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This dissertation analyzes dramas written by Lithuanian women writers at the time
period between the end of the 19th century and the first half of the 20th century.
Attention namely towards dramas written by women has been prompted by the very
object: the dramaturgy created by Lithuanian women at the end of the 19th century is
particularly numerous and various. The opinion is taken in this investigation, that as part
of the Lithuanian dramaturgy, women’s dramatic creation conveys the most important
shifts of formation and development of Lithuanian dramaturgy, however, women’s
dramatic creation both repeats and adjusts the main tendencies of the development of
dramaturgy.

A significant entirety of various texts, which is alienated from readers of the present
by a full century, raises a significant challenge for the researcher. The dramaturgy
created by women seems to have been fallen into a double margin: as a specific form of
literature which ‘serves’ the theatre and often as an amateur creative work without a
significant artistic value, not always included into author’s Papers, rarely published in
separate volumes, remained in archives or newspaper publications. Regardless of that,
these texts cause a huge intrigue: we are certain that they even trace the problems of
formation and development of Lithuanian dramaturgy and motivations and peculiarity of
women’s creation. These two subjects are revealed through a selected aspect for the
analysis of typology and evolution of dialogue of drama. The evolution of dialogue — the
main language form of dramaturgy which corresponds to dialecticism of this form of

literature — renders peculiarity of works analyzed in this investigation.

The Object of the Research

The dissertation embraces a large group of texts. Almost all Lithuanian prose writers
who created at the turn of the century wrote dramas as well; although created by authors
possessing different talents and diverse possibilities, the dramatic creation has scarcely
been seen as a single object. It has to be concentrated altogether by selecting certain
works, finding the less known or manuscript texts that were considered disappeared in
archives or in publications of the beginning of the 20th century. Works for the stage by
female writers emerged when the authors had involved in the activity of Lithuanian
amateur theatre — the Lithuanian theatre evenings. The group of the authors is divided

into two generations: the most distinct representatives of the senior generation are the
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playwrights born between 5-7 decades of the 19th century Julija Beniusevicitté-
Zymantiené-Zemaité (1845-1921), Liudvika Nitaité-DidZiuliené-Zmona (1856—1925),
Gabrielé-Petkevicaite-Bité (1861-1943), Liudvika Malinauskaité-Sliapiené-Eglé (1864—
1928). Born slightly later, Marija Ivanauskaité-Lastauskiené (1872-1957) is also
ascribed to this group. All of the mentioned authors became mature during the period of
the Lithuanian press ban, were influenced by Ausra and Varpas, and wrote their best
texts before 1904. Their creative program was influenced by positivism and their
personal interests coincided with the attitude of active participants of the national
movement.

Daughters of the authors (or those writers who could be their daughters by the age),
born between the 8-10 decades of the 19th century, Marija Pe¢kauskaité-Satrijos Ragana
(1877-1930), Ona Elzbieta Pleiryté-Puidiené-Vaidiluté  (1882-1936), Sofija
Ciurlioniené-Kymantaite (1886-1958), Aldona Didziulyté-Kazanavidiené (1888—1968),
Broné Buivydaité (1895-1984) are also related to the epoch of Lithuanian theatre
evenings but the most distinct period of their activity started after the end of the ban of
Lithuanian press and their most important works for the stage were created after the First
World War.

Works of the above mentioned playwrights are analyzed the most comprehensively in
this work; the analysis is supplemented by works of less known or unknown playwrights.
Many of the dramatists participated in the theatre activity of Lithuanian emigrants,
namely, American Lithuanian playwright Marija Aukstikalnyté-Dunduliené-Kalny dukté
(1874-1953), Kotryna  Sinkeviciuté-Pakusaitiené-K. S. Lietuvaité  (1889-1957),
Juozapina Rakauskaité-Alfas Vainoras (1894-1989), UrSulé Gurklitté-Gudiené (1899—
Laima (1896-1978) and other authors.

Taking into account the specific nature of dramatic creation at the time period
between the end of 19th century and the start of the 20th century, adapted or freely
translated works are also included into the research material. The extent and the nature of
the analyzed scope of texts is reflected in the bibliography of Lithuanian women’s
dramaturgy (1900-1956) presented in Appendices of this work. The proportion of
published and unpublished works included into bibliography is expressive — almost a

quarter of the texts analyzed in this dissertation are manuscript plays.
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The Time Period of the Research

The majority of the women playwrights created during the first half of the time period
of the research and dedicated their dramatic plays to amateur Lithuanian theatre
movement. Liudvika DidZiuliené-Zmona has mentioned in her memoirs that she had
created a play under the title Pirslés ir veselijos (The Matchmakers and Espousals)
according to Lithuanian folk songs, which she was going to prepare for the stage in 1877
but the work extinguished. The earliest survived dramaturgy work written by a woman
playwright is a comedy under the title Netikétai (Unexpectedly) written by
Malinauskaité-Slitipiené-Eglé (a presumable date of its creation is 1885, first publication
in 1910). The year when this comedy was created marks the beginning of the research
period which is closed with the latest works by Sofija Ciurlioniené-Kymantaité
published in 1956 (these are poems-dialogues Miisy jauja (Our Flax Barn), started in
1910, and Vaiva written in 1946 m.). We have considered not to separate it from all of
the playwrights’ creation, thus the research period of the dissertation is extended to the

50’s of the 20th century and includes 1885—-1956.

The Research Problem

We have chosen to research women’s dramaturgy according to the aspect of
development of drama dialogue. The research problem is related to the question of how
does the dialogue of women’s drama form and develop during the time period of the
research and what is characteristic to its development. Features of the development are
directly connected to problems of the dialogue of a drama: a dialogue is both the main
form of the language of dramaturgy, and also it is a discourse which articulates the
theatrical situation. In other words, drama dialogue is twofold: it renders both the inner
communicational space that is connected to the artistic sketches of the fictional artistic
world, also it renders situation of external communicational space. Therefore, the
research problem may be split into the following more detailed aspects of analysis:

1) a dialogue articulates the inner space of a dialogue; i. e. the way how a dialogue
renders other elements of a dramatic work. This aspect is specified while analyzing a
dialogue as belonging to dramaturgy as a form of literature: the mutual relations between
characters, their statics and dynamics conveyed through a dialogue are also important;

the structure of dialogue utterances corresponds to the nature of the intersubjectivity; the
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semantic organization of a dialogue and a related monologism and dialogism; the logics
of character creation, etc.;

2) a dialogue articulates the external communicational space of a dialogue; i. e., how
a communication with a spectator is implemented during an artistic event. Certain
conventions of dramaturgy that establish and maintain the communication with the
audience are important for this aspect (the aside, the convention of the play within the
play), the interrelation between stage references and utterances of a dialogue;

3) the relation of a dialogue with a specific time period of a sociocultural context, i. e.
what kind of a relation do characteristics of a drama dialogue maintain with a
dominating horizon of expectations of the audience. According to this aspect, it is
important what functions does a dialogue perform and what characteristic relation to the
audience it creates, how does an artistic logic of a work interrelates with certain creative
principles dominating at a specific time period.

All of the three aspects of the analysis are combined in the concept of type of drama
dialogue. The dialogue type focuses characteristics of drama dialogue that prevail during
certain time periods, divides the process of women’s drama into certain sections and
groups of works necessary for an analytic review. While determining the types of drama
dialogues we orientate to genres of drama — though genre is not identified with the
concept of type, these two concepts are inevitably related because different genres of
dramaturgy exploit various aspects of drama dialogue in different ways. In this research
the concept of type is perceived as a narrower concept than genre. Moreover, this term is
descriptive and is used in the most general meaning (Greek #ypos — pattern, example). As
an analytical tool a type does not have a construent and normative meaning of genre.
Type is perceived as a concept involving all the three aspects of the analytical view, i. e.,
dialogues belonging to the same type conform with the dominating artistic logic: it
renders the communication of internal and external space in a specific way, maintains

characteristic relations with horizons of expectations of the audience.

