobilio priekyje ir nukreipia ja i filmo

heroje. Filmavimo metu jokio skirtumo uzfiksuoti nepavyksta - mergaité abiem

atvejais vienoda. Vis délto kontroliné medziaga tampa filmo dalimi. Zitirédamas

filmuota medziaga Stonys susiduria su etine problema, pasijunta ,,parazituojantis"
mergaités ir jos mamos gyvenimus. IeSkodamas atsakymuy j etinius klausimus,
reZisierius nusprendzia atskleisti filmavimo procesg zitrovui ir j filmg jterpia

slaptosios kameros medziagg. Taip etinés problemos sprendimas nulemia me-
nine forma bei turinj.

1.5. Etika, filmo turinys ir meniné forma

Slaptosios kameros nufilmuotuose intarpuose i§ pradziy rodoma, kaip ruosiamas

kadras, véliau - kaip koreguojama kadro kompozicija ir ap$vietimas mergaitei

sédint automobilyje. Pirmoje filmo puséje $ie intarpai gana reti, véliau slaptosios

kameros kadry daugéja. Sigitai jZengus j kaléjima, slaptoji ir ,,oficialioji“ kameros

sukei¢iamos vietomis: mergaités ir motinos susitikimas — kulminacinis kelionés

ir filmo momentas - perteikiamas tik ,,prastaja“ kamera. Stonio teigimu, naudo-
jama slaptosios kameros medziaga jis noréjes priminti ziirovams apie filmavimo

grupés egzistavima. Juosta ,Viena“ Ziarovy ir karéjy jsisgmoninimo principais

siejasi su 1932 m. Luiso Bunuelio sukurtu filmu ,,Salis be duonos* (,,Land without

Bread“ (Las Hurdes)), kurio autorius, j dokumentinj king jtraukdamas pastaty-
minius kadrus, Ziarovams pateikia tradiciniy (,,laukiniy“) Zmoniy vaizdavimui

badingy formy kritika. Po Stonio permastyti tradicines tikrovés vaizdavimo
formas lietuviy kine zitirovus skatino Oksana Buraja filme ,,I$paZintis“ (2008).

1.6. Filmo recepcijos problemos

Skyriuje analizuojamos trys recenzijos, pasirodziusios po filmo premjeros svar-
biausiuose apie king raanciuose to meto Lietuvos leidiniuose, taip pat pasitelktos
trys publikacijos uzsienio leidiniuose.

Kaip pirmaja problemg Lietuvos kritikés jvardijo reZisieriaus prie§ premjera
pasakyta jzanga, kurioje jis pristaté tévo jkurtos organizacijos ,,Auka“ veikla,
detaliai nupasakojo problemas, su kuriomis susiduria kalin¢iy motiny vaikai.
Kritikiy manymu, poetine forma sukurtas filmas neatitiko rezisieriaus jzangos
padiktuoty lakes¢iy isvysti socialiai angazuotg karinj. Kitas svarbus filmo recep-
cijos aspektas - slaptosios kameros intarpai: uzuot sprende etikos problemas, jie
jas sukuria. Savireflektyvi tokios filmo formos pusé lieka nesuprasta — arba j ja
visai nereaguojama, arba ji jvardijama kaip atsiribojimo efektas, pajvairinantis
filmo formga, arba paastrina etines problemas, o rezisierius kaltinamas neetisku
elgesiu. Dar vienas svarbus dalykas ,,Vienos* lietuviskoje recepcijoje - tai recenzi-
jyautoriy laikysena filmo herojés atzvilgiu. Straipsniuose jos vieningai atstovauja
mergaitei, jau¢iama simpatija, empatija, globéjisSkumas, daznai — atviras noras
apginti vaikg nuo rezisieriaus. Gali bati, kad tai nulémé Stonio filme rodomas
mergaités veidas, kuriam, kaip ir bet kurio kito Zzmogaus veidui, pasak Levino,

»a$ galiu padaryti viska ir viskg privalau®.

Uzsienio kino vertintojy atsiliepimai apie filma ,Viena“ nuo lietuviskyjy ski-
riasi visy pirma tuo, kad filmas analizuojamas ne socialinio, o poetinio dokumen-
tinio kino kontekste. Uzsienietiskose ,,Vienos“ recenzijose pirmiausia atkreipia-
mas démesys j tai, kad rezisierius nepateikia jokios informacijos, nes ji nesvarbi.
Pastebima savireflektyvi filmo pusé ir mergaités veidas, kuris laikomas $io filmo
esme. I§skirtiné rusy autorés Viktorijos Belopolskajos fenomenologiné prieiga.
Ji Stonio filmg analizuoja per lytéjimo juslés prizme. JusliSkumas ir kiitni$kumas
padeda aptariant paskutinj ,Vienos“ kadra — medj su pauksciais. Belopolskaja
atkreipia démesj j medzio virpéjima, likusj kadre nuskridus pauksc¢iams. Pasak
kritikés, $i medzio metafora leidzia kiiniskai patirti vaiko vienatve.

> Levinas, Emmanuel. Etika ir begalybé: pokalbiai su Philipeu Nemo. Vilnius: Baltos lankos, 1994,
p- 89.



II. REPREZENTACIJA IR ETIKA:
VAIKAS HIBRIDINIAME O. BURAJOS FILME
»LIZA, NAMO!“

Siame tiriamojo darbo skyriuje analizuojami su filmo hibridiskumu susije etiniai
vaiko reprezentacijos aspektai O. Burajos juostoje ,,Liza, namo!“ (2012).

2.1. Priestaringi recepcijos bruozai

2012 m. rezisierés O. Burajos sukurtas filmas ,, Liza, namo!“ pasakoja apie astuon-
mete mergaite Liza, vis bégancia i§ namy, kuriuose jos mama nuolat linksminasi

su savo drauguziais. Filmas sulauké pripazinimo uzsienyje ir Lietuvoje, placiai

buvo pristatytas ir spaudoje. Po premjeros pasirodé trys recenzijos pagrindiniuo-
se king aptarianciuose leidiniuose. Recenzijy autoriy nuomonés interpretuojant

filmg i§ esmés sutampa, taciau i$siskiria svarstant etinius klausimus - ypac rezi-
sierés santykj su filmuojamu vaiku. Recepcijoje juntamas susirtipinimas ne tiek
filmo heroje, kiek realia mergaite Liza - kaip ji gyvens toliau? Etiniai klausimai

recenzijose glaudziai susije su filmo hibridiskumu. Visy recenzijy autorés aptaria

vaidybinio-dokumentinio filmo dilema juostoje ,,Liza, namo!“

2.2. Oksanos Burajos ,,provokacijy“ metodas

Remiantis filmo ,Liza, namo!“ sceny analize bei interviu su filmo karéjomis,
nustatyta, kad ,,provokacijomis“ Buraja vadina ,,karybinj bendradarbiavima su
filmo herojais“ siekiant Zmogaus organiskumo kadre. Filmo autoré provokacijas
naudoja ne tik paskiriems herojy bruozams i$ryskinti, tokiu principu ji kons-
truoja iStisas scenas. Filme yra sceny, kurios jvyko be karéjy jsiki$imo. Remiantis
Billo Nicholso kino tipologizavimu galima teigti, kad ,,provokacijy metodas®
néra pagrindinis dalykas, trukdantis filma priskirti vienam (dokumentiniam)
kino tipui. Kai kurios filmo scenos yra kuriamos pasitelkiant ne ,,provokacijas®,
o vaidybiniam kinui badingus metodus ir yra artimesnés vaizduotés pasauliui.
Tai - poetiniai intarpai, kuriuose Liza vaizduojama viena: ZaidZianti su sraige;
sédinti pievoje leidZiantis saulei; brendanti per akmenuota upelj.

2.3. Vaikas kaip idéja

I$analizavus poetinius filmo ,,Liza namo!“ intarpus, nustatyta, kad Sios scenos
buvo kuriamos pagal i§ anksto sugalvota sumanyma — nufilmuoti ,,grazy Lizos
pasaulj“ ReZisieré i§ anksto zinojo, kokig vaikyste nori parodyti. Vaikas Burajai -
nekaltumo, tyrumo simbolis, neprarades pirmapradzio ry$io su gamta ir Dievu.
Sio idealaus pasaulio sceny filmavimo pobiidis atitinka vaidybinio kino kirimo
principus — mergaitei formuluojamos uzduotys, parenkamos filmavimo vietos.
Analizé atskleidé, kad Burajos filmas ,,Liza, namo!“ yra hibridinis, t. y. jame
koegzistuoja du kino tipai - vaidybinis ir dokumentinis.
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2.4. Skirtingi etikos aspektai

Atsizvelgiant j etinius klausimus, keliamus reZisierei filmo recepcijoje, taip pat

remiantis Nicholso reprezentacijos apibréztimis ir K. Lury pateikiamomis vaiky

reprezentavimo problemonmis, jvardyti du etikos aspektai - filmo poveikis filmuo-
jamy zmoniy gyvenimui ir herojy reprezentacijos autenti$kumas. Nagrinéjant

pirmajj aspekta, nustatyta, kad filmas atitinka Burajos etines nuostatas, paremtas

filmuojamy Zmoniy savimone: jeigu herojai savo gyvenimo biide nemato nieko

blogo, smerktino ar nepateisinamo, vadinasi, tai galima rodyti. Taip pat nustatyta,
kad reprezentacijos poziariu vaikas filme ,Liza namo!“ atsiduria savotiskoje

superpozicijoje: viena vertus, Liza reprezentuoja pati save, antra vertus, yra lyg

ekranas rezisierés idéjy projekcijai. Su $iuo reprezentaciniu padalijimu sietinas

recepcijoje minimas nepasitikéjimas filmu, rezisierés $aliSkumo arba nesido-
méjimo, kg i tikryjy galvoja mergaité, jausmas, noras atskirti ,,tikrg“ mergaite

nuo vaizduojamosios filme.

II1. VAIKU [VAIZDZIAI
SIUOLAIKINTUOSE VAIDYBINIUOSE LIETUVIU FILMUOSE:
NUO ROMANTISKO IKI ZINANCIO VAIKO

Siame darbo skyriuje tiriami vaiky jvaizdziai, socialiniai vaidmenys ir juose
atsispindintis pozitris j vaikg vaidybiniuose filmuose ,,Ekskursanté® (2013,
rez. A. Juzénas), ,Santa“ (2014, rez. M. Ivaskevicius), ,Senekos diena“ (2016,
rez. K. Vildzianas) ir ,,Amzinai kartu“ (2017, rez. L. Luzyté). Vaiky jvaizdZiy ana-
lizei pasitelktos JAV profesorés menotyrininkés Anne Higonnet 1998 m. iSleistoje
knygoje ,,Nekaltumo atvaizdai. Idealios vaikystés istorija ir krizé“ (Pictures of
Innocence. The History and Crisis of Ideal Childhood) suformuluotos romantiskos
ir Zinancios vaikystés sampratos. Romantiskas vaikystés vaizdavimas pasizymi
vaikystei priskiriamu bendriausia prasme suprantamu nekaltumu - seksualiniu,
socialiniu ir psichiniu. Zinancios vaikystés atvaizdai vaikams suteikia psicholo-
ginj ir fizinj individualuma. Skirtingai nuo romantisky vaiky, kurie pateikiami
kaip Zavingas mégavimuisi skirtas reginys, Zinantys vaikai, uzuot buve pasyvis
suaugusiyjy prarastos rojaus buisenos atributai, patys ima zvelgti j pasaulj, kuris
nebatinai yra tobulas.

3.1. Vaikas kaip simbolis (,,Ekskursanté®, 2013, rez. A. Juzénas)

2013 m. pasirodziusi Audriaus Juzéno istoriné juosta ,,Ekskursanté“ pasakoja
vienuolikmetés mergaités Marijos, pabégusios i§ tremtinius j Sibirg gabenusio
traukinio ir jveikusios kuping pavojy Sesiy tukstanciy kilometry kelig namo,
istorija.
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3.1.1. Mergaité - kaip strategija

Mergaités personazas filme — strategijos, kurig rezisierius renkasi, siekdamas
papasakoti skaudzig tautos kanciy istorija, dalis. Juzénas pabrézia mergaités
nekaltuma ir tai, kad vaikai yra labiau ir grei¢iau suprantami, todél tinka repre-
zentuoti Lietuva, kuri traktuojama kaip nekalta auka. Pasak Karen Lury, vaikas,
kaip tautos ar $alies simbolis, filmuose apie karg arba ,,sunkius laikus“ yra
daznas pasirinkimas. Lietuvos kine toks vaikas buvo mergaité Laima i§ Arano
Zebriiino kino novelés ,,Paskutinis §ivis“ (1960). Visos $alies atstovavimo kriivis,
tenkantis Marijai, jpareigoja reZisieriy kurti idealizuotg, romantiskos vaikystés
sampratg atitinkantj vaiko paveiksla, praktiskai neturintj neigiamy savybiy,
zmogisky trakumuy.

3.1.2. Vaikysté ir pasakiskumas

Profesorés Lury teigimu, vaiky buvimas filmuose apie karg salygoja magiskos ir
iracionalios praeities vaizdavimg. ,,Ekskursanté® taip pat yra persmelkta magisky
vizijy, stebuklingy i$sigelbéjimy, kuriais jtikinti net nesiekiama. Pasak Juzéno,
pasakiskumas vaikystéje jam labai svarbus. Nuo pirmy juostos kadry kuriamas
pasakiskas mergaités Marijos jvaizdis: kaip tikra stebuklinés pasakos herojé ji
leidZiasi | kelione, jos Seiminis statusas — naslaité, svarbus bruozai — gerumas,
geri santykiai su gyvinais, kelyje sutinkami draugai ir priesai. Filmo finalg - grj-
zimg namo - Juzénas taip pat pakoreguoja, remdamasis pasakos logika. Pagal
scenaristo Morkaus sumanyma turéjusi pasibaigti tragiskai, istorija baigiasi
optimistine gaida.

3.1.3. Dvejopas poziiiris j vaikg

Remiantis Juzéno pasisakymais, filme susitinka abi Higonnet sitilomos roman-
tisko ir Zinancio vaiko sampratos. Viena vertus, Marija - tai romantiskas vaikas,
kurio i$skirtinis bruozas — nekaltumas - sudaro prielaidg mergaite paversti sim-
boliu ir apibendrinta pasakos heroje. Antra vertus, jaunoji ekskursanté - Zinantis
vaikas, turintis savarankisko individo bruozy.

Zinancios vaikystés samprata i$ dalies reiskiasi Marijos charakteryje. Kitas
aspektas, suteikiantis filmo herojei individualumo - vaidmens atlikimas, tiksliau,
pati jo atlikéja. Erika Fischer-Lichte knygoje Performatyvumo estetika kalba
apie tai, kad zitirovams sudétinga atskirti personazg nuo jj kuriancio aktoriaus
fenomenalaus kiino. Juzénas pabréZia aktorés parinkimo svarbg filmo sékmei,
jai keliamas uzdavinys savo asmenybe (ne vaidyba) patraukti Ziarovus. Filmo
veikéjos ir aktorés neatsiejamumas atsispindi ir filmo recenzijose, kuriose pa-
bréziamas aktorés Marcenkaités indélis i filma. Marijos vaidmens interpretacija
taip pat dvilypé: romantiskg vaikystés sampratg jkanija kritiky pabréziama
Maréenkaités i$vaizda, o Zinanti vaikysté atsispindi geruose vaidybos sugebéji-
muose. Pats vaidmuo vertinamas nevienareik$miskai: vienur - kaip ,,visavertis®,
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patiriantis transformacijg, kitur - kaip ,,neuzpildytas herojus, transformacija
laikoma nepakankama. Tai sietina su Juzéno pasirinkta dvilypumo strategija
Marijos personazo atzvilgiu: simbolis negali patirti transformacijos, taciau
Zinantis vaikas — gali. 2014 m. Marcenkaité tapo pirmuoju vaiku, uz vaidmenj
kine apdovanotu ,,Sidabrinés gervés® statuléle.

3.2. Vaikas - kaip suaugusiyjy jvaizdzio dalis (,,Santa‘, 2014, rez. M. Ivaskevicius)
2013 ir 2014 m. Lietuvoje pasirodé du vaidybiniai filmai, turintys kone identiska
siuzeting linijg — moteris priversta aukotis ir kovoti uz véziu sergancio vaiko
gyvybe. Tai - Mariaus Ivaskeviciaus ,,Santa“ ir Igno Jonyno ,,Lo$éjas® RezZisierius
Ivaskevicius viename interviu berniukg savo filme apibadina kaip ,,aplinkybes®,
kuriose vyksta suaugusiyjy dramos.

3.2.1. Vaikas - kaip aplinkybés

Filmo ,,Santa“ veiksmas vyksta $iy laiky Lietuvoje ir Suomijoje. Per Kalédy
atostogas lietuvé Inga su septyneriy mety sinumi Vincu atvyksta j Rovaniemj
(miestelj Suomijos $iauréje) aplankyti Kalédy Senelio, kuriuo dirbantis Jussi
jsimyli Ingg. Ta¢iau Vincui susirgus véZziu, Inga priversta kovoti dél savo stinaus
gyvybés, o Jussi - atrasti vaiko pasaulio paslaptis kartu su juo kurdamas nauja
Kalédy Seneliy legenda.

Pirmoji svarbi aplinkybé filme yra pats vaiko buvimas. Vaikas pratesia tévy
jvaizdj, suteikia jiems statusa, t. y. padaro tévais. Siam personazui nereikia
individualizuoty savybiy. Vincas ramus, maslus, nepriestaraujantis. Vis délto
pagrindinis Vinco indélis j filmo siuZeta yra tai, kad jis serga. Si antroji aplin-
kybé verc¢ia Zmones jaudintis ir veikti. Tam, kad i$likty tik aplinkybe, budamas
dramos epicentre Vincas joje praktiskai nedalyvauja, jis vaizduojamas kaip pa-
syvus veikéjas. Pasyvy vaidmenj geriausiai atspindi daznai rodomas miegantis
Vincas. Vaikas ne tik eliminuojamas priimant bendrus sprendimus ar aktyviau
jsitraukiant j reikalus, kurie jj tiesiogiai lie¢ia (su juo nediskutuojama nei apie jo
liga, nei norg kur nors vaziuoti arba pasilikti), jis apskritai labai mazai dalyvauja
gyvenime patyrimo prasme. Taigi ,Santoje“ nuosekliai kuriamas neindividua-
lizuotas vaiko paveikslas, padedantis atskleisti suaugusiyjy dramg. Vis délto
filme yra kelios vietos, iSry$kinancios Vinco individualuma. Pirmoji - tai scenos,
kuriose jis kelia filosofinius klausimus.

3.2.2. Vaikas - filosofas: tritkumai kaip privalumai

Pasak vaikystés filosofijos autoriaus Garetho B. Matthews, nemazai dalyky vaikai

geba atlikti geriau negu tada, kai jau bus suauge. Tarp ju - gebéjimas kelti filoso-
finius klausimus. Bendrame ,,Santos” kontekste i$siskiria dvi scenos, kur Vincas

pats inicijuoja pokalbius jam rapimais klausimais apie Dieva ir mirtj. Tai leidzia

bent kiek pazinti ji kaip asmenj ir suteikia berniuko personazui individualumo.
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Tadiau filme suaugusieji j jo klausimus reaguoja kaip j ,,vaikiskus® ir, uzuot kal-
béjesi, seka pasakas apie vaiky nemirtingumg arba tiesiog jam meluoja.

3.2.3. Vaiko teritorija - pasaka

Vinco individualumas atsiskleidzia ir Jussio Vincui sekamos pasakos epizo-
duose. Legenda apie Jussio senelj Lehtoneng, slaptg ,,Kalédy Seneliy® brolijg ir
Ziemos karg filme veikia kaip Vinco ligos parabolé. Pasaka tampa ir paskutine
Vinco buveine. Cia jis rodomas po mirties vaziuojantis per sniegynus pas Jussio
senelj ir stebuklingai jj atgaivinantis. Tai — vienintelé filmo scena, kur Vincas
savarankiskai veikia.

3.2.4. Vaikas - kaip aplinkybés recepcijoje

Tai, kad berniukas Vincas ,,Santoje“ labiau reiskiasi kaip aplinkybés, o ne indivi-
dualus veikéjas, atsispindi ir filmo recepcijoje. Vaikas, skirtingai nei ,,Ekskursan-
tés“ atveju, néra svarbus démuo vertinant filma ,,Santa“. Vinco vaidmeniui (ir jo
vaidmens atlikéjui Ovidijui Petraviciui) recenzijose tenka labai mazai démesio.
Kaip privalumas minimos pasyvios jo bado, bet ne aktorinés raiskos savybés.
Vertinant filmg, Vinco vaidmens atlikéjas kartais lieka net nepastebétas, nors
jkanija vieng i$ trijy pagrindiniy filmo veikéjy.

3.3. Vaikastarp funkcijosir personazo (,,Senekos diena®, 2016, rez. K. VildZiinas)
2016 m. pasirodziusiame Kristijono Vildzitno filme ,,Senekos diena“ mazdaug
devyneriy berniukas Leonas néra pagrindinis herojus. Jis 145 min. trukmés
juostoje pasirodo tik astuoniose scenose, o pagrindinis veiksmas rutuliojasi
aplink Leono tétj Simong - sékmingg $iuolaikinj Zmoguy, uzstrigusj savo praei-
tyje ir negalintj judéti toliau. Vis délto filmo rezisierius vaiko personazui skiria
ypatinga démesj, ir tai juntama pastarojo atvaizdavime.

3.3.1. Vaiko funkcija

Remiantis Vildziino i$sakytomis mintimis, berniukas ,,Senekos dienoje“ atlieka
labai panasia funkcijg kaip ir Vincas ,,Santoje - jo buvimas suteikia $eimos sta-
tusa herojams ir charakterizuoja Seima: turi vaikg, vadinasi, yra $eima; kadangi
tévai egocentriski, o mama dar ir karjeristé, vaikas - tik vienas. Kaip ,,Santoje“
ir ,,Lo$éjuje’, vaiko funkcija ¢ia yra ir dramaturginé - jis trukdo tévams buti
savo pasauliuose, kuria konfliktg. Ta¢iau Vildzitnas neapsiriboja vaiku, kaip
funkcija, jis kuria personaza.

3.3.2. Vaikas kaip personaZas

I$analizavus ,Senekos dienos® scenas, kuriose veikia Leonas, nustatyta, kad kiek-
vienoje scenoje reZisierius kuria unikaly tévo ir sinaus santykj. Sis santykis yra
dvikryptis: ne tik tévas rapinasi sinumi, tenkina poreikius, sprendzia i$kilusias
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stinaus problemas, taciau ir vaikas atlieka veiksmus tévo atzvilgiu — paerzina, kelia
klausimus, taigi, dalyvauja santykyje. Vaikas ¢ia traktuojamas ne kaip visiskai
kitas, nepriklausantis suaugusiujy pasauliui, bet kaip tas, j kurj galima kreiptis,
nepaliekant jo nuosalyje tévams svarbiy jvykiy akivaizdoje.

Vieng didziausiy tévo ir sinaus epizody - namy darby tikrinimo sceng -
Vildzitnas délioja taip, kad buaty galima suprasti tiek vieno, tiek kito personazo
perspektyva, intencijas, savijautg, charakterj. Cia labiausiai isryskéja vaikas kaip
personazas. Jis neidealizuojamas ir nevienaplanis, néra nei klusnus, nei labai
geras, nei fatali$kai blogas. Taciau jis turi savo charakterj, yra individualizuotas ir
gyvas. Tai, kad Leonas yra ne tik neduodanti tévams ramybés kliatis ar aplinkybé,
bet personazas, atskleidzZia ir tai, kad jo santykis su abiem tévais skirtingas.

3.3.3. Vaikas - nebe moters teritorija

Leono santykis su mama rodomas labai lakoniskai, vos dviejose scenose, kuriose
jis su mama fizi$kai nesusitinka: trumpame epizode berniukas Zitri per televizija
mamos vedama pokalbiy laidg apie gyvenimo buda, o tévas i$jungia televizoriy.
Kitame epizode Simonui konfliktuojant su Zmona, i§ kito kambario pasigirsta
Leono balsas: ,Mama!, nors pats vaikas nerodomas. Vis délto santykis, nors
ir per daug neeksplikuotas, yra aiskus: Zmona daro karjera, todél vyras imasi
vaiko aukléjimo vaidmens. Ir tai yra i§skirtinis (bent jau lietuviskame kontekste)
vaiko vaizdavimo aspektas Vildziano filme. Vaikas nebepriskirtinas tik moters
gyvenimo sriciai (kaip buta anksc¢iau), bet sékmingai ir jtikinamai funkcionuoja
santykyje su tévu. Cia atsispindi ir visuomenés gyvenimo poky¢iai Lietuvoje:
paplitusios feminizmo idéjos bei tendencijos iplésti tévo samprata kuo daugiau
jtraukiant vyrus j Seimos gyvenima ir vaiky auginima.

3.3.4. Pasikeites pasakos vaidmuo

Kaip ,,Ekskursantéje® ir ,,Santoje®, VildZziano filme taip pat veikia pasaka, kurig
Simonas pasakoja stnui. Pasaka ne vaikiska, o filosofiné. Ji yra apie Simono
gyvenima ir néra skirta vaiko pasauliui suvokti ar atskleisti, kaip buvo galima
matyti anksc¢iau analizuotuose filmuose. Pasaka pasitelkiama kaip mediumas,
kuriuo tévas perduoda savo patirtj sanui. Taigi ne tik moteris, bet ir pasaka
»Senekos dienoje” nebéra ,,neatplésiamai suaugusi® su vaiku.

3.4. Zinantis vaikas (,,AmZinai kartu®, 2017, rez. L. Luzyté)

2017 m. Lietuvos ekranus pasieké reZisierés Linos LuZytés juosta ,,Amzinai
kartu‘, pasakojanti vienos §eimos santykiy drama. Seima sudaro trys asmenys:
zmona mediké, siekianti sukurti tobulos Seimos jvaizdj, vyras — nepriklausomas
kaskadininkas ir jy vienuolikmeté dukra. Gausiose ir itin palankiose filmo
recenzijose vienuolikmetés dukters (akt. Eila Grybinaité) vaidmuo neliko
nepastebétas.
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Mergaités vaidmeniui filme ,,Amzinai kartu“ skirtus epitetus palyginus su
aptinkamais anksciau aptarty filmy recepcijoje, kur dominuoja i$vaizda ir stebi-
nantys vaidybos gebéjimai (,,Ekskursantéje®) arba pasyvus jsiliejimas j vaidmenj
(»Santoje”), pastebéta, kad dukters personazas ¢ia néra idealus, nekaltas ar skirtas
grozéjimuisi. Atvirksciai, mergaité aktyvi, racionali, turi slapty késly, kersija, yra
priesiska. Apie i$vaizda recenzijose visai neuzsimenama, vaidyba nebevercia
stebétis, nors yra jtikinama, natirali ir spontaniska. Sie recepcijos pavyzdziai
liudija, kad vaiko paveikslas Luzytés juostoje yra gerokai nutoles nuo Higonnet
sialomos romantiskos vaikystés sampratos. ,,Amzinai kartu“ autoré ziirovams
pateikia Zinantj vaika.

Filmy, kuriuose dominuoja romantiskas vaikystés jvaizdis, analizé atskleidZia,
kad toks poziaris j vaikyste trukdo matyti vaika kaip individa, jo galima indélj j
vaiky ir suaugusiyjy santykius, galiausiai neleidzia pazinti jo kaip asmens. Toliau
tiriama, ar Zinancio vaiko vaizdinys padeda spresti Sias problemas.

3.4.1. Vaikas kaip individas

Luzyté nuo pat pradziy pasakoja ne suaugusiyjy, kurie turi vaiky, bet trijy asmeny,
tarp kuriy yra vaikas, istorijg. Skirtingai nuo anks¢iau aptarty filmy, mergaité
¢ia nieko nesimbolizuoja ir neatlieka funkcijy suaugusiyjy siuZete, ji yra auto-
nominé veiksmo dalyvé. I$skirtiné vaiko padétis siuZete visy pirma sietina su
tuo, kad filmas i$ pradziy buvo sumanytas kaip dukters istorija, pasakojama i$
vaiko perspektyvos. Plétojant scenarijy, pagrindinis vaidmuo teko motinai. Kita
prieZastis — mergaités personazas inspiruotas pacios rezisierés gyvenimo, LuZytei
vaikas nebéra kitas, vaikas - tai ji. Pagrindiniu dukters jvaizdzio bruozu filme
tampa maistas prie$ moting — tobulg $eimg kurian¢ig moterj, kurios ,,scenarijuje
nelaimingy Zmoniy negali bati“’. Iliustruojant motinos ir dukters santykj, tyrime
kaip pavyzdys pateikiamas tarp jy vykstantis dialogas vonioje, kai dukra motinai
pasako: ,,as esu kek$é®, o motina bando jvairiais badais tai paneigti. I$analizavus
§j dialogg daroma i$vada, kad motinos ir dukters santykyje priespriesinamos
dvi vaikystés sampratos — romantiskoji ir Zinancioji. Mama bando jteigti, kad
jos vaikas yra nekaltas, o dukra bando pasakyti, kad ji vis délto Zino. Dukters
maistas yra nukreiptas prie§ vaiko nepripaZzinima mastancia butybe, asmeniu.
Ir nors pagrindiné filmo herojé motina to nesupranta ir nepripazjsta, Zidrovams
sudaroma prielaida patirti mergaités unikaly poziarj j pasaulj ir gyvenima.