The Methodologic Approach
A dialogue is perceived in this work according to the communicational aspect first of
all — as a verbal interaction, a relation in which a corporal being together is expressed by

the structure of direct speech. In this research a dialogue is considered as a discourse
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which fuses the linguistic and non-linguistic material together the most intensively: it is
both a verbal conversation and a corporal relation, which introduces voice, silence, and
pause into the level of text. The essential duality of a dialogue — the linguistic and
corporal relation — in the dissertation becomes the starting point for formulation of
theoretic approaches since the dialogue is analyzed as the essential linguistic form of the
classical model of dramaturgy, which at the same time is the articulation of theatrical
possibilities, rendering the situation of theatrical communication.

The specificity of drama dialogue is disclosed in the research combining a triple
analytical view: first, a dialogue is analyzed as a specific form of language having
certain stylistic expression and distinguished by certain rhetoric strategies. According to
this aspect, a dialogue unfolds in the internal communicational space of a dramatic work
and expresses its elements: the nature of characters, modalities of their intersubjectivity,
and dramatic action. The following characteristics of a dialogue, introduced in the theory
part of this work, help unfolding the above mentioned aspects of a dialogue: the form of
a direct speech, a distinctive organization of a semantic structure, the cumulative
character of a dialogue and its nature of serving the theatre, rendering the dramatic
action, and combining of linguistic and non-linguistic material. The dialecticism is also
related to specificity of drama dialogue, attributed to a classical model of dramaturgy.
The essence of dramaturgy as a form of literature is an unstoppable struggle of
contradictions rendered in a dramatic conflict. A dialogue of a drama is always in one
way or another dialectic, demonstrating different contextures of characters, bringing
them to a conflict and in this way creating the action.

The second aspect of the analysis pays attention to the manner that a dialogue creates
the relation between fictional process on the stage and the audience, complements verbal
information with a different material realized on the stage. Analysis of a dialogue on this
aspect is based on Keir Elam’s model of a communicational system of a theatre offering
analytical premises for analysis of a communicational theatre action. One of the premises
IS a concept that a performance inevitably appeals to the spectators’ general perception
of the world: the artistic theatre communication is based on cultural and social norms of
a society, it would not be possible to understand the performed dialogue of a drama.
Therefore, the impact of a sociocultural context towards drama dialogue is extremely

relevant. The historical context becomes important analyzing a dialogue of a drama
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according to the third aspect and actualizes the theoretic idea of a reception theory
school, especially the concept of horizon of expectations by Hans Robert Jauss. We
follow the position in this research that a dialogue of a drama is created projecting to
spectator’s horizon of expectations and different relations are built with it (expectations
are supported, greater or smaller digression from the horizon of expectations, tension is
created, etc.). The features of a dialogue analyzed in the research are separated for
analytical purposes, certainly, in a dialogue they are inseparably intertwined.

Having in mind that we analyze a dialogue of drama created by women, we chose to
disclose the feminine problems through a representation of a woman and her relations to
the context of her time. Probably, women took care of specific themes and their
representation in a dramatic work, keeping in mind that authors’ attention to children’s
and women’s situation has been ascertained time and again in investigations of women’s
prose of this period. This aspect of the research is to be approached as a continuation and
supplementation of investigations in women’s literature, history, and self-perception.
The female characters in non-dramatic works of the investigated authors, social activities
of the playwrights, the dominating values of femininity presented in the investigations of
feminine problems listed above, provide sufficient amount of data comprising a context
for comparison of the female character created in drama dialogue with the spectators’

expectations (though only hypothetically implicit).

The relevance and novelty of the investigation is twofold: women’s dramaturgy is
estimated as a single object, this makes it possible to consider the women’s dramaturgy
as a unified tradition for the first time, development of the tradition turns out from the
evolution of a dialogue. We have to emphasize that many of the investigated works are
unpublished, forgotten or unknown works of the playwrights. An especially valuable part
of them is comprised by texts from the Censorship Fund in the Saint Petersburg State
Theatre Library. The discovered manuscripts allow not only to quantitatively supplement
Lithuanian dramaturgy of the time, but also to clarify dates of creation of the known
works, to cover the context of a theatrical culture of the time in more detail. Second, the
analysis of dramaturgy in the research is innovative for the above mentioned aspects and
the analytical view according to which a dialogue — the essential element of dramaturgy

— is analyzed taking into account the articulation of its internal and external
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communicational spaces and their mutual interaction, and the organic connection

between the work and its context actualized in a theatrical situation.

The aim of the dissertation is to distinguish the types of a dialogue in women’s
dramaturgy of the investigated time period, to identify their most important
characteristics, to demonstrate the interrelations of types of a dialogue, and to render
through them the way how a dialogue of women’s drama is formed and developed
during the time period of the investigation, to identify distinctive features of a dialogue.
The following three tasks of the research have been formulated:

1) to concentrate the whole of the women’s dramaturgy of the time period of the
investigation, involving manuscripts and works published only in the press, to compile a
bibliography of women’s drama;

2) to identify the specificity of drama dialogue, to distinguish and describe its specific
features; to depict the operation of the communicational structure of theatre; to formulate
the methodologic assumptions that justify the multi-aspect analysis of a drama dialogue;

3) to identify and chronologically set out dominating types of drama dialogue, to
identify features and interrelations of the types;

4) to distinguish the factors the development of a dialogue that are dependent on the
context and related to internal characteristics of a dialogue;

5) to identify and formulate the specificity of a development of women’s drama

dialogue.

The Structure of the Dissertation

The dissertation consists of nine chapters. Chapter | presents an introduction,
Chapter Il presents the theoretic assumptions of the research. At first they are justified by
the most common definitions of a dialogue highlighting a subjective nature of dialogue.
This aspect is discussed in the first subsection presenting Martin Buber’s philosophy of a
dialogue and Mikhail Bakhtin’s concept of dialogism. The second subsection is intended
for characteristics of drama dialogue: semantic structure of a dialogue as well as its
cumulative nature and capability of rendering the dramatic action are distinguished here,
also the immanent dialecticism of drama and its relation to monologicity is discussed.

The third subsection presents the theatrical communication and its impact on drama
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dialogue (attention is paid to conventions that establish and maintain a direct connection
with spectators). The fourth subsection is devoted to a theoretical description of a
relation between a dialogue and its extratextual reality; also, a reference is made towards
the theoretic idea of critical reception; the concept of development that is used in the
investigation is formulated here.

Lithuanian women’s dramaturgy is the most numerous at the time when specific
theatrical communication and the very dramaturgy as a specific form of literature is
formed. Therefore, it is important to comprehensively present what had an impact on an
emerging dialogue of drama. Chapter 11l describes the theatrical culture during the end
of the 19th century and the beginning of the 20th century — the movement of Lithuanian
theatre evenings. Theatrical artistic communication created during these evenings used
the existing performance situations and educational intentions that the organizers of the
theatre evenings had; this is supposed to be associated with the Enlightenment and
didactic traditions of the time. The two origins of theatre - one associated with
orientation to the horizon of expectations of peasant audience, another related to the
organizational-ideological nature of this theatre - in this work are highlighted according
to Balys Sruoga’s figurative description of Lithuanian theatre evenings as a fusion of
black soil and university. The second subsection presents theatrical women’s activity
which united various theatrical traditions.