3.4.2. Jvaizdis kaip reZisierés maistas

Pasak profesorés Higonnet, nauji (Zinancios) vaikystés vaizdiniai atsirado kaip
konfrontacija su senojoje sampratoje glidin¢iomis problemomis, kai vaiko idea-
las, kaip garbinimo objektas, pavirto vaiko, kaip objekto, koncepcija. Remiantis

¢ Oficialus filmo aprasymas www.lfc It tinklalapyje. Prieiga per interneta: http://www.lfc.lt/1t/Pa
ge=MovieList&ID=13834&Genre]D=&Y=&C= [zitréta 2018 01 15].
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Luzytés i$sakytomis mintimis, Zinancio vaiko paveikslas jos filme néra atsitiktinis,
ji kritigkai pasisako dél vaiko, kaip funkcijos, traktavimo audiovizualinéje kul-
taroje. Daroma prielaida, kad filmo ,, Amzinai kartu® autoré, kurdama maistau-
jancio vaiko paveiksla, ne tik jkinija dukters protesta prie$ despotiska moting
filmo fabuloje, bet ir stengiasi jtvirtinti vaiko kaip savarankisko, mastancio
individo jvaizdj kine.

IV. VAIKY IVAIZDZIO ANALIZE FILME
»PRIES PARSKRENDANT | ZEME* (2005, REZ. A. MATELIS)

A. Matelio ,,Prie$ parskrendant j Zeme* - vienas labiausiai pripazinty Nepriklau-
somybés laikotarpiu sukurty dokumentiniy filmy, pasakojantis apie onkologinéje
ligoninéje besigydancius vaikus. Pasirinktos dvi vaiky jvaizdzio filme nagrinéji-
mo kryptys: vaikai kaip filmo elementas ir vaikai kaip socialinis elementas.

4.1. Filmo herojaus klausimas

Nors Matelio filme ir galima i$skirti vieng pagrindinj herojy - paauglj And-
riy, kurio gyvenimg ligoninéje filmavimo grupé stebi keleta ménesiy, ,,Prie$
parskrendant j Zeme“ laikytinas grupiniu ligoninéje dienas leidzian¢iy vaiky
portretu. Todél $iame poskyryje analizuojamas apibendrintas reZisieriaus ku-
riamas vaiky jvaizdis

4.2. Du recepcijos aspektai
I$analizavus filmo recepcija, i$skirti du su vaikais susije aspektai, padedantys
pagristi skyriuje nagrinéjamas problemas. Pirmiausia — etinis klausimas. Vienu i§
budy i$vengti etiniy problemy filmuojant vaiky ligonine recenzijose jvardijamas
samoningas neestetizavimas. ReZisierius giriamas uz tai, kad nesupoetina, neper-
kuria tikrovés. Ir nors galima sutikti su recenzijy autoriais dél nesentimentalios
filmo intonacijos, vienas i$ reZisieriaus tiksly buvo sukurti filmg pasitelkiant
jvairias meninés rai$kos priemones, t. y. ir perkuriant, ir reorganizuojant tikrove
pagal meninius désnius. Vaikai ¢ia atlieka svarby vaidmenj. Tai pla¢iau aptariama
poskyryje ,Vaikai kaip filmo elementas®

Be etikos ir estetikos opozicijos, recepcijoje ryskus ir nevienalytis filme ku-
riamo vaiko jvaizdZio suvokimas. Dalyje recenzijy vaikai stereotipiskai siejami su
nertipestingumu, Zaisme, daznai sakoma frazé ,vaikai yra vaikai‘ Kita atsiliepimy
autoriy grupé vaiky vaikiskumo neparyskina, o filmo herojams apibadinti iesko
specialiy epitety, stengdamiesi jvardyti juy ypatinga statusa filme (ir pasaulyje).
Pvz., vaikai vadinami ,filmo dalyviais®, ,,mazaisiais Zmonémis“ arba ,vaikais-
zmonémis®. Tyrimo autorés nuomone, toks pozitiris artimiausias reZisieriaus
sumanymui. Jis atskleidziamas poskyryje ,Vaikai kaip socialinis elementas®.
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4.3. Vaikai kaip filmo elementas
Poskyryje aptariamas vaiky vaidmuo organizuojant filmo struktara, raiskos
priemones ir turinj.

4.3.1. Vaikas - vedlys j ligoning ir filmg

Remiantis reZisieriaus pasisakymais, vienas i$ jo sau kelty uzdaviniy filmuojant
filma ir organizuojant filmuotg medziagg — atvesti zitirovus j nepazjstama baugia
vieta — onkologine vaiky ligonine ir paskatinti juos nebijoti. Matelis supazindina
Zitrovus su labiausiai ligoninéje gasdinanciais objektais, pasitelkdamas Zaisme
ir paradoksus. Tam tikslui filme numatyta vaiko-vedlio funkcija, perduodama
tai vienam, tai kitam herojui, kai su aplinka susipazjstama i$ jo perspektyvos.
Tai padeda autoriui nukenksminti gagsdinantj ligoninés jspudj.

4.3.2. Vaikas - ekspertas

Filmo scenos atskleidzia, kad Matelis vaikus traktuoja kaip ekspertus, i§ kuriy
gali kazka suzinoti. Vaikai filme pasisako jiems rapimais klausimais, komen-
tuoja procesus, vykstancius ligoninéje ar savo paciy organizme. Jie rei$kia savo
nuomong ir apie tai, ar reikia vaikams sakyti, kad jie serga véziu, ar ne. Eksperty
vaidmens suteikimas ir galimybé komentuoti savo patirtis bei save iSreiksti kalba
neleidzia Matelio filmo vaiky antropomorfizuoti. Pokalbiai su jais rodo, kad
vaikai suvokia liga, jos procesus.

4.3.3. Dviguba perspektyva ir magic moments

Tévy ir vaiky pasisakymy filme analizé atskleidzia ,,dvigubos perspektyvos® as-
pekta, kai suaugusieji ir vaikai skirtingai Zvelgia  ta pacia istorijg, ir tai padeda
kurti dramaturgine jtampa. I§ dvigubos perspektyvos gimsta ir vadinamieji Ma-
telio magic moments (filmo prodiuserio Gerdo Haago terminas) — paradoksalios
scenos, kuriancios ypatinga filmo atmosfera: kuo linksmesné scena, tuo ji gali
bati graudesné. Rezisierius jsitikines, kad butent vaiky vitaliSkumas skiria juos
nuo suaugusiyjy ir leidzia gimti filmo paradoksams.

4.3.4. Vaikas - bendraautoris

Matelis neapsiriboja tradiciniu dokumentinio filmo dalyviy ir karéjy bendra-
darbiavimu - jis jteikia kamera vaikams j rankas. Atlikus vaiky filmuoty sceny
analize, nustatyta, kad reZisieriaus sumanymas jtraukti herojus j kiirybinj procesa
pasiteisino - jis gavo autenti$kos medziagos filmui, kurios nebuty galéjes pats
nufilmuoti. Taip pat matyti, kad medziaga néra atsitiktiné: duodamas kamerg
rezisierius suformuluoja gaires ir lukescius, kuriy tikisi (nors rezultatas lakes¢ius
ir pranoko). Integruodamas vaiky filmuotg medziagg i filma kaip lygia savajai,
Matelis i§gauna siekiama ,,gyvos“ kameros efektg. O ,,gyva“ kamera padeda
spresti etinius klausimus.
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4.3.5. Neegzistuojantis etikos klausimas

Oponuojant Billo Nicholso teiginiui, kad etiniai klausimai dokumentiniame
kine kyla dél to, kad autorius atstovauja kitam, galima teigti, kad batent to kito
filme ,,Prie$ parskrendant j Zeme" néra. Dél savo ankstesnés asmeninés patir-
ties Matelis ligoninéje yra savas. Dalydamasis kamera su herojais jis sulauzo
filmavimo grupés hierarchija ir taip sukuria ,,Zvilgsnio i§ vidaus“ jspadj. Savo
etinj pasirinkimg Matelis atskleidZia filme sgmoningai parinktomis meninémis
priemonémis. Viena tokiy priemoniy - scena, kai reZisierius su kamera aplanko
Andriy po kauly ¢iulpy transplantacijos. Kalbédamas Andrius sunkiai uzsikoséja
ir kamera nusisuka j langa. Kosintis Andrius girdimas, bet vaizdas nematomas.
Matelis, uzuot i$junges kamera, ja nusuka, kad pademonstruoty, jog nenori
zitiréti ten, kur, jo manymu, nedera ziaréti. Sis pavyzdys iliustruoja glaudy rysj
tarp Matelio etiniy pazitry ir kinematografiniy rai$kos priemoniy.

4.4. Vaikai kaip socialinis elementas
Poskyryje nagrinéjama vaiky reprezentacijoje atsispindinti A. Matelio vaikystés
koncepcija socialiniu aspektu.

4.4.1. Sergancio vaiko fenomenas

Lyginant Matelio filmg su anks¢iau minétais vaidybiniais, vaizduojanciais onko-
loginémis ligomis sergancius vaikus, pastebétas esminis skirtumas — poziaris j
sergant] vaika ir vaikus apskritai. Matelio filme vaikai néra vien tik suaugusiujy
meilés objektas. Tai — savarankiski Zmonés su savo pojuciais, iSgyvenimais, nuo-
mone. Tokia i$vada pagrindziama Matelio filme panaudoty Eglés Mélinauskie-
nés nespalvoty fotografijy i§ ligoninés, kurios daznai yra tarsi jvadas j basimas
scenas arba apibendrinimas, analize. Sie koncentruoti apibendrinantys epizodai
i$grynina rezisieriaus pozitrj j vaikus.

4.4.2. Vaikas kaip individas

I$analizavus pirmag nuotrauky serija daroma i$vada, kad Matelis filmo pradzioje
vaikus pristato atskirai — nuotraukose herojai rodomi be suaugusiyjy. Vaiky
suverenumas (ir rezisieriaus pagarba bei démesys tam suverenumui) yra i$skir-
tinis Matelio filmo bruozas. Tam, kad ziaréty j vaika, jam nereikia suaugusiyjy
kaip atskaitos tasko.

4.4.3. Vaiky ir suaugusiyjy santykis

Antros nuotrauky serijos analizé leidzia kalbéti apie vaiky ir suaugusiyjy santykj
filme. Aptariant scenas, kur vaikai ir tévai pasisako apie poziarj j liga, pastebima,
kad rezisierius $j santykj mato kaip visi$kai lygiavertj ir dvikryptj: tiek tévai, tiek
vaikai, tiek pats rezisierius dalyvauja diskusijoje, ir kiekviena pusé jnesa savo
indélj. Matelis nuosekliai laikosi $ios savo nuostatos per visg filma.
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4.4.4. Vaikai, dalyvaujantys savo ligoje

Tre¢iame nuotrauky bloke dominuoja ligoninés atributai ir proceduros, drasiau
rodomi ,,nemalonis®, skausmg perteikiantys vaizdai. ReZisieriui svarbu parodyti,
kad vaikai ne tik nerapestingai leidZia dienas ligoninéje (,,vaikai yra vaikai),
bet patiria tikrg skausma, gyvena apraizgyti vamzdeliais ir subadyti adatomis.
T.y. jie visavertiskai dalyvauja kovoje su liga. Matelis nesimégauja vaiky kancia,
taciau vaiky i$gyvenamo skausmo neignoruoja. Tokia nuostata atitinka Higonnet
Zinancios vaikystés samprata.

4.4.5. Vaikai - Zmonés?

Ketvirtajame ir penktajame nuotrauky blokuose pristatoma vaiky kasdienybé, jie
rodomi savo bendraamziy draugijoje, uzsiimantys kiirybine veikla. Sioje serijoje
dilema ,vaikai yra vaikai“ ar ,vaikai-Zmonés“ i$sprendziama ,vaiky-Zmoniy’
naudai. Vaikai suvokiami kaip turintys savo asmeniniy interesy (pvz., saviraiska),
ne tik poreikiy, uz kuriy patenkinima yra atsakingi suaugusieji.

3

4.4.6. Vaikas - asmenybé
Paskutinis nuotrauky montazas skirtas vien tik Andriui. Po bejégio, nusilpusio,
pasiduodancio Andriaus vaizdo Matelis pateikia eile jo fotoportrety, i$déstyty
chronologine atbuline tvarka iki momento, kai Andrius dar buvo sveikas su
$maikscia ,ragiuky Sukuosena, vesliais plaukais. Pagrindiné $ios fotografijy
serijos funkcija yra emociné ir etiné. Matelis pasinaudoja filme uzimamomis
»Dievo“ pareigomis ir sustabdo laikg pries Andriaus mirtj, atsuka jj atgal, dar prie$
liga. Zitirint analizuojamu aspektu, §is epizodas jtvirtina Andriy kaip asmenybe,
kaip zmogy, nuéjusj savo gyvenimo kelig.

V. KALBANTIS VAIKAS:
BANDYMAS PERTEIKTI AUTENTISKA VAIKO PATIRT]
(,,POKALBIAI RIMTOMIS TEMOMIS REZ. G. BEINORIUTE, 2012)

Filme ,,Pokalbiai rimtomis temomis® filosofiniais ir gyvenimiskais klausimais
kalbinami dvylika vaiky ir paaugliy su skirtingomis patirtimis i$ jvairiy socia-
liniy grupiy. Vaiky kalba tampa $ios juostos branduoliu, aplink kurj sukasi
veiksmas ir konstruojamas filmas. Filmg jkvépé Vandos Juknaités pokalbiy
su ypatingo likimo vaikais knyga Tariamas i$ tamsos (2007). Siame poskyryje
pateikiama savireflektyvi asmeninés karybinés patirties analizé, i§skiriami ir
placiau aptariami pagrindiniai kalbancio vaiko, kaip atskleidZiancio autentiska
patirtj, bruozai.
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5.1. Filmo sukirimo aplinkybés ir formos parinkimas

Nors ,,Pokalbiai rimtomis temomis“ néra literatiros ekranizacija, filmas remiasi
knygos struktiira, kiirybos principais ir siekiniais. Vienu stipriausiy postamiy
sukurti ,, Pokalbius® tapo Juknaités knygoje iSreikstas ypatingas pozitris j vaikus:
vaikai matomi kaip daug patyre, jie patys gali kalbéti apie savo patirtis. Kartu
per vaiky patirtis apmastomas suaugusiyjy pasaulis ir buties klausimai. Isskirtinj
Juknaités knygos bruoza - islaikyta $nekamosios kalbos sintakse - literataros
kritiké Renata Serelyté sieja su vaiko reprezentacijos autentiskumu. Siekiant to
paties autentiSkumo, vaiky kalba filme buvo sureik$minta, jai suteikiant pirme-
nybe pries vaizda: atsisakyta jmantriy kompozicijy, kameros judesio, iSkalbingy
filmavimo lokacijy, detaliy. Koncentruojamasi j kalbantj vaika, filmuojama
stambiu arba vidutiniu planu.

5.2. Vaiky kalba: forma ir turinys

Literataros kritikiy manymu, vaiky kalba, tam tikras jos netaisyklingumas Ta-
riamame is tamsos tampa priemone, padedancia iSreiksti filosofines kategorijas.
Kuriant filma, $i priemoné taip pat naudojama, nors kine jzvelgti vaiky kalbos
egzistencializma ir filosofiskuma kartais tiesiog nejmanoma, nes kalba patiriama
ribotg laika, t. y. tik tuo momentu, kai sakinys itariamas. Siuo aspektu literatirai
nusileidziantis kinas turi ir ne vieng pranasuma. Vienas jy — galimybé matyti
kalbanciojo veida, laikysena, stovésena, sédéseng, judesius. Kitas prana§umas -
galimybé girdéti intonacijas, vaiky balso tembra, per kuriuos Ziarovus pasiekia
daug neverbalios informacijos.

Pasak Juknaités, vaikams ji uzduodavo klausimus, su kuriais jie jau buvo
susidaire gyvenime. Atsizvelgiant i vaiky patirtis, temos pokalbiams parinktos
ir filmui. Pagal jas ieSkomi pasnekovai. Pagrindinis atrankos kriterijus — vaiky
gebéjimas (ir noras) kalbéti apie savo patirtj. Patirtys suvokiamos placiai: ta-
lentas, fiziné negalia, tévy skyrybos, delinkventinis elgesys, netektis, gyvenimas
daugiavaikéje $eimoje, gyvenimas pasiturin¢ioje Seimoje. Kiekvienas vaikas turi
savo pagrindine temg, savo unikalia patirtj, galiausiai kiekvienam uzduodami
visiems bendri klausimai - apie gyvenima, mirtj, meile, laime, Dieva. Visus
vienijanti tema - santykis, rysiai tarp Zmoniy. Galutinis rezultatas — 65-ios
minutés dvylikos pokalbiy fragmenty. Kai kuriy pokalbiy teko atsisakyti dél
struktaros, bendro filmo audinio, vengiant pasikartojimy, nedidelis epizodas
buvo iSimtas tévy pageidavimu.

5.3. Struktiira: kalba - kaip naratyvas ir ritmas

Vienas pagrindiniy klausimy, kylanciy prie$ kuriant filma, - kaip sudélioti
atskirus pokalbius j visuma? I$analizavus Juknaités knygos struktira, taip pat
pavyzdzius i§ kino istorijos (Kieslowskio ,,Kalbancios galvos®, ilgo stebéjimo
kino projektai ,,7 Up", ,,Born in the USSR®), pasirinktas ,,pynés“ principas -
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kai gretinant, jungiant ir prieSprie§inant atskirus pokalbius sukuriamas vienas 5.4.2. Vaiky kalba ir tiesmuki klausimai

bendras karinys. Pasakojimas konstruojamas keliais sluoksniais - naratyvo, Nors skyriaus pradzioje vaiky kalba buvo jvardyta kaip filmo branduolys, re-
emociniu ir ritminiu. Dauguma vaiky pokalbiy turi savo atskiras kulminacijas cepcijoje tam skiriama nedaug démesio. Viena vertus, menkas démesys kalbai
naratyvo lygmenyje. Cia pakilimai ir nusileidimai kuriami informacijos doza- nataralus, nes zitarint filma néra galimybés, kaip knygoje, ,,jsiskaityti“ j sakinius,
vimo principu - i§ pradziy atskleidziamos kelios detalés, véliau detaliy daugéja, be to, neverbaliné ir vizualiné raiska kine yra jtaigesné. Antra vertus, ypatingos
istorija pilnéja. Emociniame lygmenyje pasakojimas rutuliojasi patiréiy ir jausmy vaiky patirtys, nataralu, nustelbé kitus filmo bruozus.
sudétingéjimo principu: prasidéjes teatrali$kai, kartais komiskai savo patirtis Vis délto vienas kalbinis aspektas neliko nepastebétas - tai vaikams uzduo-
nupasakojancio Jono pasirodymu, filmas emociskai auk$¢iausig taska pasiekia dami tiesmuki klausimai. Pastabos apie tai kartojasi ne vienoje recenzijoje. Nors
tada, kai Borisui ,relakse® ima trakti oro ir jis iSeina i§ kadro. Po $io epizodo galima sutikti, kad klausimy tiesmukumas laikytinas ,kalbancio® filmo traku-
galima jkvépti oro kartu su galvojanciu, kg pasakyti, Eriku, o véliau pasinerti j mu, montuojant juostg nuspresta pirmenybe teikti vaiky atsakymams, jeigu Sie
gimtadienio organizavimo sunkumus su Ieva. Taip skirtingy pasnekovy patirtys budavo autentiska, nebatinai pozityvi pasnekovo reakcija, padedanti atskleisti
kuria vientisg emocinj pie$inj. Ritmg padeda kurti trijy kadro stambumy (vi- ji kaip asmenybe.
dutinis, stambus, labai stambus planas) variacijos ir intonacijy, balsinés raiskos,
kalbéjimo bei pauziy kaita. Greitas kalbéjimas montuojamas su létu, skaidrus 5.4.3. Diskusija apie etikg
balsas — su dusliu, ¢iauskéjimas - su lemenimu, garsumas - su tyla gesty kalboje, »Pokalbiy rimtomis temomis“ recenzijose etika prie$priesinama meniskumui,
$velnumas - su atzagarumu, turtingas zodynas - su skurdziu. Taip ne tik verba- abejojama, ar nepiktnaudziaujama vaiky atvirumu. Kitur teigiama, kad etikos
liné, bet ir neverbaliné kalba sudaro sgskambius, i§ kuriy muzikiniu principu riba neperzengta, zitirovy emocijomis nemanipuliuojama. I$skirtinis yra Ratos
susiformuoja visuma. Ji neturi vieno naratyvinio pasakojimo, jg veikiau jungia Oginskaités tekstas, kuriame kritiké neapsiriboja klausimy jvardijimu, bet ie$ko
minéty saskambiy harmonija. Gal dél to $ios visumos patyrimas yra sunkiai atsakymuy j klausimus kartu su vaiky psichologe, moksly daktare Rasa Bieliauskai-
verbalizuojamas. Tai atspindi filmo recepcija. te. Savo komentare psichologé apgina rezisiere nuo kritiky. Jos komentaras - tai
reakcija ne j filma, bet i filmo recepcija, j vertintojy nuostatas vaiky ir sudétingy
5.4. Recepcija: filmo vertinimo problemos ir priestaravimai ju patirciy atzvilgiu.
»Pokalbiy rimtomis temomis“ premjera jvyko 2012 m. rudenj. Filmas buvo gana
placdiai nusviestas spaudoje, nominuotas ,,Sidabrinés gervés“ apdovanojimui, 5.4.4. Prielaidos vaiky emancipacijai
dalyvavo tarptautiniuose kino festivaliuose, buvo idrinktas oficialiu Lietuvos Nors vienas filmo tiksly buvo parodyti mastancius vaikus, turin¢ius vidinj pasaulj,
atstovu siekti JAV Kino akademijos ,,Oskaro“ apdovanojimo geriausio filmo uz- kai kurios kino kritiky recenzijos liudija visai priesingg pozitirj. Pvz., abejojama,
sienio kalba kategorijoje. Po filmo premjeros pasirodé Sesios recenzijos Lietuvos ar vaikai supranta esantys filmuojami, ar gali bati patys atsakingi uz savo atvi-
kultarinéje spaudoje ir dvi filmo apzvalgos Zinomuose JAV kino tinklalapiuose, rumg. Kitur be jokio pagrindo vaiko galvelé vadinama ,,miela ir tus¢ia® Tokie
kuriomis remiamasi filmo recepcijos analizéje. komentarai rodo, kad musy pozitryje i vaikus vis dar gaji nuvertinanti nuomoné

apie vaikus kaip nemastancius, negebancius prisiimti atsakomybés.
5.4.1. Vertinimo problemos
Aptardami Juknaités knyga, dauguma literataros kritiky jvardija tam tikrg pasi-

metimg, nezinojima, kaip vertinti §j karinj, nes jprasti karinio analizés jrankiai ISVADOS

¢ia netinka. Dél keblumo apibréziant kriterijus bei parenkant analizés jrankius

priestaringai vertinamas ir filmas. Pavyzdziui, radikaliai i§siskyré nuomonés 1. Etiniu pozitriu vaiky vaizdavimas dokumentiniame kine yra kompleksiskas
apie kino formg. Viena grupé kritiky teigia, kad karybos metodo filme néra, procesas, galintis turéti jtakos tiek meniniams reZisieriaus sprendimams, tiek
pokalbiai isdélioti atsitiktine tvarka, kiti tvirtina, kad butent pokalbiy i§déstymas filmo turiniui ir recepcijai. Audriaus Stonio filmo ,Viena“ atvejis rodo, kad,
ir kompozicija liudija tikra karéjy profesionaluma. i$ etiniy paskaty atsisakes sau jprasto metaforinio pasakojimo budo, reZisie-

rius nesirenka konkretaus filmo herojaus, o susidares su etiniais klausimais
padaro juos filmo turinio dalimi, panaudodamas atsiribojimo efektq. Etinés
problemos atsispindi ir priestaringoje filmo recepcijoje. Cia isryskéja kino
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vertintojy sutrikimas pamacius nelaimingg vaika ekrane ir pasipriesinimas

tokiam vaizdavimui, noras apginti vaika nuo rezisieriaus.

2. Kino hibridiSkumas vaizduojant vaikus yra problemiskas. O. Burajos filmo
»Liza, namo!“ ir jo recepcijos analizé atskleidzZia, kad hibridiskumo sukeltos
problemos turi jtakos skirtingoms filmo plotméms:

a) Vaiko reprezentacijos autentiskumui: dokumentinése scenose mergaité
reprezentuoja save, rodomi jos autentiski santykiai, jausmai, reakcijos,
o vaidybinio tipo scenose ji jkanija rezisierés vaikystés vizija, sukurtg
i§ anksto nepriklausomai nuo realios filmo herojés. Taip dalyje filmo
vaikas praranda galimybe atstovauti savo interesams ir troskimams, jis
nebematomas kaip autenti$kas subjektas, bet tampa ,,jrankiu“ suaugusiujy
problemoms ir jsivaizdavimams i$reiksti.

b) Filmo recepcijai: dél neautentisko reprezentavimo atsiranda recepcijos
problemy: filmo zitrovams ir kino kritikams kyla etiniy klausimy (ar
vaiku nesinaudojama estetiniais tikslais?), juntamas nepasitikéjimas paciu
kariniu ir jo autoriais, kyla noras atskirti ,,tikra“ mergaite nuo vaizduoja-
mosios filme.

3. Vaiky jvaizdziai 2013-2017 m. sukurtuose lietuviskuose vaidybiniuose fil-
muose pagal vaiky atliekamas funkcijas suskirstyti i keturis tipus:

o vaikas kaip simbolis,

« vaikas kaip suaugusiujy jvaizdzio dalis,

« vaikas tarp funkcijos ir personazo,

« Zinantis vaikas.

Atskiruose kariniuose vaikai traktuojami individualiai ir tai priklauso nuo
pasakojamo siuzeto, Zanro, rezisieriaus intencijy. Analizuojant filmus poZiario
j vaikg aspektu, pastebéta, kad jvaizdziai varijuoja tarp romantisko vaiko (,,Eks-
kursanté® ir ,,Santa“) ir Zinancio vaiko (,,Senekos diena“ ir ,,Amzinai kartu®).

Romantisko vaiko sampratai priskirtiems filmams budingi Sie bruozai:

o vaiko nekaltumo pabréZimas;

o vaiko idealizavimas;

« pasakos motyvas, ypac svarbus iSrei$kiant ir suprantant vaiko vaizdinj;

« vaikai pirmiau iSreiskia ne save pacius, bet kazka kita — simbolizuoja tauta,
jtvirtina suaugusiyjy veikéjy statusg ar jy buvimas sustiprina drama;

« vaiky personaZai padeda atskleisti suaugusiyjy idéjas, supratimg apie
suaugusiyjy pasaulj (karg, tremtj, asmeniniy santykiy drama);

« filmy recepcijoje, vertinant vaiky vaidyba, daug démesio skiriama i$vaizdai,
gera vaiky vaidyba kelia nuostabg;

« nepaisant dominuojancio romantisko vaiko jvaizdzio, tiek ,,Santoje®, tiek

»Ekskursantéje“ aptinkama ir Zinancio vaiko bruozy.
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Zinancio vaiko sampratai priskirtiems filmams badingi $ie bruozai:

« vaiko individualumas ir autonomiskumas (,,Senekos dienoje“ vaikas
traktuojamas ir kaip personazas, ir kaip funkcija, padedanti atskleisti
suaugusiyjy charakterius, o ,,Amzinai kartu“ vaikas yra tik autonominis
veikéjas);

« vaiko nekaltumas nebéra dominuojanti jo savybé;

« atsisakoma idealizavimo, vaiky charakteriams suteikiama ir negatyviy
savybiy;

« vaiky personazai daugiau isrei$kia idéjas apie juos pacius, o ne apie
suaugusiuosius;

« recepcijoje neakcentuojama iSvaizda, bet atkreipiamas démesys j charak-
terio savybes.

. Vaiky jvaizdziy $iuolaikiniuose vaidybiniuose filmuose analizé rodo, kad

lietuviy rezisieriy kuriami vaiky vaizdiniai atspindi visuomenéje vyraujancias
pozitrio j vaikg tendencijas - slinktj nuo vaiko, kuriuo galima disponuoti,
link vaiko, kaip individo, suvokimo.