Chapter 1V proceeds to the analysis of drama dialogue. In this part the time period
(the end of 19th century — beginning of the 20th century) of the emerging dialogue of
drama is discussed; several heterogenic, affected by various influences, types of drama
dialogues are highlighted. These types of drama dialogues are implemented in works that
are flexible according to the notion of genre: response-type dialogues influenced by
didactic prose and actualized in dialogues written by UrSul¢ Gurkliiit¢ and other
Lithuanian American playwrights; a type of dialogue dependent on theatricalized
customs - the ritualistic type of dialogue (common in works by DidZiuliené-Zmona,
Zemaité); the dialogue-game type (frequent in works by Didziuliené-Zmona,
Ciurlioniené-Kymantaité) and a recitational monologue as a type of a developing drama
dialogue (works by Zemaité, Ciurlioniené-Kymantaité).

Chapter V presents the first full type of drama dialogue — a didactic comic dialogue —

highlights its time period of formation and domination: the end of the 19th century — the
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first decade of the 20th century. It is the most distinguished in works by Zemaité, Dvi
Moteri, DidZiuliené-Zmona, gatrijos Ragana, Ciurlioniené-Kymantaité. A dialogue is
discussed including presentation of a combination of didacticism, still associated with
didactic prose, and comicality - a new characteristic of a dialogue, the situation of a
theatrical communication which was getting more specific and was expressed by the
play within the play convention. The third subsection of the chapter discusses the female
character created in this dialogue type, influenced by various representations of
femininity established in the tradition.

Chapter VI considers the publicistic and melodramatic type of dialogue (the first and
the second decades of the 20th century). The chapter analyzes the works written by
Pleiryté-Puidiené-Vaidilute, Ciurlioniené-Kymantaité. It also describes the way the inner
communicational space of a dialogue is articulated, distinguishes the specific audiovisual
nature of this type of a dialogue and the changing principles of creation of a female
character.

Chapter VII presents the development of drama dialogue between the 1920s and
1950s. In women’s works for stage of this period the previously distinguished types of
dialogue are repeated. The tendency is the most eminent in works by Jura AviZienyte,
Juozapina Rakauskaité, Vanda Dausinaité-Varniené, Prané Petrulyté. In this context of
repetitions, the dramatic works by Ciurlioniené-Kymantaité are outstanding; they convey
a new quality of a didactic comic dialogue and formation of a poetic dialogue.

Chapter VIII includes the conclusions of the research; chapter IX lists the sources,
critical and theoretic literature.

The Annex of the dissertation includes the bibliography of Lithuanian women’s
dramaturgy (1900-1956). It is divided into two parts: the larger singles out parts of
works published in separate books, collections, Papers and in the press during the
investigated time period. The bibliography includes all, repetitive works as well, facts of
publication. The second part of the bibliography lists unpublished women’s dramatic
works that are stored in institutions of heritage preservation (from manuscript reading
rooms at Vilnius University Library and the Institute of Lithuanian Literature and
Folklore, the Censorship Fund in the Saint Petersburg State Theatre Library and the

Lithuanian Archives of Literature and Art).
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The following theses are to be defended:

1) Women’s dramaturgy is the most numerous and diverse at the first half of the time
period of the research - the period when a dialogue of drama is forming as a specific
discourse. During the second half of the period the women’s dramaturgy is no longer

such numerous, also, the specificity of its dialogue is no longer that evident.

2) It is possible to comprehensively analyze the development of drama dialogue only
taking into account its specific features which emerge in internal and external
communicational spaces and also taking into account the relation between a staged

dialogue of a drama and the sociocultural context of the audience.

3) The dialogue of women’s drama formed between the end of 19th century and
beginning of the 20th century and was influenced by a double impact: the literary
tradition (didactic and realistic prose) and performance situations of the time (reading

aloud, genres of folklore, theatricalized customs and games).

4) At the second half of the time period of the research the development of drama
dialogue is no longer stimulated by the situation of theatrical performance, therefore, the
dialogue keeps repeating the characteristics of previous types; the new shifts of the
development of drama dialogue (formation of poetical drama dialogue) are the most

vivid in the inner communicational space of the dialogue.

5) The development of drama dialogue is distinguished by a specific relation of
content and form: innovations firstly come out in the ideological-thematic layer, while
their esthetic appearance depends on dominating esthetic principles of a certain time

period.

6) The drama dialogue develops while evolving the dialecticism, which at first is
articulated only in the internal and external communicational spaces and only later is

also established between these spaces.
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Conclusions

1. The dialogue of drama is distinguished by a specific communicational structure: it
renders the internal space, i. e., the expression of intersubjectivity characters of drama,
and the external communicational space, i. e., the interrelation between the action and
the audience of a play. Through the direct reception of a theatre performance a dialogue
of drama becomes an affecting social event which suggestively renders the artistic truths.

2. Three stages of the evolution of women’s drama dialogue and the following
dominating types of the dialogue among them are distinguished:

1) The period of formation of drama dialogue (end of the 19th century - beginning of
the 20th century), the types of the developing dialogue are the following: a ‘response’
type dialogue, the ritualistic type of dialogue, the dialogue-game type and the
recitational monologue type;

2) The time period when drama dialogue becomes more specific (end of the 19th
century and the first and the second decades of the 20th century), the beginning of this
period is represented by the didactic comic type of dialogue, the second half of the
period is notable by the publicistic melodramatic type of dialogue;

3) The period of a dialogue, which repeats the tradition and searches for a revival
(between 1920s and 1950s); this period is not sufficient of material to identify separate
types of dialogue; the poetics of a response-type dialogue and the dialogue-game type is
repeated; a developing of poetical dialogue can be distinguished.

3. The ‘response’ type dialogue is influenced by (didactic) prose the influence of
which is the most evident in didactic dialogues by UrSulé Gurklitité and other American
Lithuanian women playwrights and in the earliest comedies by Zemaité (Pragerti
balakonai (The Drunk Away Jackets), Pirslybos (The Matchmaking). The dialogues of
American Lithuanian female dramaturges refer to the structure of a short didactic story:
the artistic image is first presented, and then on the basis of it the didactic thesis is
formulated. A positive character is the dominating one which can be associated with the
didactic narrator of didactic prose; the dialogues are monologic, the interrelation
between characters is obscure, the external communicational space of a dialogue is not
articulated. These dialogues are bound with dramaturgy by didactic comicality, which is

not necessary for didactic prose: when mocking the negative characters they are
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characterized in more detail, a more individual expression of a character and beginnings
of a dramatic action emerge. In the earliest dramatic works by Zemaité there appears a
relation of equal partners of a dialogue and a dialogue-argument among characters,
however, the hostility among characters does not influence relations and the
development of the dramatic action, because conflict scenes are linked with remarks that
are related to a prose narrator. The distinctiveness of this dialogue is testified by the
beginning of semantic structure of dramaturgy, it appears in the comedy polylogues,
aphoristic formulations rendering the didactic theses, the articulation of external
communicational space of a drama dialogue.

4. The ritualistic type of dialogue — the most fragmented of all developing dialogue
types. Examples of it can be found in dramatic works by Zemaité and DidZiuliené-
Zmona. The ritualistic type of dialogue simulated certain rituals of social behavior
(matchmaking, weeping), it is based on the preliminary knowing, which formalizes the
life of a society, what information is conveyed by certain stylistic features of a text. This
way the external communicational space of a dialogue is highlighted. A dialogue is
based on common cultural codes, customary communication, however, in a work it
functions according to dramatic sub-codes denoted by an artistic entirety of a work.
Therefore, the ritualistic dialogue does not render the true relations between characters
which are expressed through different stylistics.