. Ypatingu pozitriu j vaika ir i$skirtinémis reZisieriaus etinémis nuostatomis

pasizymi filmas ,,Prie§ parskrendant | Zeme", atskleidZiantis kontroversiska
tema — onkologinémis ligomis serganciy vaiky gyvenimg. Kurdamas filma
A. Matelis remiasi prigimtinémis vaiky savybémis, jy pozitriu, skirtinga negu
suaugusiyjy patirtimi. Vaikams suteikta vedlio funkcija ir i§ jos atsiradusi
vaiko perspektyva padeda rezisieriui ,,nukenksminti i$ankstines Ziarovy
baimes Zengiant { onkologine vaiky ligonine. Eksperty vaidmens suteikimas,
vaiky vitaliSkumas ir kitokia negu suaugusiujy gyvenimiska patirtis leidzia
rezisieriui i$gauti ,,dviguba perspektyva® (kai i situacija galima pazvelgti ir
vaiky, ir suaugusiyjy akimis) ir padeda gimti filmo paradoksams. ReZisieriaus
sumanymas leisti vaikams patiems filmuoti savo kasdienybe suteikia auten-
tiskos medziagos filmui, padeda sukurti ,,gyvos“ kameros jspudj ir spresti
etines problemas. Matelis nuo pat pradziy savo filme j vaikus zitri kaip j
visaveréius sociumo dalyvius, susijusius su suaugusiaisiais dvikryp¢iu san-
tykiu (vieni kitiems reikalingi), turin¢ius savo autonominj gyvenima. Vaikai
jo filme reprezentuoja patys save ir gali bati vertinami, nebadami santykyje
su suaugusiaisiais.

. Filmo herojaus - kalbancio vaiko - pasirinkimas gali ne tik praversti auten-

tiskam pasaulio liudijimui, bet ir sudaryti galimybes eksperimentuoti su kino
forma, i$plésti kalbos vaidmenj kine: neapsiriboti kalba tik kaip informacijos
ne$éja ar komunikacijos jrankiu, bet paversti jg pagrindine ritmo karimo
priemone ir terpe metaforoms rastis. Savireflektyvi filmo ,,Pokalbiai rimtomis
temomis“ karybos proceso ir recepcijos analizé atskleidZia, kad literatari-
niame V. Juknaités karinyje i$ryskintos vaiky kalbai badingos struktaros
savybés (gebéjimas paprastus zodzius paversti metaforomis ar filosofinémis
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kategorijomis) gali reikstis ir dokumentiniame kine, nors yra sunkiau perskai-
tomos. Kino, kaip medijos, savybés leidzia praplésti vaiky kalbos patyrima -
girdéti intonacijas, i§gyventi kalbos tempg bei ritmg, matyti vaiky veidus ir
judesius. Nors vienas filmo ,,Pokalbiai rimtomis temomis® tiksly buvo parodyti
mastancius vaikus, turin¢ius vidinj pasaulj, recepcijoje aptinkami kai kurie
kino kritiky pasisakymai atspindi nuvertinancias nuostatas vaiky atzvilgiu.
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INTRODUCTION

Research subject

The present artistic research focuses on depiction of children in contemporary
Lithuanian cinema. The term depiction encompasses images of children, image
creation strategies adopted by film directors, associated ethical questions and
reception issues. Depiction of children also serves as basis for the analysis of the
present day childhood concept. The research addresses contemporary Lithuanian
documentary and feature films including child actors. The films were selected
based on their potential to actualise the issues pertaining to depiction of children,
not on the basis of their themes, artistic quality or content. Principal material of
the research includes films, their reception and interviews with creators.

Topic relevance and problems

Child image has always been significant in the tradition of Lithuanian cinema.
In 1960, a novella film Gyvieji didvyriai (The Living Heroes) was released, telling
about diverse historical periods of Lithuania through different fates of children -
this film marks the arrival of a new generation of directors into the national cin-
ema. Gyvieji didvyriai was a debut film by director Artinas Zebritinas and his later
“child” films are associated with the flourishing of Lithuanian poetic film school.
Each decade thereafter saw one or several remarkable films depicting young
characters. Contemporary cinema is no exception - Lithuanian filmmakers
depict children in unfolding social, existential or historical topics.

However, few Lithuanian cinema research works exist concerned with
depiction of children in film. A single study of greater significance associated
with children and Lithuanian cinema is an article by Anna Mikonis “Poezija,
mitologija ir ideologija. Vaiko jvaizdis Ariino Zebriiino kiryboje” [Poetry, my-
thology and ideology. The image of a child in the films by Artinas Zebritnas],
published in the 2013 spring issue of Kwartalnik Filmowy dedicated to children
and film (the magazine is published by the Institute of Art of the Polish Academy
of Sciences). In 2007 Skirmantas Valiulis wrote a short review “Kinas vaikams
ir jaunimui” [Cinema for children and youth] in Trumpa Lietuvos kino istorija
[Brief History of Lithuanian Cinema], a publication for schoolchildren. And
that is about all there is. Review of worldwide literature analysing the issues
associated with depiction of children in film also traces regretful opinions that
not enough attention is paid to the question in academic circles. Therefore, the
present research is fairly novel and timely even in international context.

The present theoretical work investigates two key problems: the ethical issues
associated with cinematic depiction of children and the images attributed to
children in films by Lithuanian directors.
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The ethical issues in visual culture shall be deemed essential and raising
significant problems, primarily in documentary cinema. In accordance to
documentary film theoretician Bill Nichols, this was determined by the fact that
the central pivot of documentary film is representation of others. A filmmaker
assumes responsibility for the other, for his/her depiction and representation.
Nichols paraphrases the question on ethics into the naming of one’s relationship
with others: “What do we do to people when we make a documentary film?”’
In feature films, he says, the answer is quite straightforward: we order them to
do what we want, whereas in documentary film the matters are not so simple.
However, feature film directors also need to solve ethical problems, which mostly
arise when filming animals, savages and children. The latter play an important
role in this ethical risk group. The research addresses the ethical issues through
investigation of works by Audrius Stonys and Oksana Buraja.

The second problem examined in the present artistic research is related to
the images attributed to children. First images of children in Lithuanian cin-
ema emerged in times, when, according to the cinema researcher A. Mikonis-
Railiené, “not only cinema, but also childhood itself were subject to ideological
regulations®? In Soviet period a child was treated as “ductile material useful in
forming a new soviet man”. From the perspective of child-adult power rela-
tion the Soviet treatment of children was not too far away from Jean Piaget’s
theory of cognitive development prevalent in the Western countries, which

“depicted a child as unfinished creation, moving through certain biologically
determined stages of cognitive development towards the competence of an
adult”* Philosopher Gareth B. Matthews calls this a “deficit” conception of
childhood. Based on this conception, the child’s nature is primarily understood
as configuration of deficits — the lack of skills that are usually available in adults
but are not present in children. The concept of a child as independent individual
emerged in social and political field at about the same time when Lithuania
restored its independence. The United Nations Convention on the Rights of
a Child was signed in 1989 (ratified in Lithuania in 1995). It is a document
granting children the human rights and acknowledging them as autonomous
individuals. However, this was mostly a theoretical step and practical imple-

' Nichols, Bill (2001). Introduction to Documentary. Bloomington: Indiana University Press,

p. 5-6.

Mikonis-Railiene, Anna (2013). Poezja, mitologija i ideologia. Obraz dziecka w tworczosci

filmowej Ariinasa Zebritinasa. 12. Kwartalnik filmowy. Temat: Dziecko i film, No. 81, p. 160.

Zob. szerzej: M. Geller. Maszyna i srubki. Jak hartowat sie cztowiek sovietski, Instytut Literacki,

Paryz, 1988, s. 24-31. Cited from: Mikonis-Railiene, Anna (2013). Poezja, mitologija i ideolo-

gia. Obraz dziecka w tworczosci filmowej Artinasa Zebriiinasa. 12. Kwartalnik filmowy. Temat:

Dziecko i film, No. 81. p. 160.

4 Kabasinskaité, Dalé (2002). Vaikystés sociologija, vaiky teisés ir vaiky politika [Childhood
sociology, children rights and policies]. Philosophy, sociology, No. 3, p. 43.
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mentation of the convention is still underway in Lithuania. Only in 2017 did
the Parliament of the Republic of Lithuania issue a law prohibiting any form of
violence against children and use of corporal punishment. The law was passed
in a haste following a tragedy when a four-year-old boy died after being beaten
by his mother’s cohabiting partner in Kédainiai district. The law was adopted
after 22 years since the ratification of UN Convention on the Rights of a Child,
which demonstrates that the view towards children as individuals is still in
transitional stage in Lithuania.

On the one hand, cinema, as a form of art reaching numerous audiences,
reflects the processes of and attitudes prevalent in the society. On the other hand,
it contributes to the formation of said attitudes. Therefore, in order to gain better
understanding of the child’s status in the society, it is important to investigate
what is the role of children in contemporary Lithuanian cinema, what are the
established images of children and how such images are constructed, as well as
what activities are ascribed to them.

Tasks and objectives of the research

The principal objective of this research — through an analysis of specific instances
of early 21st century Lithuanian films featuring children to distinguish and actu-
alise the issues pertaining to depiction of children in cinema, to investigate and
assess the attitudes towards children reflected in cinema and its reception and
to contextualise the author’s own creative works associated with children.

1. Performing an analysis of the content, creative process and reception
of the film Viena [Alone] by A. Stonys, the author seeks to actualise the
ethical issues that arise while filming children in documentary cinema.
Another objective is to demonstrate the possible influence of the child-
character upon the artistic decisions of the director, the film’s content and
reception.

2. By analysing the film Liza, namo! [Liza, Go Home!] by O. Buraja and the
reception thereof the author strives to highlight the issues caused by the
hybrid nature of the film in the depiction of children.

3. Typologisation of the images of children is performed by evaluating the
functions carried out by children in four Lithuanian feature films created
during 2013-2017. Interpreting these films and the reception thereof based
on the attitude towards a child, the author seeks to distinguish the key
characteristics of films that correspond to the concepts of the romantic
child and the knowing child.

4. In an analysis of the film Pries parskrendant j Zemg [Before Flying Back
to Earth] by A. Matelis, the author seeks to explore and assess the direc-
tor’s choices in unfolding a controversial theme - the life of children with
cancer diseases.
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5. Self-reflective analysis of creative process of own film Pokalbiai rimtomis
temomis [Conversations on Serious Topics] is presented to demonstrate an
attempt to convey an authentic experience of a child through the language,
and to reveal the influence of such effort upon the form and artistic decisions
of the film. Following an analysis of the film reception, the author undertakes
to identify film assessment problems and possible reasons thereof.

Research method

The principle methodological approach of the present artistic research relies on
case studies, applying methods of comparative analysis, film content and creative
process analysis and interview, as well as deconstructive approach and reception
theories. Discussion of specific aspects of documentary cinema relies on the
documentary theory of Bill Nichols. Analysis of children images and approach
towards children is based on children role definitions presented by childhood
sociologists, as well as the paradigm of approach towards children of the child-
hood philosopher Gareth B. Matthews.

Thesis statements

1. From ethical standpoint, depiction of children in documentary film is a
complex process that can influence the artistic decisions of the director,
as well as the content and reception of the film.

2. Authentic representation of a child can be considered an ethic category.

3. Images of children in contemporary Lithuanian feature films vary between
Romantic and Knowing childhood conceptions.

4. Reception of films depicting children is often controversial, raising ques-
tions regarding the creator’s ethics. The reception also reflects the attitudes
towards children prevalent in the society.

5. Choice of a speaking child as a character might be one of the ways to
disclose an authentic world of a child.

Review of literature and resources

Over the last decade of the 20th century and first decades of the 21st century an
increased attention towards the issues of children depiction in cinema was noted
among the researchers. The present artistic research paper relies on literature
on diverse fields. Works specifically dedicated to the topic were employed to
actualise the issues of children depiction in cinema. Of special significance is
a monograph by Glasgow University Professor Karen Lury The Child in Film:
Tears, Fears, and Fairy Tales (2010), where the author raises questions as to why
does the child figure exerts such significant influence upon visual and narrative
aspects of film. A problem formulated by the author that children in film often
do not represent themselves, but are used as a blank screen to express the issues
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of adults, was beneficial in analysing images of children in Lithuanian cinema.
The book Childhood and Cinema (2010) by Sussex University Professor Vicky
Lebeau investigates the use of children characters in film to embody anxiety and
desires of modern life; this resource served to clarify the research subject and
methodological approaches. The concepts of romantic and knowing childhood
formulated in the book Pictures of Innocence: The History and Crisis of Ideal
Childhood (1998) by an American art researcher Anne Higonnet, have served
as a starting point in creating the typology of children images.

Along the literature dedicated to depiction of children in film, the author
relied on works by cinema theoreticians, including texts by Bela Balasz and
Michailas Jampolskis, which were of significance to the analysis of film content
and form. Speaking of specific aspects of documentary film, the documentary
theory of Bill Nichols was especially useful.

Understanding of the research field was expanded by the insights of child-
hood sociologists regarding the changing state of a child in society (article by
Dalé Kabasinskaité), as well as the works by philosopher Gareth B. Matthews in
which he addresses the phenomenon of childhood, the relationship between a
child and an adult, as well as the role of a child in the society from philosopher’s
perspective.

The principal resource of the present research — early 21st century films
by Lithuanian authors depicting children. Four documentary and four feature
films were analysed. It was decided to not include films specifically targeted at
children audiences due to the peculiarities of the genre, which would require a
different approach as compared to the analysis of films aimed at adult audiences.
Due to the volume of the research it was limited to the most remarkable films
that enjoyed widest reception or the films that assisted in highlighting the issues
associated with the depiction of children.

Another important resource was the interviews with film authors (in most
cases the directors, in one instance — a camerawoman) specifically conducted for
the purposes of this research, along with their thoughts expressed in the press,
television or radio and at meetings with audiences. Thoughts of film creators
are important for an analysis of the creative process and methods, as well as
identification and understanding of their attitude towards children.

Film reception was analysed using critical reviews published in Lithuanian
and foreign culture press, published comments of the viewers, press releases
covering film’s achievements, as well as other sources witnessing the life of a
film after its release.

Structure of the research

The research paper consists of an introduction, five chapters, conclusions, list
of literature and resources.

33



I. DOCUMENTARY CINEMA AND ETHICS:
VIENA BY AUDRIUS STONYS

The reference point of this chapter is a description of Stonys’ film, claiming that
the documentary film Viena “caused the director to face a problem of ethics”
The chapter reveals the impact of ethical questions, which arise while filming
children, upon the film’s content and form; it also investigates the controversial
reception of the film in Lithuania and abroad.

1.1. Film plot, creation circumstances and the problem of sociality

Black and white documentary Viena shows a six-year-old girl Sigita, who travels
to prison to visit her imprisoned mother and returns back. Originally the film
was inspired by the activities of social organisation Auka [Victim] founded by
director’s father, actor Ceslovas Stonys, which helps imprisoned mothers meet
their children. Although A. Stonys remains true to the style of poetic documen-
tary, he has admitted that he made this film in a manner completely different
from his previous films.