5. The dialogue-game type intended for children is distinctive and numerous. It is the
most independent of the developing types of drama dialogue because of the needs and
perception capabilities of the addressee; the feature of this type of dialogue belonging
both to the field of games and the field of drama is the basis of its structure. This type of
dialogue is realized in works by DidZiuliené-Zmona, Satrijos Ragana, Ciurlioniené-
Kymantaité. The dialogue is based on the carnal connection of the players and the
dynamics of their relation. While partly coinciding with a game, this type of drama
dialogue gets closer to drama by establishing a specific theatrical communicational
structure, designed for educational or aesthetic purposes, which are not necessary for a
game.

6. The recitational monologue type is considered as another type of a developing
dialogue, although it does not have the formal linguistic form of a dialogue. It is

v —

implemented in stage dialogues by Zemaité, Ciurlioniené-Kymantaité, Sinkevigitité-
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PakusSaitiené. This type of dialogue partly coincides with recitations, popular at the
Lithuanian theatre evenings. The external communicational space of a recitational
monologue is very distinctive, but it also has beginnings of the inner communicational
space rendered through the duality of the inner monologue — the polemic relation with
the implicit addressee which directly does not take place in the inner communicational
space. The speaker’s polemic relation with the inner addressee is expressed through the
structure of a dialogue, stylistics, and the channels of theatrical communication of the
performance.

7. A dialogue of drama develops into full form of dramaturgy language in the didactic
comic type of dialogue. The autonomy of the dialogue type and its domination at the
beginning of the 20th century is confirmed by numerous examples realized in the
following didactic comedies: Zemaité’s Trys mylimos (The Three Beloved), Miisy
gerasis (Our Good One), Valsciaus sudas (The County Court), Apsiriko (Has Mistaken);
Dvi Moteri’s Kaip kas ismano, teip save gano (Everyone Shepherds One’s Life
According to One’s Own Understanding), Velnias spgstuose (The Trapped Devil),
DidZiuliené-Zmona’s Lietuvaités (Lithuanian Girls), Paskubéjo (Has Hurried); Satrijos
Ragana’s Nepasiseké¢ Marytei (Maryté Unsucceeded); Ciurlioniené-Kymantaité’s
Jaunikiai (The Grooms). It is the first type of drama which is distinguished by
cumulative nature. Comicality and capability of rendering the dramatic action are to be
distinguished as the two most important directly interrelated features of this type of
dialogue: an unexpected coincidence of different semantic plans leads to the effect of an
amusement and a dynamic development of the action. These properties of drama
dialogue are related to its more evident dialecticism. A neutral style dominates, but an
unnaturally voluble expression of negatively estimated characters can be distinguished.
The beginnings of the play within the play convention reveal that the theatrical
communication also becomes more self-contained during this period of development: the
process on stage no longer relies on customs and forms of rituals (as it does in the
ritualistic type of dialogue), on the contrary, communication between characters is
perceived and presented as specifically theatrical. A conscious articulation of theatrical
communication and its emphasis designate that a dialogue of drama has become a self-

contained form of artistic language.
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8. In the first and the second decades of the 20th century women’s dramaturgy a
publicistic melodramatic type of dialogue is formed, which is realized in syncretic genres
of women’s dramaturgy: realistic household dramas (DidZiuliené-Zmona’s Katei juokai
— pelei verksmai (A Laugh for a Cat — a Cry for a Rat), Petkevicaité-Bité’s Kova (The
Fight), Stepulionyté’s ISgama (The Degenerate), Dvi Moteri’s Litvomanai (The
Litwomans)); family (melo)dramas (Dvi Moteri’s Parduotoji laimé (The Sold
(melo)dramas (Pleiryté-Puidiené’s Liidna dainelée (The Sad Song), Skirmunda,
Ciurlioniené-Kymantaité’s Kalinys (The Prisoner)). The strategy of mocking a character
that predominated in dialogues of didactic-comic type changes to an aspiration to
awaken compassion of the audience for a suffering character; the predominating artistic
logic is the stimulation of the audience’s emotions through a melodramatic expression of
a dialogue. The attention towards the character’s situation conditions the monologic
nature of this dialogue type; the following two models of intersubjectivity predominate:
the perspectives of participants of a dialogue conform or they are emphatically
confronted. The inside of an individual 1s ‘discovered’, however its self is dramatized
emphasizing collective values, usually, the values that establish a common identity of a
nation, which is topical for the audience, are interiorized as the character’s feelings. The
reality of the stage is included into the inner communicational space of a dialogue,
character’s emotions are rendered with the help of visual and auditory information which
is directly transferable only during the play on the stage: external and internal
communicational spaces of a dialogue are articulated at the same time and are
inseparably interconnected.

9. During the third time period of the development (3rd and 4th decades of the 20th
century) the dialogue of women’s drama mostly repeats the poetics of the previous types
of dialogue. The data of this period is not sufficient to distinguish separate types of a
dialogue, however, new tendencies of development of dialogue come out from an
emerging poetical dialogue type. The most important feature of a poetical dialogue is the
more complex method of creation of the artistic meaning. The easiest way of poetisation
of a drama dialogue is its allegorization (Rakauskaité’s commemorative-allegoric
sketches Klebonui dovana: drama (The Present for a Priest: a Drama), Daugiau ugnies:

dviejy veiksmy drama (More Fire: a Drama in Two Action), Satrijos Ragana’s drama
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Panciai (Harnesses), Ciurlioniené-Kymantaité’s drama Riteris budétojas (Knight the
Watcher)). In the simplest examples of a poetical dialogue the allegoric meaning of a
dialogue is ensured not only by figurative meaning of an artistic image, but also by an
explanation which meaning is given to which artistic image. An allegorized poetic
dialogue is characterized by lesser genre characteristics: its capability of rendering the
dramatic action is indistinctive is indistinctive, the interrelations between characters are
created as oppositional conflicting forces. An allegoric dialogue has preserved a relation
to the educational intentions of a didactic dialogue, the allegoric meaning is often related
to a moral lesson. Ciurlioniené-Kymantaité has created a distinctive poetic dialogue in
dramatic tales Karalaité Tikroji Teisybé (Princess The Real Truth), Dwylika broliy
Jjuodvarniais lakstanciy (Twelve Brothers on Blackbirds), a comedy Geguzis (The May),
dramatic poems Miisy jauja (Our Flax Barn) and Vaiva. The artistic value of these
works is based on folklore plots and stylistics recognized by the audience. When the
linguistic material is emphasized, the inner communicational space of a dialogue
becomes the most important transmitter of the created artistic meaning. When the
capability of a dialogue to render the dramatic action decreases, the verbal characteristics
of a dialogue are emphasized, it becomes more similar to rhythmical prose, in later
works becomes similar to poetry.

10. Ciurlioniené-Kymantaité is exclusive by joining the period of Lithuanian theatre
evenings and the modern period with her later stage of her creation work. Evidently
evolves the expression of her dialogues: the earlier realistic dialogue continues the
tradition of a didactic comic dialogue, whereas in the later works a poetic dialogue is
created. The most distinguished and innovative feature of Ciurlioniené-Kymantaité’s
dialogue of drama is its reflexivity: a dialogue not only creates the dramatic action but
also at the same time is evaluated and enhances conditionality and dialecticism of drama
dialogue. Despite the playwright’s aspirations of modernization (in her historical sketch
Kalinys (The Prisoner) the author has invoked the inner dialogue for the first time in
Lithuanian dramaturgy, she renewed the folklore tradition by creatively using its
stylistics), she first got established as the author of a traditional realistic drama.