1.2. (Non) casting of characters
The first signs that a film is going to be different manifest in the preliminary stage,
when the director refuses to cast children for the film and claims that he will film
“no matter what child, no matter what are his/her reactions” Proper casting of
actors for feature or choice of characters for documentary film is considered one
of the most important functions of director’s work. Refusal to perform character
casting in Viena might be explained in two ways. On the one hand, the decision
is driven by an ethical motif: Stonys finds it morally unacceptable to select the
“best” character, since this would require comparison of different children one
against another, rather than comparing components of the film. On the other
hand, the director claims that “any child will be suitable” The latter might be
associated with an assumption that the face of any child going to visit his/her
imprisoned mother will register what the director is trying to convey.

1.3. Face as meaning
Of 26 scenes of the film, nearly one third feature close-up or extreme close-up
portraits of the girl. The film does not include close-ups of any other person.
Special attention to the face in cinema is noted since the emergence of this
art. Among the most influential examples of poetic documentary film, where
the principal subject is a child’s face is a film by Latvian director Herz Frank
Par desmit minutem vecaks [Ten Minutes Older], 1978. Entire dramaturgy of
the film relies on the changes of expressions and emotions on the boy’s face
while watching the puppet theatre performance. While making his film, Stonys
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is interested in the existence of the face rather than its psychology. His films are
distinguished for an approach that the face and the eyes contain information
that could be read, and it is not associated with facial expressions or mime. The
face as individual meaning, as “meaning without context” is contemplated in
the ethical philosophy of Emmanuel Levinas. Constructing an entire film based
on portraits of the girl Sigita, Stonys rejects context and character psychology,
immediately creating an ethical relation with the child’s face. Not only does the
face represent meaning that can be read, it also obliges the viewer.

1.4. Solution of ethical problem

While working on his film, Stonys decides to conduct an experiment and to
find out whether the girl’s behaviour or facial expressions change when the
film crew and camera are present in a vehicle and when they are not. For this
purpose, he places a hidden camera in front of the vehicle, capturing the film’s
character. No difference was detected during filming; the girl acted the same in
both cases. However, the control footage was later incorporated into the film,
a decision determined by the fact that while watching the footage Stonys faced
an ethical problem; he felt as if he were a “parasite” in the lives of a girl and her
mother. Looking for answers to ethical questions the director decides to reveal
the filming process to the viewer and incorporates hidden camera footage into
the film. This way the solution of an ethical problem starts affecting the artistic
form and content.

1.5. Ethics and the film content and artistic form

Inserted hidden camera footage initially shows the preparation of the scene, later,
when the girl is in the car - the corrections of composition and lighting. In the
first half of the film these inserts are few, later their number increases. As Sigita
enters the prison, the “official” and hidden cameras swap places, whereas the
climax moment of the journey and film - the meeting of girl and mother - is
presented as “hidden” camera footage only. Stonys claims that he used the hidden
camera footage to keep the viewers aware of the existence of the camera crew.
From the perspective of viewers’ and creators’ awareness principles, the film
Alone reminds of Luis Bunuel’s film Land without Bread (Las Hurdes) of 1932,
where the director includes backstage scenes into documentary, thus criticis-
ing a traditional (“savage”) forms of depicting people. Along Stonys, another
representative of Lithuanian cinema encouraging the viewers to rethink the
traditional forms of reality depiction was Oksana Buraja with her film I$paZintis
[Confession] (2008).
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1.6. Film reception problems

The chapter analyses three reviews published after the film premiere in major
cinema-related Lithuanian press of the time, as well as three publications in
foreign press.

The first problem as seen by the Lithuanian critics was associated with the
director’s introductory speech before the premiere, where he spoke about the
activities of the organisation Auka (founded by his father) and presented detailed
account of the issues faced by the children of imprisoned mothers. According
to the critics, the poetic form of the film did not meet the expectations to see
a socially engaged piece, something that was anticipated after the director’s in-
troductory speech. Another aspect of significance in the reception of the film is
related to the insertions of hidden camera footage: instead of solving the ethical
issues, they have actually produced such issues. Self-reflective side of such form
of the film remains unappreciated - it provokes no reaction at all or is dubbed
as distancing effect, which either adds some variety to the film form or escalates
the ethical problems, while the director is accused of unethical behaviour. An-
other important moment in Lithuanian reception of Viena is associated with the
reviewers’ attitude towards the main character of the film. In their reviews, the
critics unanimously support the girl, one may feel their sympathy, empathy and
condescension and often an open desire to protect the child from the director.
This might have been influenced by the face of the girl shown in Stonys’ film, to
which, according to Levin, “I can do all and to whom I owe all.”®

Reviews of Viena by foreign film critics differ from Lithuanian reviews. First,
they analyse the film within the context of poetic documentary cinema, rather
than social film. Foreign reviews draw the attention to the fact that director
provides no information since it is deemed insignificant. Reviewers take notice
of the self-reflective side of the film and the face of the girl, which is considered
an essence of the film. Russian author Victoria Belopolskaya presents an extraor-
dinary phenomenological approach. She analyses Stonys’ film from the touch
sense perspective. Sensuality and corporeality serve well while discussing the
last scene of Viena, namely, the tree with birds. Belopolskaya draws the atten-
tion to the shivering of the tree that remains after the birds fly away; according
to the critic the scene allows a corporeal sensation of the child’s loneliness with
a help of the tree metaphor.

*  Levinas, Emmanuel (1994). Etika ir begalybé: pokalbiai su Philipeu Nemo [Ethics and Infinity:
Conversations with Philippe Nemo]. Vilnius: Baltos lankos, p. 89.
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I1. REPRESENTATION AND ETHICS:
CHILD IN HYBRID FILM LIZA, NAMO! BY OKSANA BURAJA

The chapter investigates the ethical aspects of child representation associated with
a hybrid nature of the film in Liza, namo! [Liza, go home!] by Oksana Buraja.

2.1. Controversies of reception

Liza, namo!is a 2012 film directed by O. Buraja, telling about the eight-year-old
girl Liza, who keeps running away from home where her mother constantly par-
ties with her friends. The film received critical acclaim in Lithuania and abroad
and enjoyed wide press coverage. After the premiere, reviews have appeared in
three major Lithuanian cinema-related magazines. Essentially, opinions of the
reviewers match with regard to film interpretation, yet they start to differ when
discussing the ethical aspects and, especially, the director’s relation with a filmed
child. Reviews express concern regarding the real girl Liza, rather than the film’s
character — how is she going to live in the future? The ethical issues raised in the
reviews are closely associated with the hybrid nature of the film. All reviewers
discuss the feature-documentary film dilemma in Liza.

2.2. “Provocation” method of Oksana Buraja
Based on the analysis of the film’s house scenes and the interview with creators of
the film it was identified that by “provocations” Buraja means “creative collabora-
tion with the film’s characters” in an effort to achieve naturalness of people on
film. The director of Liza, namo! employs these provocations not only to highlight
individual traits of the characters, but, in fact, she uses the principle to construct
entire scenes. The film also contains scenes that occurred without involvement
of the creators. Based on film typology by Bill Nichols, it was identified that the
“provocation” method is not the main factor that hinders association of the film
with a single (documentary) film type. It was also revealed that some scenes of
the film are not created using “provocations” but rely on methods characteristic
to feature films and are closer to the realm of imagination. These are the poetic
insertions, where Liza is depicted alone: playing with a snail, sitting in a meadow
at sunset or wading over rocky brook.

2.3. Child as idea

Following an analysis of poetic insertions in Liza, namo! it was identified that

these scenes were created in accordance with a preconceived idea to film “Liza’s

beautiful world.” The filming process began from the episodes of imaginary world.
Director knew in advance what kind of childhood she was willing to show. For
Buraja, a child is a symbol of innocence and purity, one who has not lost the pri-
mal connection to nature and God. The nature of filming these scenes of an ideal
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world corresponds to the principles of creating a feature film - tasks are given
to the girl, shooting locations are scouted. Performed analysis allows drawing a
conclusion that Liza, namo! is a hybrid film, i.e. it combines the characteristics
of both documentary and feature cinema.

2.4. Diverse aspects of ethics

Taking into account the ethical questions to the director raised by the film recep-
tion and based on the representation definitions by Nichols and the issues of
child representation discussed by K. Lury, two ethical aspects were identified:
the film’s influence upon the lives of the filmed people and the authenticity of
character representation. From the perspective of the first aspect it was identi-
fied that the film corresponds to Buraja’s ethical approach, which relies on self-
consciousness of filmed people: if the characters see nothing bad, objectionable
or unjustifiable in their way of life - this material can be shown. The research
also revealed that from the representation standpoint the child in Liza, namo!
lands in some superposition situation: on the one hand, Liza represents herself,
on the other hand, she serves as a screen projecting the director’s ideas. This
division of representation is associated with certain distrust in the film expressed
in the reception, the feeling about the director’s bias or disinterest in what the
girl is really thinking and the desire to distinguish the “real” girl from the one
depicted in the film.

III. IMAGES OF CHILDREN IN CONTEMPORARY LITHUANIAN
FEATURE FILMS: FROM ROMANTIC TO KNOWING CHILD

This chapter of the research investigates the images of children, their social roles
and the attitude toward a child in feature films Ekskursanté [The Excursionist]
(2013, dir. A. Juzénas), Santa (2014, dir. M. Ivaskevicius), Senekos diena [Seneca’s
Day] (2016, dir. K. VildZianas) and AmZinai kartu [Together For Ever] (2017,
dir. L. Luzyté). Analysis of children images was performed based on the concepts
of Romantic and Knowing childhood formulated in the book Pictures of Innocence.
The History and Crisis of Ideal Childhood (1998) by American Professor and art
researcher Anne Higonnet. Romantic depiction of childhood is characterised
by the childhood - attributed innocence in its broadest sense — sexual, social
and psychological. Meanwhile, the images of Knowing childhood grant the
children psychological and physiological individuality. In contrast to the Ro-
mantic children who were presented as charming spectacle for entertainment,
the Knowing children, rather than being passive attributes of the lost paradise
state of adults, start approaching the world themselves and this world is not
necessarily a perfect one.
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3.1. Child as symbol (Ekskursanté, 2013, dir. A. Juzénas)

The historical film Ekskursanté [The Excursionist] directed by Audrius Juzénas
was released in 2013. It tells a story of eleven-year-old girl Marija, who escaped
the deportee train heading for Siberia and undertook a six thousand kilometre
journey home.

3.1.1. Girl as strategy

The girl character in the film is part of the director’s strategy chosen to tell the
painful history of nation’s sufferings. Juzénas emphasises the innocence of the
girl, as well as the fact that children are easier and better understood, hence they
may well represent Lithuania that is treated as an innocent victim. According to
Karen Lury, child as symbol of a nation or country is a frequent choice in films
about war or “bad times” In Lithuanian cinema one such child was the girl Laima
from novella film Paskutinis $ivis [Last Shot] (1960) by Artinas Zebritinas. The
strain of representing the entire country falling onto Marija obliges the director
to create an idealised image of a child without negative characteristics and hu-
man shortcomings to match the concept of Romantic childhood.

3.1.2. Childhood and fairy tale

According to Professor Lury, the presence of children in war films dictates that
the past is depicted as magic and irrational. Ekskursanté is also pervaded with
magic visions and miracle escapes that are not subject to reliability requirements.
Juzénas claims that the fairy-tale nature of childhood is of great significance to
him. From the very first scenes of the film, a fairy-tale image of the girl Marija
is created: as a true hero of a miracle tale she sets out on a journey, her family
status is an orphan, her key characteristics include kindness, good relations
with animals, and throughout her journey she meets friends and enemies. The
director also adjusts the finale of the film - a return home - to match the logic
of a fairy tale. Although the screenwriter Morkus wrote a tragic ending, the story
now ends on an optimistic note.

3.1.3. Twofold attitude towards a child
Based on what Juzénas has told about the film, the researcher claims that the two
concepts of Romantic and Knowing child proposed by Higonnet meet in the film.
On the one hand, Marija is a romantic child, whose exceptional characteristic is
innocence that allows turning the girl into a symbol and a generalised fairy-tale
hero. On the other hand, the young excursionist is a knowing child, possessing
traits of independent individual.

The concept of Knowing childhood in part manifests itself in Marija’s character.
Another aspect adding individuality to the film’s heroine lies in the performance
of the role, or, more specifically - the performer herself. In a book The Trans-
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formative Power of Performance: A New Aesthetics Erika Fischer-Lichte writes
that the spectators are unable to clearly differentiate between the character and
the phenomenal body of an actor embodying it. Juzénas emphasises the impor-
tance of actor casting for the success of the film; the actor has an objective to
attract the viewers with her personality (not acting). The inseparability of film
character and actor is also reflected in film reviews, noting the contribution of
actor Marcenkaité to the film. There is certain ambiguity characteristic of the
interpretation of Marija’s role: the Romantic childhood concept is represented by
Mar¢enkaité’s appearance that is emphasised by the critics, whereas the Knowing
childhood is reflected in good acting skills. The character itself received mixed
assessments: some reviews see it as “complete”, undergoing transformation, while
others regarded it as “incomplete character” with insufficient transformation.
This is attributable to the ambivalent strategy with regard to Marija’s character
adopted by Juzénas: a symbol cannot undergo transformation, but the knowing
child can. In 2014 Marcenkaité became the first child to receive the Sidabriné
gervé [Silver Crane] film award for acting.

3.2. Child as part of an adult image (Santa, 2014, dir. M. Ivagkevicius)

In 2013 and 2014 two feature films were released in Lithuania bearing a nearly
identical plot line — a woman has to make sacrifices and fight for cancer-stricken
child. These films were Santa directed by Marius Ivaskevicius and Loséjas [The
Gambler] by Ignas Jonynas. In one interview Ivaskevicius described the boy ap-
pearing in his film as “circumstance” in which the adult dramas take place.

3.2.1. Child as circumstance

The action in Santa takes place in Lithuania and Finland. During Christmas
holidays Lithuanian woman Inga and her seven-year-old son Vincas arrive to
Rovaniemi - a village in North of Finland - to visit Santa Claus. Jussi, who works
as Santa, falls in love with Inga. However, when Vincas falls ill with cancer, Inga
has to fight for her son’s life and Jussi discovers the mysteries of the child’s world
while together they create a new legend of Santa.