11. Most of the plays for stage created by women during the 3rd and the 4th decades
of the 20th century are intended for children’s school plays and most often are based on

the dialogue-game and ‘response’ types of dialogues. The following dramas should be
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mentioned: dramas by Buivydaité Lapé-Gudragalve (The Wise Fox), Stebuklingoji
radasta (The Magic Deutzia), Mélynas drugelis (A Blue Butterfly); sketches by
Didziulyté-Kazanaviciené Vaikai ir pauksciai (Kids and Birds), Senis Saltis (Santa
Claus), Egluté miske (The Fir in a Forest); plays by Butkiené Kalédy egluté (Christmas
Tree), Mokinys tinginys (Learner Slacker), Miske (Onytés sapnas) (In the Forest
(Onyté’s Dream)); sketches by Avizienytés Snieguliy karalaité (Snowflake Princess),
Aukso obuolélis (The Golden Apple) and other works. The most distinguished feature of
a dialogue which is intended for children’s plays is its heterogeneous nature: the inner
communicational space of a dialogue is constantly interrupted by choreographic,
musical, and oratorical insertions which depend on the logic of children’s celebration.
The inner communicational space of a dialogue is scarcely expressed: characters are
often grouped, their expression is not individualized, their number is determined by the
number of participants and not the artistic logic.

12. The women’s dramatic works intended for the adult amateur theatre (melodramas
by Petrulyte Ji pasiaukojo (She has Sacrificed), Simtas titkstanciy (One Hundred
Thousand), Likimo auka (The Victim of Fate); (melo)dramas by Dausinaité-Varniené
Asmens sekretoré (The Personal Secretary), Labdarybés poniutés (The Charity Ladies)
Pazériené’s Motinai (To the Mother) and others) most often create a dialogue based on
the characteristics of ‘response’ type of dialogue and melodramatic expression. This
dialogue does not render a more distinct dramatic action, the created dramatic situation
does not motivate characters, but rather composes a background for declaration of moral-
didactic truths; characters are created according to the moral polarization, their names
are one of the most important means of their characterization. These characteristics of
the dialogue created between the end of the 19th century and the beginning of the 20th
century were identified as non-creative clichés and the anachronistic aesthetics during
the interwar period.

13. The women’s dramaturgy during the earliest period (between the end of the 19th
century and the beginning of the 20th century) renders the common tendencies of
Lithuanian dramaturgy of the time. The didactic comic type of dialogue created a female
character distinguished by its activity in the dramaturgy of the time, but it is presented in

a traditional way: the speech of the female character is parodied, she herself often
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becomes the object of mockery. However, even at the earliest period the dialogue-game
created by women can be distinguished, which does not disappear from the later
repertoire, and is leaning towards a distinctive genre of dramaturgy. The self-sufficiency
of a dialogue-game is to be explained by the specific women’s sociocultural position;
this dialogue type, inherited from a noble tradition of a home theatre, intended for
education dominates in the second half of the time period of the investigation because of
women’s duties often as teachers and educators.

14. The most distinctive dialogue of a drama on the aspect of woman’s problems was
created during the second half of the second time period of the development of drama
dialogue (the first and the second decades of the 20th century), although it has not
always functioned in the general cultural field (as, for example, the case with
Ciurlioniené-Kymantaité’s Ateities moteris (The Future Woman)). The publicistic
melodramatic type of dialogue should be excluded, the artistic logic (emphasis of
character’s expressions) of which allows to go deeper into a woman’s situation as well.
A strong woman who independently models situations of the action in this dialogue is no
longer estimated unambiguously negatively, whereas the prevailing representation of a
woman most often repeats the predominating values of femininity in Lithuanian
dramaturgy of the time.

15. During the third time period of the development of drama dialogue, when the
possibilities of women’s participation in the public life diminished, female dramatists
also rarely got involved into feminine problems. Ciurlioniené-Kymantaité remains
attentive to the woman’s situation, when most of the women’s dramaturgy actually mock
the women’s incentives for emancipation but not accentuate them. This fact once again
confirms the mutual dependency between drama dialogue and its sociocultural context.
A hypothesis can be raised that when there is no favorable environment for the feminine
problems in the context of the audience, the engagement for analysis of this aspect
through a dialogue of drama diminishes as well. The idealized representation of
femininity as the harmonizing power has been created only in a poetical dialogue of a
drama by Ciurlioniené-Kymantaité which was realized in dramas of the fantastic sphere
that are unbound of a duty to create a realistic character. The raised hypothesis could be
confirmed by a comparison of forms of femininity created in women’s prose and poetry

with the representation of a woman emerging in dramaturgy.
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Sioje disertacijoje tyrinéjami lietuviy motery draminiai kiriniai, parasyti XIX amZiaus
pabaigoje — XX amziaus pirmoje puséje. Démesys biitent motery draminei kiirybai yra
padiktuotas paties objekto — XIX amziaus pabaigoje pradéta kurti lietuviy motery
dramaturgija — itin gausi ir jvairi. Tyrime laikomasi nuomonés, kad kaip lietuviy
dramaturgijos dalis motery draminé kiiryba perteikia svarbiausius lietuviy dramaturgijos
formavimosi ir raidos poslinkius, antra vertus, pagrindines dramaturgijos raidos
tendencijas ne tik kartoja, bet ir koreguoja.

Didelis jvairiy teksty korpusas, nutoles nuo Siandieninio skaitytojo per gera Simtmetj,
parastg: ir kaip specifiné literatiros rusis, ,,aptarnaujanti teatra, ir kaip daznu atveju
megejiska, didele menine verte nepasizyminti kiiryba, ne visada jtraukta j autoriy Rastus,
retai iSleista atskiromis knygomis, likusi archyvuose ar laikras¢iy publikacijose.
Nepaisant to, Sie tekstai kelia ir didele intrigg: juose uZfiksuota ir lietuviy dramaturgijos
susiformavimo bei raidos, ir motery kiirybos motyvacijy bei savitumo problematika. Sias
dvi temas atskleidZia pasirinktas dramos dialogo tipologijos ir raidos analizés aspektas.
Dialogo, pagrindinés dramaturgijos kalbos formos, atitinkancios Sios literatiiros rasies

dialektiSskuma, raida perteikia darbe analizuojamy kiiriniy savituma.

Tyrimo objektas

Disertacijoje aprépiama didelé teksty grupé. Beveik visos amziy sgvartoje kiirusios
lietuviy prozininkés ras¢ ir dramaturgija, nors skirtingy talenty, nevienody galimybiy
raSytojy draminé¢ kiiryba beveik nematyta kaip vienas objektas, | visumg ja reikia
sutelkti, atrenkant kirinius, surandant maziau Zzinomus ar pradingusiais laikytus
rankraStinius tekstus archyvuose ar sunkiai gaunamuose XX a. pr. leidiniuose. Motery
scenos veikalai raSyti dramaturgéms jsitraukus ; megéejisko lietuviSko teatro, lietuviskyjy
vakary, veikla. Si autoriy grupé tyrime dalijama j dvi kartas: ryskiausios vyresniosios
kartos atstovés yra XIX a. 5-7 deSimtmeciais gimusios dramaturgés Julija
Beniuseviiaté-Zymantiené-Zemaité (1845-1921), Liudvika Nitaite-Didziuliené-Zmona
(1856-1925), Gabriclé-Petkevicaité-Bité  (1861-1943), Liudvika Malinauskaité-
Slitipiené-Eglé (1864—1928). Prie jy Sliejasi kiek véliau gimusi Marija Ivanauskaité-
Lastauskiené (1872—-1957). Visos minétos kiiréjos brendo dar spaudos draudimo
laikotarpiu, jsiliejo j tautinio judéjimo veikla Ausros ir Varpo veikiamos, svarbiausius
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sceninius kiirinius daZniausiai paras¢ iki 1904 m. Jy kirybing programg veike
pozityvizmas, o asmeniniai interesai sutapo su aktyviy tautinio judéjimo dalyviy
laikysena.

Siy kuréjy dukros (ar pagal amziy dukromis galéjusios biti), XIX a. 8-10
desimtme¢iais gimusios Marija Pe¢kauskaité-Satrijos Ragana (1877—1930), Ona ElZbieta
Pleiryté-Puidiené-Vaidilute (1882—1936), Sofija Ciurlioniené-Kymantaité (1886—1958),
Aldona Didziulyté-Kazanaviciené (1888—1968), Broné Buivydaité (1895-1984) irgi yra
susijusios su lietuviskyjy vakary epocha, bet ryskiausias jy veiklos periodas prasidéjo jau
atgavus spauda, o svarbiausia sceniné kiiryba sukurta po Pirmojo pasaulinio karo.

[Svardyty dramaturgiy kiiriniai tyrime analizuojami i§samiausiai, juos papildo maziau
girdéty ar nezinomy dramaturgiy kiiryba. Dauguma $iy dramaturgiy dalyvavo lietuviy
iSeiviy teatringje veikloje, minétinos JAV lietuviy dramaturgés Marija Aukstikalnyté-
Dunduliené-Kalny  dukté  (1874-1953), Kotryna  Sinkevicinuté-Pakusaitiené-
K. S. Lietuvaitée (1889-1957), Juozapina Rakauskaité-Alfas Vainoras (1894-1989),
Januskevi¢iené-Laima (1896-1978) ir Kitos kiiréjos.

Atsizvelgus | XIX a. pab.— XX a. pr. draminés kiirybos specifika, ] tiriamaja
medZziagg jtraukti ir sulietuvinti ar laisvai versti kiiriniai. Analizuojamy teksty korpuso
apimtis ir pobidis atsispindi disertacijos Priede pateiktoje motery dramaturgijos
bibliografijoje  (1900-1956). Iskalbingas | bibliografija jtraukty publikuoty ir
nepublikuoty kiriniy santykis — beveik ketvirtadalis disertacijoje tyrin¢jamy teksty yra

rankrastinés pjeseés.

Tyrimo laikotarpis

Didzioji dauguma dramaturgiy kiiré tiriamojo laikotarpio pirmoje puséje ir draming
kiiryba skyré mégéjiskam lietuviy teatro sajiidziui. DidZiulienés-Zmonos prisiminimuose
minima, jog ji pagal lietuviy liaudies dainas buvo sukiirusi operet¢ Pirslés ir veselijos,
kurig ruosési statyti jau 1877 m., taCiau kiirinys neiSliko. Anksciausias iSlikgs motery
dramaturgijos kiirinys — Malinauskaités-Slitipienés-Eglés komedija Netikétai (spéjama
para§ymo data — 1885, pirmoji publikacija 1910). Sios komedijos sukiirimo metai
pazymi tyrimo periodo pradzig, o laikotarpis uzbaigiamas Ciurlionienés-Kymantaités
véliausiais kiiriniais, publikuotais 1956 m. (tai poemos-dialogai Misy jauja, pradéta
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raSyti 1910 m., ir Vaiva, paraSyta 1946 m.). Nenorint jy mechaniskai atskirti nuo
dramaturges kiirybos visumos, disertacijos tyrimo periodas pratgsiamas ;] XX a. 6-3j1

desimtmetj ir apima 1885-1956 metus.

Tyrimo problema

Motery dramaturgija disertacijoje pasirinkta tyrinéti dramos dialogo raidos aspektu.
Tyrimo problema susijusi su klausimu, kaip tiriamuoju laikotarpiu susiformuoja ir
vystosi motery dramos dialogas, kuo pasizymi jo raida. Sio vystymosi ypatumai yra
tiesiogiai susij¢ su dramos dialogo problematika: dialogas — tai ir pagrindiné
dramaturgijos kalbos forma, ir teatring situacijg artikuliuojantis diskursas. Kitaip sakant,
dramos dialogas yra dvigubas: perteikia ir viding komunikacing plotme, siejamg su
fikcinio dramos pasaulio meninémis apybraizomis, ir vaidinimo situacija — iSoring
komunikacing¢ plotme¢. Todél tiriamajg problemg galima iSskaidyti } smulkesnius analizés
aspektus:

1) dialogu artikuliuojama vidin¢ dialogo komunikaciné plotmé; tai yra kaip dialogas
perteikia kitus dramos kirinio elementus. Sis aspektas sukonkretinamas analizuojant
dialogg kaip priklausantj literatiiros riiSiai dramaturgijai: svarbiis juo perteikiami
personazy tarpusavio santykiai, jy statika ar dinamika; intersubjektyvumo pobiidj
atitinkanti dialogo repliky strukttira; semantiné dialogo organizacija bei su ja susij¢s
monologiSkumas ir dialogiSkumas; personazo charakterio kiirimo logika ir pana$iai;

2) dialogu artikuliuojama iSoriné dialogo komunikaciné plotmé; tai yra kaip atlikimo
metu aktualizuojamas meninio vyksmo rySys su zidrovu. Siuo aspektu svarbios
dramaturgijos konvencijos, jsteigiancios ir palaikancios ryS$j su publika (replika j $alj,
pjesés pjes¢je konvencija), sceniniy nuorody ir dialogo repliky tarpusavio santykis;

3) dialogo santykis su konkretaus laikotarpio sociokultiiriniu kontekstu, tai yra kokj
santyki dramos dialogo charakteristikos palaiko su dominuojanc¢iu publikos lukesciy
horizontu. Siuo aspektu svarbu, kokias funkcijas atlieka dramos dialogas, kokj sau
biidingg santykj su publika kuria, kaip kiirinio meniné logika santykiauja su konkreciu
laikotarpiu dominuojan¢iais kiirybiniais principais.

Visus tris analizés aspektus sujungia dramos dialogo tipo samprata. Dialogo tipas
sutelkia tam tikrais laikotarpiais vyraujancias dramos dialogo charakteristikas, padalija

motery dramaturgijos procesg ] tam tikras analitinei Zilrai biitinas padalas, kiiriniy
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grupes. Nustatant dramos dialogo tipus, orientuotasi j dramos Zanrus — nors su zanro
sgvoka tipas netapatinamas, Sios dvi sgvokos neiSvengiamai susijusios, mat skirtingi
dramaturgijos zanrai jvairiai iSnaudoja jvairius dramos dialogo aspektus. Tipas Siame
tyrime suvokiamas kaip siauresn¢ uz Zanrg sgvoka, be to, Sis terminas apraSomasis,
vartojamas pacia bendriausia reikSme (gr. typos — atspaudas, pavyzdys). Budamas
analitinis jrankis, tipas neturi ir konstruojancios, normatyvinés zanro reikSmeés. Tipas
suvokiamas kaip visus tris analitinés zitiros aspektus perteikianti savoka, tai yra tam
paciam tipui priklausantys dialogai pakliista dominuojanc¢iai meninei logikai: specifiniu
bidu perteikia vidinés ir iSorinés plotmés komunikacija, palaiko biidingus santykius su

ziurovy lukesc¢iy horizontu.