First important circumstance in the film is the very fact of having a child.
Child extends the parental image, granting them a status, i.e. making them
parents. Such character does not need overly individualised traits. Vincas is a
calm, thoughtful and non-objecting boy. Yet, his principal contribution to the
film is the fact that he is ill. This is a second circumstance that forces people to
worry and act. In order to remain a circumstance while being in the epicentre
of the drama Vincas practically does not take part in it and is depicted as a pas-
sive character. The passive role is best reflected by the fact that throughout the
film Vincas is most often shown sleeping. Not only is the child eliminated from
joint decision making and active participation in events he is directly affected
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by (neither his illness, nor his desires to go or stay somewhere are discussed
with him), but he seems to be living very little life, from the perspective of life
experience. Hence, Santa presents a fairly consistently created non-individualised
child image, serving for the development of the adult drama. However, there are
several scenes where Vincas’ individuality comes to the fore, namely the ones
where he raises philosophical questions.

3.2.2. Child - philosopher: drawbacks as advantages

According to The Philosophy of Childhood by Gareth B. Matthews, children are
able to perform a variety of tasks better while they are children, rather than
when they grow up. Among these is the ability to raise philosophical questions.
In the overall context of Santa two scenes stand out, where Vincas himself initi-
ates dialogue on the matters of importance to him, namely God and death. This
allows the viewers to get to know him as a personality and adds individuality
to the boy’s character in film. However, the adults in the film regard the boy’s
questions as “childish” and instead of talking to him tell stories about children
being immortal or simply lie to him.

3.2.3. Child’s territory - fairy tale

Vincas’ individuality also unfolds in the episodes when Jussi tells him a fairy tale.
A legend of Jussi’s grandfather Lehtonen, secret brotherhood of Santas and the
Winter war serve as a parable of Vincas’ illness. The fairy tale also becomes the
boy’s place of last stay. After his death he is depicted riding through deep snows
to Jussi’s grandfather and magically resurrecting him. This is the sole scene of
the film where Vincas is acting independently.

3.2.4. Child as circumstance in reception

The fact that Vincas mostly appears in the film as a certain circumstance rather
than an individual character is reflected in the film’s reception as well. In contrast
to Ekskursanté, the child is not an important factor in the assessment of Santa. Re-
viewers pay very little attention to Vincas’ character (as well as the actor Ovidijus
Petravicius). Passive characteristics of his nature are noted as an advantage, but
not his acting expression. Some reviews do not even mention Vincas’ character,
regardless of the fact that he is one of the three main characters in the film.

3.3. Child between function and character (Senekos diena, 2016,

dir. K. VildZianas)

Leonas, an approximately nine-year-old boy is not the main character in the film
Senekos diena [Seneca’s Day] directed by Kristijonas Vildzitinas and released in
2016. Over the 145 minutes of the film the boy appears only on eight scenes,
while the main action evolves around the boy’s father Simonas - a successful
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modern man, stuck in his past and unable to move forward. Nevertheless, the
director of the film pays special attention to the child character and this can be
observed in the way the latter is depicted.

3.3.1. Function of a child

According to films director Vildzitinas, the boy in Senekos diena performs a
very similar function as Vincas does in Santa - his presence adds the family
status to the characters and defines the family: once they have a child they are a
family. Since the parents are egocentric and mother is a career woman - there
is only one child. Same way as in Santa and Loséjas, the function of the child
in Senekos diena is also dramatic: he interferes with his parents staying in their
worlds and escalates a conflict. However, Vildzitnas does not limit the child to
a mere function, he creates a character.

3.3.2. Child as character

Analysis of the scenes in Senekos diena featuring boy Leonas identified that in
each scene the director creates a unique father-son relationship. This relationship
is bidirectional: on the one hand, the father has a relation with his son, takes
care of him, satisfies his needs and solves the problems caused by the boy; on the
other hand the child also performs actions directed towards his father - teasing
him, asking questions, in short - he participates in the relationship. The child
here is treated not as ultimately other, not belonging to the adult world, but as
the one who might be addressed without leaving him aside in light of events of
significance to his parents.

One of the largest episodes featuring father and son — the homework scene - is
constructed in a way that the viewer could understand the perspectives, inten-
tions, feelings and personality of each character. It is here that the child emerges
as a character. He is not idealised and not single-sided, he is not obedient, not
overly good and not fatally bad. He possesses a character and he is individualised
and alive. The fact that Leonas not only represents an obstacle or circumstance
annoying his parents, but is also a character, is additionally revealed through
his differing relationship with the two parents.

3.3.3. Child - no longer a womens territory

Leonas’ relation with his mother is very laconically presented in two scenes only,
and they do not even physically meet: a brief episode where the boy watches a
television lifestyle talk show led by his mother and his father shuts the TV off.
Another episode: Simonas and his wife are having a quarrel and Leonas is heard
saying “Mom!” from another room, but he is not shown onscreen. However,
although not explicitly presented the relationship is clear: wife is pursuing a
career and husband takes over the fostering of a child. The latter circumstance

42

is an exceptional (at least in Lithuanian context) aspect of child’s depiction in
Vildzitinas film. The child is no longer solely associated with the sphere of life
of a woman (as it used to be) and he successfully and decisively functions in his
relationship with the father. Here the film also reflects the social life changes in
Lithuania: the spreading of feminist ideas and trends to expand the concept of a
father increasingly involving men into the family life and raising of children.

3.3.4. Changed role of the fairy tale

Similarly to Ekskursanté and Santa, fairy tale is also present in VildZianas’ film,
in a form of a story told by Simonas to his son. The tale is philosophical, rather
than childish and it tells about Simonas’ life. It is not intended to reveal or per-
ceive the child’s world, as was the case in previously analysed films. Here the tale
is employed as a medium through which father transfers his experience to his
son. Therefore, in Senekos diena neither woman, nor fairy tale are “inseparably
connected” with the child any more.

3.4. Knowing child (AmZinai kartu, 2017, dir. L. Luzyteé)

The film AmZinai kartu [Together For Ever] directed by Lina LuZyté was released
in 2017, concentrated around the relationship drama of one family. The fam-
ily consists of three persons: a physician wife, striving to create an image of a
perfect family, a husband who is a freelance stuntman and their eleven-year-old
daughter. Abundant and highly favourable film reviews mention the acting of
the daughter (actor Eila Grybinaite).

Comparison of the epithets used to describe the girl’s character in AmZinai
kartu against the assessments contained in reviews of the previously covered films
(dominated by descriptions of appearance and stunning acting in Ekskursanté or
the passive immersion into the character in Santa) revealed that the daughter’s
character in this film is no longer ideal, innocent or presented for admiration. To
the contrary - here the girl is depicted as active, rational, scheming, revengeful
and hostile. Reviews do not mention the girl’s appearance at all, her acting does
not cause one to wonder, although it is convincing, natural and spontaneous.
Such examples of the film’s reception demonstrate that the image of a child in
Luzytés film is fairly distant from the Romantic childhood concept proposed by
Higonnet. The author of AmZinai kartu presents the viewers with an the image
of a knowing child.

Analysis of the films with prevalent image of Romantic childhood has identi-
fied a problem that such approach towards childhood hinders the ability to see
the child as an individual and to appreciate his/her possible contribution to the
child-adult relationship and, eventually, it does not allow getting to know him
or her as a person. The research further explores whether an image of a knowing
child assists in solving these problems.
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3.4.1. Child as individual

From the very beginning Luzyté narrates a story of three persons, among whom
there is a child, rather than telling about adults who have children. In contrast
to the previously discussed films, here the girl does not symbolise anything and
does not carry out any function in the adult plot; she immediately becomes an
autonomous participant of the action. Child’s extraordinary role in the plot is
primarily related to the fact that originally the film was devised as the daughter’s
story told from her perspective. During the development of the plot, mother
became the main character. Another reason - the girl’s character was inspired
by director’s own life story; Luzyté no longer thinks of the child as other, the
child is she. The main feature of the daughter’s image in the film is her revolt
against mother — a woman creating a perfect family, whose “scenario does not
provide for unhappy people”® To illustrate the relation between mother and
daughter, the research presents their dialogue in the bathroom as an example,
where the daughter tells her mother “I am a whore” and mother tries to deny
that in all possible ways. Analysis of the dialogue results in a conclusion that
the two concepts of childhood - romantic and knowing — are juxtaposed in
creating the mother-daughter relation. Mother tries to suggest that her child is
innocent, while the daughter tries to tell that she knows. Conclusion is drawn
that the daughter’s revolt is directed against failure to acknowledge the child as
thinking being, as an individual. Although the mother, as the main character
of the film, does not understand and acknowledge that, the viewers are able to
perceive the girl’s unique attitude towards the world and life.

3.4.2. Image as director’s revolt

According to Professor Higonnet, the new images of (Knowing) childhood
emerged as confrontation against the problems inherent in the old concept,
when an ideal of a child, as admiration object, has transformed into the concept
of a child as an object. Based on thoughts expressed by Luzyté, the image of a
knowing child in her film is not accidental, since she is critical against the treat-
ment of a child as a mere function in audiovisual culture. Assumption is made
that by creating an image of revolting child, the author of Amzinai kartu not
only incorporates the daughter’s protest against despotic mother in the film’s
storyline, but also strives to establish an image of a child as independent and
thinking individual in film.

¢ Official description of the film on www.Ifc.It site. Internet access at: http://www.lfc.It/lt/Page=
MovieList&D=13834&GenrelD=&Y=&C= [checked 2018 01 15]
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IV. ANALYSIS OF THE IMAGE OF CHILDREN
IN PRIES PARSKRENDANT ] ZEME (2005, DIR. A. MATELIS)

Pries parskrendant j Zeme [Before Flying Back to Earth] by A. Matelis is one of
the most critically acclaimed documentary films released during the period of
restored Independence, narrating a story about children treated at cancer hospital.
Image of children in the film was analysed based on two approaches: children as
element of the film and children as social element.

4.1. Question of the main character

Although it is possible to distinguish one main character in Matelis’ film, a
teenager boy Andrius, whose life in hospital was followed for several months by
the film crew, Pries parskrendant j Zeme should be regarded a group portrait of
children spending their days in the hospital. Hence, this sub-chapter investigates
the generalised image of children created by the director.

4.2. Two aspects of reception

Following an analysis of the film’s reception, two aspects related to children were
distinguished, which were used to substantiate the problems addressed in the
chapter. The first issue is a question of ethics. Reviews state that one of the ways
to avoid ethical problems while filming was a deliberate non-aestheticisation.
The director is complimented for not transforming the reality, not making it
poetic. However, even though one might agree with the reviewers regarding
the non-sentimental intonation of the film, one of director’s objectives was to
create a film using diverse means of artistic expression, i.e. both transforming
and reorganising the reality according to the artistic laws. Children play an
important role here and that is discussed in detail in the chapter Children as
element of the film.

Along the opposition of ethics and aesthetics, the reception also demon-
strates clear and multifaceted perception of the image of the child created in the
film. Some reviews stereotypically associate children with light-heartedness
and playfulness, often reverting to the phrase that “kids will be kids”. Another
group of reviewers does not highlight childishness, looking for special epithets
to describe their special status on film (and the world). For instance, the reviews
call children the “participants of the film’, the “little people” or “children-people”
Author of the research finds this approach to be closest to the intentions of the
director and she discusses it in the sub-chapter Children as social element.

4.3. Children as element of the film

The sub-chapter discusses the role of children in organising the film structure,
content and means of expression.
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4.3.1. Child as the guide to hospital and film

According to the director, one of the objectives he raised while making the film
and organising the footage was to bring the viewers to an unfamiliar and fearful
place - cancer hospital for children - and help them not to be afraid. Matelis
introduces the viewers to the scariest hospital objects using play and paradox.
Scene analysis reveals that the function of a child-guide is used in the film for
this purpose, transferred from one character to another, thus changing the per-
spective of looking into the surroundings. Such perspective helps the director
to neutralise the intimidating impression of the hospital.

4.3.2. Child as expert

Investigation of film scenes reveals that Matelis treats the children as experts able
provide certain knowledge. Children on film voice their opinions on matters
significant to them, comment on the processes taking place at hospital or in their
own bodies. They also express opinions whether children should be told they
have cancer or not. This granting of expert role, the ability to comment one’s
experiences and express oneself through language prevents anthropomorphisa-
tion of children in Matelis’ film. Conversations with children reveal that they
understand their illness and the processes related to it.

4.3.3. Double perspective and magic moments

Analysis of utterances of parents and children in the film reveals an aspect of

“double perspective’, when adults and children address the same story from dif-
ferent perspectives, which, in turn, helps to create dramatic tension. This double
perspective also gives rise to the so-called Matelis’ magic moments (a term coined
by the film’s producer Gerd Haag) — paradoxical scenes that create a special
atmosphere of the film: the jollier the scene, the more mournful it may become.
Director is convinced that it is the vitality of children that makes them different
from adults, thus allowing the paradoxes of the film to emerge.

4.3.4. Child as co-author

Matelis does not limit himself to the traditional collaboration between the
characters and the makers of the film - he passes the camera into the hands of
children. Analysis of the scenes filmed by children shows that the director’s idea
to include the characters into the creative process serves the purpose - this way
he obtains authentic footage he would not have been able to film himself. It is
also evident that the footage is not accidental; handing the camera to children
the director also formulates the guidelines and expectations (although the result
surpasses the expectations). Also, by integrating the footage shot by children
into the film on par with his own material, Matelis achieves the desired effect of
a “live” camera, which assists in solving the ethical issues.
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4.3.5. Non-existent question of ethics

Referring to the claim by Bill Nichols that the ethical questions in documen-
tary film arise due to the fact that the author represents the other, the research
identified that there is no other in the film Pries parskrendant j Zeme. Due to his
previous personal experience in Matelis is at home in hospital. Also, by sharing
the camera with the film’s characters he breaks the hierarchy of the film crew,
thus creating an impression of a “glance from within”. His ethical choices are
disclosed in the film via deliberately selected artistic means. The latter include
a scene where the director with camera visits Andrius after the bone marrow
transplant. While talking Andrius goes into heavy cough and camera turns to
the side window. We can hear the voice of a coughing boy, but we do not see him.
Instead of turning the camera off Matelis chooses to turn it away to demonstrate
that he does not want to look at the scene he regards as not appropriate for
watching. This example illustrates a tight connection between director’s ethical
attitude and cinematographic means of expression.

4.4. Children as social element
The sub-chapter investigates the social aspect of childhood concept reflected in
Matelis’ representation of children.

4.4.1. Ill child phenomenon

During the comparison of Matelis’ film with previously discussed feature films
depicting cancer-struck children an essential difference was noted in the attitude
towards an ill child and towards children in general. In film Pries parskrendant j
Zeme the children are more than just an object for adult love. They are independ-
ent people with their own feelings, experiences and opinions. This conclusion is
substantiated by further investigation of the use of black and white photographs
from the hospital (by Eglé Mélinauskiené), which often act as an introduction to
the upcoming scenes or as a kind of summary. Concentrated and generalising
nature of these episodes allows further identification of the director’s attitude
towards children.