Metodologinés prielaidos

Dialogas darbe pirmiausia suvokiamas komunikaciniu aspektu — kaip Zodiné
interakcija, santykis, kuriame kiiniSkg buvimg drauge iSreiSkia tiesioginés kalbos
struktiira. Dialogas tyrime laikomas intensyviausiai kalbing ir nekalbing medziaga
sulydanciu diskursu: tai ir verbalinis pokalbis, ir kiiniSkas santykis, i teksto lygmenj
jvedantis balsa, tyla, pauze. Esminis dialogo dvilypumas — kalbinis ir kiiniSkas santykis —
disertacijoje tampa iSeities tasSku formuluojant teorines prieigas, mat dialogas
analizuojamas kaip pagrindiné klasikinio dramaturgijos modelio kalbos forma, kuri tuo
paiu metu yra ir teatriniy galimybiy artikuliacija, perteikianti teatrinés komunikacijos
situacija.

Dramos dialogo specifika tyrime atskleidziama derinant trilyp¢ analiting Zzitra:
pirmiausia dialogas tiriamas kaip specifiné, tam tikrg stilisting raiskg turinti ir tam
tikromis retorinémis strategijomis pasiZyminti dramaturgijos kalbos forma. Dialogas Siuo
aspektu skleidziasi vidinéje komunikaciné¢je dramos kiirinio plotméje ir iSreiSkia jos
elementus: personazy charakterj, jy intersubjektyvumo modalumus, draminj veiksma.
Atskleisti Siuos dialogo aspektus padeda teoringje dalyje pristatytos dialogo
charakteristikos: tiesioginés kalbos forma, savita semantinés struktiiros organizacija,
kumuliacinis ir veiksminis dialogo pobtudis bei lingvistinés ir nelingvistinés medziagos
derinimas. Su dramos dialogo specifika susijes ir dialektiSkumas, priskiriamas
klasikiniam dramaturgijos modeliui. Dramaturgijos, kaip literatiiros rasies, esmé yra

nesustabdoma priestaravimy kova, perteikiama dramos konflikto. Dramos dialogas —
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visuomet vienaip ar kitaip dialektiSkas, demonstruojantis skirtingas personazy
perspektyvas, suvedantis jas 1 konfliktg ir taip kuriantis veiksma.

Antras analizés aspektas démesj kreipia j biidg, kuriuo dialogas kuria fikcinio scenos
vyksmo ir publikos rysj, papildo verbaling informacija kitokia, pastatyme realizuojama
medziaga. Analizuojant dialogg Siuo aspektu remtasi Keiro Elamo teatro komunikacinés
struktiiros modeliu, sitilanciu analitines premisas komunikaciniam teatro vyksmui tirti.
Viena 1§ jy — samprata, jog spektaklis neiSvengiamai apeliuoja 1 zilirovy bendraji
pasaulio suvokimg: meniné teatro komunikacija pagrista kultiirinémis ir socialinémis
visuomenés normomis, be jy atlickamo dramos dialogo nebiity jmanoma suprasti. Todél
sociokultiirinio konteksto jtaka dramos dialogui yra itin aktuali. Istorinis kontekstas
tampa svarbus analizuojant dramos dialogg treciuoju aspektu ir aktualizuoja recepcinés
kritikos mokykly teoring mintj, ypa¢ Hanso Roberto Jausso ltikes¢iy horizonto samprata.
Tyrime laikomasi pozicijos, kad dramos dialogas kuriamas orientuojantis ] Zitirovy
lukes¢iy horizontg, su kuriuo jgyjami jvairtis santykiai (likesciai palaikomi, nuo jo
daugiau ar maZiau nutolstama, kuriama jtampa ir panasiai). Zinoma, nurodytais aspektais
analizuojami dialogo bruoZai tyrime atskiriami analitiniais tikslais, tame paciame dialoge
jie neatsiejamai persipyne.

Turint galvoje, kad tyrin¢jamas motery kurtas dramos dialogas, pasirinkta moteriskaja
problematika atskleisti per moters reprezentacija bei jos rySius su savo laiko kontekstu.
Moterims, tikétina, tur€jo riipéti specifinés temos ir jy perteikimas dramos kiiriniu,
juolab kad autoriy démesys vaiky ir motery padéciai ne karta konstatuotas tyrinéjant to
laikotarpio motery proza. Sis tyrimo aspektas vertintinas kaip motery literatiiros,
istorijos, savivokos tyrimy tgsa ir papildymas. Tyrinéjamy raSytojy nedraminéje
kiiryboje sukurtos veikéjos, visuomeniné dramaturgiy veikla, moteriskajai problematikai
skirtuose tyrimuose pristatytos dominuojancios tiriamuoju laikotarpiu moteriSkumo
vertés suteikia uztektinai duomeny, sudaranc¢iy konteksta dramos dialogu sukurta

personaze lyginti su Zitirovy turétais (kad ir hipotetiSkai numanomais) lukesciais.

Tyrimo aktualumas ir naujumas yra dvejopas: motery draminé kiiryba vertinama
kaip vienas objektas, tai sudaro galimybe pirma kartg motery dramaturgija jvertinti kaip
vieningg tradicija, kurios raida aiskéja i§ dialogo plétotés. Pabréztina, jog analizuojama
daug nepublikuoty, pamirS$ty ar nezinomy dramaturgiy kiriniy, ypac vertinga jy dal;
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sudaro lietuviy literattirologijoje iki Siol nefunkcionave tekstai i§ Sankt Peterburgo
valstybinés teatro bibliotekos Cenziiros fondo. Atrasti rankrasciai ne tik kiekybiSkai
papildé to meto lietuviy dramaturgija, bet ir patikslino zinomy kiriniy suktirimo datas,
detaliau nuSvieté laikotarpio teatrinés kultiiros konteksta. Antra, novatoriska tyrimo
aspektiné dramaturgijos analizé ir tyrimo analitiné Zzitira, pagal kurig pagrindinis
dramaturgijos elementas — dialogas — nagrinéjamas atsizvelgiant j jo vidinés ir iSorinés
komunikaciniy plotmiy artikuliacijg ir tarpusavio sgveika bei teatrinéje situacijoje

aktualizuojama kirinio ir jo konteksto organiska rysj.

Darbo tikslas — isskirti tiriamojo laikotarpio motery dramaturgijos dialogo tipus,
nustatyti jy svarbiausias charakteristikas, pademonstruoti dialogo tipy tarpusavio rySius
bei per juos perteikti, kaip tiriamuoju laikotarpiu susiformuoja ir vystosi motery dramos
dialogas, nusakyti, kuo jis savitas. Suformuluoti Sie tyrimo uzdaviniai:

1) sutelkti tiriamojo laikotarpio motery dramaturgijos visuma, | ja jtraukti ir
rankrastinius bei tik spaudoje publikuotus karinius, sudaryti motery dramaturgijos
bibliografija;

2) nusakyti dramos dialogo savitumg, iSskirti ir apraSyti specifinius jo bruozus;
apibiidinti teatro komunikacinés struktiiros veikima; suformuluoti daugiaaspekte dialogo
analize pagrindziancias metodologines prielaidas;

3) nustatyti ir chronologiSkai i§déstyti dominuojancius dramos dialogo tipus, nusakyti
Siy tipy bruozus bei tarpusavio rysius;

4) 18skirti nuo konteksto priklausomus ir su vidinémis dialogo charakteristikomis
susijusius dialogo raidos veiksnius;

5) nustatyti ir suformuluoti, kuo specifiné motery dramos dialogo raida.