4.4.2. Child as an individual

Following an analysis of the first series of photographs conclusion is drawn that
children are introduced as individuals at the very beginning of the film - there
are no adults in the photographs of the characters. Sovereignty of children (as
well as director’s respect and attention to it) is a distinguishing characteristic of
Matelis film. In order to approach the child he does not need adults as a point
of reference.
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4.4.3. Children-adults relationship

Analysis of the second series of photographs allows discussing the relationship
between children and adults in the film. Discussion of scenes where children
and parents express their thoughts about illness reveals that the director sees
this relationship as tantamount and bidirectional: the parents and children and
even the director himself take part in the discussion and each side makes its
contribution. Matelis adheres to this approach throughout the film.

4.4.4. Children as participants of their illness

The prevailing subject of the third set of pictures is associated with hospital at-
tributes and procedures; it boldly presents “unpleasant” or pain-related scenes.
Director wants to demonstrate that the children are not, in fact, having careless

time in hospital (“kids will be kids”), but they experience real pain and live entan-
gled in tubes and pricked with needles. That is - they are full-fledged participants

in the battle with illness. Matelis does not enjoy the suffering of children, but he

also does not ignore the pain they endure. Such approach reflects Higonnet’s

concept of the knowing childhood.

4.4.5. Children - people?

Fourth and fifth sets of photographs present the daily life of children, where they
are shown in the company of their peers, or involved in creative activities. In this
series the dilemma whether “kids will be kids” or “kids are people” is resolved for
the benefit of the latter. Children are perceived as having their personal interests
(for example their self-expression), not just the needs, the satisfaction of which
is the responsibility of adults.

4.4.6. Child - personality

The last assembly of photographs is solely devoted to Andrius. Following a
video frame where Andrius is powerless, weak and giving in, Matelis presents
series of his photographic portraits, chronologically displayed in reverse order
up to the moment where Andrius is yet healthy, with snappy “horned” hairstyle
and luxuriant hair. This photographic series carries both emotional and ethical
function. Matelis makes use of his “God-like” position in the film to stop time
before Andrius’ death; time is reversed up to the moment before illness. From
the perspective of analysis, this episode establishes Andrius as a personality, as
a human who has walked his life path.

48

V. TALKING CHILD: ATTEMPT TO CONVEY AUTHENTIC
CHILD EXPERIENCE (POKALBIAI RIMTOMIS TEMOMIS,
DIR. G. BEINORIUTE, 2012)

The film Pokalbiai rimtomis temomis [Conversations on Serious Topics] inter-
views twelve children and teenagers with diverse experiences and from different
social groups on philosophical and life matters. Children talk is the pivot of the
film; the action and film is constructed around it. The film drew its inspiration
form a book Tariamas is tamsos [Uttered in Darkness] (2007) by Vanda Juknaite,
presenting conversations with children of special fate. This sub-chapter presents
a self-reflective analysis of personal creative experience; it also identifies and
discusses the characteristics of a talking child as an image used to disclose
authentic experience.

5.1. Circumstances of creation and choice of form for the film

Although Pokalbiai rimtomis temomis is not an adaptation of a literary work,
the film relies on the structure, creative principles and objectives of the book.
The key impulse to create conversations came from the special attitude towards
children found in Juknaité’s book, where the children are seen as experienced
and able to converse about their experiences. The experiences of children are also
used to reflect on the adult world and the questions of being. An extraordinary
characteristic of the book is that it manages to maintain the syntax of spoken
language: literature critic Renata Serelyté associates this with the authenticity
of children representation. To achieve the same authenticity, children talk was
given prominence, granting it preference over the filmed image: it was decided
not to use elaborate compositions, camera movements, telling locations and other
details. Focus is on a talking child, filmed in close-up or medium range.

5.2. Children talk: form and content
According to literature critics, the children talk and its certain irregularities
in Tariamas i$ tamsos serve as means to express the philosophical categories.
While making the film, this approach is also used, although sometimes it may
be difficult to grasp the existential and philosophical qualities of children’s talk
on film due to the temporal nature of such conversations. Inferior to literature in
this respect, film also possesses numerous advantages, including the possibility
to see the face, stance, posture, seating and movements of the speaker. Another
advantage lies in the ability to hear child’s intonations and vocal timbre, which
transmit significant non-verbal information to the viewer.

According to Juknaité, the questions she asked children had already been
asked by life itself. The experiences of children also determined the choice
of topics for film conversations and the speakers were selected accordingly.
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The main selection criteria was the child’s ability (and desire) to speak about
own experience. Perception of experiences is varied: talent, physical disability,
divorce of parents, delinquent behaviour, loss, living in a wealthy family. Every
child has his/her main topic and own unique experience and eventually every
child is asked questions that are general for all - on life, death, love or God. The
unifying theme is a relation, the relationship between people. The final result was
the 65 minute film including excerpts from twelve conversations. Some conver-
sations had to be dropped for the sake of film’s structure, general texture and to
avoid repetitions; brief episode was removed at the request of the parents.

5.3. Structure: language as narrative and rhythm

One of the key issues before making a film was related to the question how should

individual conversations be arranged to form a whole. Following analysis of the

book structure as well as examples from the history of cinema (Kie$lowski’s Talk-
ing Heads, lasting observation film projects 7 Up, Born in the USSR), the “plait”
principle was selected, where comparison, joining and juxtaposing of different

conversations results in creation of one unified piece. The narrative is constructed

in several levels, namely — narrative, emotional and rhythmic. Many of the chil-
dren’s conversations have their individual climaxes on narrative level. Here the

rises and falls are construed based on the information dosage principle: several

details are disclosed at first, later the number of details increases and the story
grows. The narrative on emotional level develops based on increasing elabora-
tion of experiences and feelings: starting from theatrical and sometimes comical

story about Jonas” experiences, the film reaches its emotional peak when Boris

in “relax” is short of breath and he exits the frame. After this episode the viewer
may breathe in fresh air together with Erikas, who is thinking what to say, and

then once again plunge into the birthday party organisation challenges with Ieva.
This way the experiences of different speakers draw a solid emotional picture.
Rhythm is created using framing variations (medium, close-up and extreme

close-up) and the change of intonations, vocal expression, speech and pauses.
Fast speech is connected with slow, bright voice with low-pitched, chattering

with babbling, loudness with silence in sign language, tenderness with coarseness,
rich vocabulary with poor, etc. This way both verbal and non-verbal language

forms consonances that blend into the whole using the musical principle. This

whole does not have a single story narrative; it is connected by the harmony of
said consonances. Perhaps this is the reason why the experience of the whole is

difficult to verbalise, and that is reflected in the film’s reception as well.

5.4. Reception: film assessment problems and contradictions

Pokalbiai rimtomis temomis was premiered in Autumn 2012; the film received
significant attention of the press, was nominated for the Silver crane award,
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participated in a number of international film festivals and was an official
representative of Lithuania submitted for the consideration of the US Academy
Awards commiittee in the Foreign Language Film category. After the premiere,
six reviews were published in Lithuanian culture press and two reviews appeared
in established US cinema portals; these reviews serve as basis for the analysis
of the film’s reception.

5.4.1. Assessment problems

When discussing the book by Juknaité, many literature critics indicate certain
confusion and lack of knowledge on how this piece should be assessed, since
the usual literature analysis tools cannot be applied in this case. Controversial
assessments of the film are attributable to this difficulty in defining the criteria
and choosing the tools for analysis. For instance, there is a radical difference in
opinions regarding the form of the film. One group of critics claim that there is
no creative method in this film and the conversations are presented in random
order, whereas others insist that it is the arrangement and composition of con-
versations that evidence true professionalism of creators.

5.4.2. Children talk and straightforward questions

Although at the beginning of the chapter the children talk was named the pivot of
the film, the reception pays little attention to the fact. On the one hand, such lack
of attention is natural, since there is no possibility to reread the sentences while
watching the film, also, non-verbal and visual expression in film is significantly
more suggestive. On the other hand, it is natural that the special experiences of
children have overwhelmed other characteristics of the film.

Nevertheless, one aspect of language did not slip unnoticed and that is the
questions that the children are asked or, more specifically, the straightforward-
ness thereof. Quite a few reviews comment on that. While one might agree that
the straightforwardness of questions could be seen as a drawback of a “talking’
film, during the cross cuts and montage a decision was made to give priority
to children’s answers, when these represented an authentic and not necessarily
positive reaction of the talker, helping to disclose him or her as personality.

>

5.4.3. Discussion on ethics

Reviews of the film Pokalbiai rimtomis temomis contrast ethics and artistry,
expressing doubts whether the openness of children is not misused. Others
claim that the ethical border was not crossed and there is no manipulation of
the viewers’ emotions. Text by Rata Oginskaité is extraordinary: the critic does
not restrict to a mere naming of questions but also tries to find the answers
together with child psychologist Dr. Rasa Bieliauskaité. In her commentary the
psychologist defends the director from critics. Her commentary is a reaction
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not towards the film but towards its reception and the attitudes of the critics
regarding children and their complex experiences.

5.4.4. Premises for children emancipation

Although one of the objectives of the film was to depict thinking children who
possess their inner world, the observations expressed by some cinema critics in
reviews represent entirely opposite presumptions. For example, there were doubts
whether the children understand that they are being recorded and whether they
can be held responsible for their openness. Elsewhere, we find an unfounded
statement that the heads of children are “cute and empty”. Such comments evi-
dence that our attitudes towards children still contain underestimating ideas,
seeing them as unthinking and unable to assume responsibility.

CONCLUSIONS

1. From the ethics perspective, depiction of children in documentary cinema
is a complex process, which might affect the artistic decisions of the director,
as well as the content and reception of the film. The case of Audrius Stonys’
film Viena demonstrates that driven by ethical considerations the director
dismisses his usual manner of metaphoric narrative and does not choose a
specific character for the film. When faced with ethical questions he incor-
porates them into the film’s content adding the distancing effect. The ethical
problems are also reflected in controversial reception of the film, revealing
confusion of the critics who see an unhappy child onscreen, along with their
resistance to such depiction accompanied with a wish to protect the child
from the director.

2. The hybridity of film proves problematic in depicting children. Analysis of
O. Buraja’s film Liza, namo! and the reception thereof reveals that the is-
sues caused by the hybridity manifest in and influence diverse film planes,
namely:

a. Authenticity of child representation: in documentary scenes the girl repre-
sents herself, the film shows her authentic relations, feelings and reactions,
whereas in acting scenes she embodies the director’s vision of childhood
created in advance, independently from the actual film character. Thus,
in some parts of the film the child loses the possibility to represent her
interests and desires, she is no longer seen as an authentic subject, but
turns into a “tool” to express the problems and perceptions of adults.

b. Film reception: non-authentic representation causes perception problems:
questions of ethics (perhaps the child is used for aesthetic purposes?) arise
among film viewers and critics, the distrust in the film and its authors
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is felt; there is a desire to distinguish between the “real” girl and the one
depicted on film.
3. Based on the function performed by the children, their images in Lithuanian
feature films created in 2013-2017 were divided into four categories:

« child as symbol;

o child as part of an adult image;

o child between function and character;

o the knowing child.

Children in different films are treated individually, depending on the story
narrative, film genre and director’s intentions. While analysing the attitude
towards children in films it was noted that the images vary from Romantic
(Ekskursanté and Santa) to Knowing (Senekos diena and AmZinai kartu) child.

The following characteristics pertain to films associated with the Romantic
child concept:

 emphasis of child’s innocence;

o idealisation of a child;

« fairy-tale motifis of special significance in expressing and understanding
the child image;

« mostly the children express something else, but not themselves: they may
symbolise the nation, establish the status of adult characters, or their pres-
ence may reinforce the drama;

o child characters serve as means of expression of adult ideas, perception
of adult world (war, exile, personal relationship drama);

« when film reception assesses the acting of children, focus is placed on
good appearance, while good acting merely causes amazement;

o despite the prevalence of the romantic child image, both Santa and
Ekskursanté also contain the characteristics of the knowing child.

Films associated with the concept of a Knowing child are distinguished for

the following characteristics:

o individuality and autonomy of a child (in Senekos diena the child is treated
both as character and as function helping to disclose the adult characters,
whereas in Amzinai kartu the child is only an autonomous character);

« innocence of the child is no longer his/her dominant characteristic;

« children are no longer idealised, their characters now feature negative
characteristics as well;

o children characters mostly express ideas about themselves, not about
adults;

« reception no longer emphasises appearance, but pays attention to the
features of a character.
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4. Analysis of the images of children in contemporary feature films reveals

that children characters created by Lithuanian directors reflect the trends of
approach towards children prevalent in the society, namely - the shift from
perception of a child who can be commanded towards child as individual.

. 'The film Pries parskrendant j Zeme is distinguished for its special approach
towards children and extraordinary ethical attitudes of the director: the
film addresses a controversial topic, the lives of children struck with cancer.
Director A. Matelis employs the natural characteristics of children, their
approach and their experience, so different from adults, in the film creation
process. Children are granted the role of a guide and their resulting perspec-
tive allows the director to “neutralise” the viewers’ precedent fears to enter
the cancer hospital for children. The role of experts, the vitality of children
and experience differing from that of the adults allow the director to achieve
a “double perspective” (when the situation can be viewed through the eyes
of children and adults), which gives rise to the film’s paradoxes. Director’s
plan to include children in the creative process allowing them to film their
own daily life provides him with authentic footage for the film, creating an
impression of a “live” camera and resolving the issues of ethics. From the
very start Matelis views the children in his film as full-fledged members of
the society, bearing a bidirectional relation with adults (each side needs the
other one) and possessing their own autonomous life. Children in his film
represent themselves and can be appreciated without being in a relationship
with adults.

. Choosing the talking child as a character for the film might serve several
purposes: not only it provides authentic testament of the world, but it also
presents opportunities to experiment with film form and to expand the role
of language, transforming it from mere carrier of information or tool of com-
munication into the principal tool for creating rhythm and an environment
giving birth to metaphors. Self-reflective analysis of the creative process and
reception of the film Pokalbiai rimtomis temomis reveals that the structural
peculiarities of children language emphasised in the book by V. Juknaité
(such as ability to transform ordinary words into metaphors or philosophi-
cal categories) can be employed in documentary cinema too, even though
they are harder to decode. Also, the characteristics of the film media expand
the experience of children talk allowing to hear the intonations, experience
the time and see the faces and movements of children. Although one of the
objectives of Pokalbiai rimtomis temomis was to depict thinking children who
have their inner world, the reception includes statements of some cinema
critics that reflect disparaging attitudes with regard to children.
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