Darbo struktiira

Darbg sudaro devyni skyriai. I skyriuje pateikiamas jvadas, II skyriuje pristatomos
teorinés tyrimo prielaidos. Pirmiausia jas pagrindzia bendriausios dialogo apibréztys,
isrySkinancios intersubjektyvy dialogo pobudj. Sis aspektas aptariamas pirmame
poskyryje pristatant Martino Buberio dialogo filosofija bei Michailo Bachtino

dialogiSkumo samprata. Antras poskyris skirtas dramos dialogo charakteristikai:
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iSskiriama specifiné semantin¢ dialogo struktiira, jo kumuliacinis ir veiksminis pobidis,
aptariamas 1manentinis dramos dialektiSkumas bei jo santykis su monologiSkumu.
TreCiajame poskyryje pristatoma teatriné komunikacija bei jos poveikis dramos dialogui
(déemesys ¢ia skiriamas tiesiogin] ryS] su Zilrovais jsteigian¢ioms ir palaikan¢ioms
konvencijoms, dramos teksto lygmeny tarpusavio santykiui). Ketvirtasis poskyris skirtas
teoriSkai apibudinti dialogo ir jo uZtekstinés tikrovés rySius; ¢ia remiamasi kritikos
recepcijos teorine mintimi, suformuluojama tyrime taikoma raidos samprata.

Lietuviy motery dramaturgija gausiausia laikotarpiu, kuriuo formuojasi tiek specifiné
teatro meniné komunikacija, tiek pati dramaturgija, kaip specifiné literatiiros rasis, todél
svarbu iSsamiai pristatyti, kas veiké besiformuojantj dramos dialogg. IIl skyrius skirtas
apibiidinti XIX a. pab. — XX a. pr. teatring kultirg — lietuviskyjy vakary sajidj, kuriy
metu kuriama teatro menin¢ komunikacija naudojosi tuo laikotarpiu egzistavusiomis
atlikimo situacijomis bei su ApSvietos ir didaktikos tradicijomis siejamomis
ugdomosiomis, aukléjamosiomis teatro vakary organizatoriy paskatomis. Sie du teatro
pradai, vienas siejamas su orientacija j valstieCiy publikos likes¢iy horizonta, kitas
susijes su organizaciniu-id¢jiniu §io teatro pobudziu, darbe iSskirti remiantis Balio
Sruogos metaforiSku lietuviskyjy vakary apibiidinimu, kaip ,juodzemiSkumo* ir
LuniversitetiSkumo* sgjunga. Antrajame poskyryje pristatoma jvairias teatrines tradicijas
vienijusi teatriné motery veikla.

IV skyriuje pereinama prie dramos dialogo analizés. Cia aptariamas besiformuojan¢io
dramos dialogo laikotarpis (XIX a. pab. — XX a. pr.), i$skirti keli heterogeniski, jvairias
jtakas patiriantys dramos dialogo tipai, realizuojami zanriSkai negrynuose kiiriniuose: tai
didaktinés prozos veikiamas ,,atsakymo* dialogo tipas, realizuotas UrSulés Gurklitités ir
kity JAV dramaturgiy dialoguose; nuo teatralizuoty paprociy priklausomas apeiginis
dialogo tipas (pasitaikantis DidZiulienés-Zmonos, Zemaités kiiryboje); dialogo-zaidimo
tipas (daznas Didziulienés-Zmonos, Ciurlionienés-Kymantaités  kiiryboje)  ir
deklamacinis monologas, kaip besiformuojan¢io dramos dialogo tipas (Zemaités,
Ciurlionienés-Kymantaités kiiriniai).

V skyriuje pristatomas pirmas visavertis dramos dialogo tipas — didaktinis komiskasis
dialogas, iSskiriamas jo susiformavimo ir dominavimo laikotarpis: XIX a. pab. —
XX a. pirmasis deSimtmetis. Ryskiausiai jis atsiskleidzia Zemaités, Dviejy Motery,
DidZiulienés-Zmonos, Satrijos Raganos, Ciurlionienés-Kymantaités kiiryboje. Dialogas
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aptariamas pristatant su didaktine proza vis dar siejamo didaktiSkumo ir naujos dialogo
charakteristikos — komiSkumo - jungtj, specifiskéjancig teatrinés komunikacijos
situacijg, iSreiSkiama pjesés pjesé¢je konvencija. Tre€iasis skyriaus poskyris skirtas aptarti
Sio dialogo tipo kuriamg personaze, veikiamg tradicijoje isitvirtinusiy moteriSkumo
reprezentacijy.

VI skyrius skirtas publicistiniam melodraminiam dialogo tipui aptarti (XX a. pirmas ir
antras de§imtmegiai). Skyriuje analizuojami DidZiulienés-Zmonos, Dviejy Motery,
Petkevicaités-Bités, Vaitaviciatés-Januskevicienés-Laimos, Pleirytés-Puidienés-
Vaidilutés, Ciurlionienés-Kymantaités kiiriniai. Apibiidinama, kaip artikuliuojama vidiné
dialogo komunikaciné plotmé, iSskiriamas specifinis Sio dialogo tipo audiovizualinis
pobiidis bei kintantys personazés kiirimo principai.

VII skyriuje pristatoma dramos dialogo raida XX a. tre¢iu — $estu desimtmeciais. Siuo
laikotarpiu motery sceniniuose kiiriniuose kartojami jau iSskirti dialogo tipai.
Ryskiausiai $i tendencija atsiskleidzia Jiros Avizienytés, Juozapinos Rakauskaites,
Vandos Dausinaités-Varnienés, Pranés Petrulytés kiiriniuose. Tokiame kartotés
kontekste issiskiria Ciurlionienés-Kymantaités dramos kiiriniai, perteikiantys nauja
didaktinio komiskojo dialogo tipo kokybe bei poetinio dialogo formavimasi.

VIII skyriuje pateiktos tyrimo iSvados, IX-ajame pristatytos tyrime vartotos
santrumpos, Saltiniai, kritiné ir teoriné literatura.

Disertacijos priede pateikta lietuviy motery dramaturgijos bibliografija (1900—1956).
Ji dalijama j dvi dalis: gausesn¢ sudaro atskiromis knygomis, rinkiniuose, Rastuose ir
spaudoje tiriamuoju laikotarpiu publikuoti kiriniai. | jg jtraukti visi, kad ir
pasikartojan¢iy kuriniy, publikacijy faktai. Antrojoje bibliografijos dalyje pateikti
paveldo institucijose saugomi nepublikuoti motery draminiai kiriniai (i Vilniaus
universiteto bibliotekos ir Lietuviy literatiiros ir tautosakos instituto biblioteky
rankrastyny, Sankt Peterburgo valstybinés teatro bibliotekos Cenziiros fondo bei

Lietuvos literatiiros ir meno archyvo).
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Ginamieji teiginiai:
1) Motery dramaturgija gausiausia ir jvairiausia pirmoje tyrimo laikotarpio puséje,

periodu, kai dramos dialogas formuojasi kaip specifinis diskursas. Antrojoje tyrimo

pus¢je motery dramaturgija nebe tokia gausi, maz¢ja ir jos dialogo savitumas.

2) VisapusiSkai iSanalizuoti dramos dialogo raida jmanoma tik atsizvelgus |
specifinius jo bruoZus, rySkéjancius vidingje ir iSorinéje komunikacinése plotmése, bei |

scenoje atlickamo dramos dialogo santyki su publikos sociokultiiriniu kontekstu.

3) Motery dramos dialogas formavosi XIX a. pab. — XX a. pr. veikiamas dvejopos
jtakos: literatlirinés tradicijos (didaktinés ir realistinés prozos) bei to meto atlikimo

situacijy (skaitymo garsiai; tautosakiniy Zanry; teatralizuoty paprociy bei zaidimy).

4) Antroje tyrimo puséje dramos dialogo raidos nebeskatina teatrin¢ atlikimo situacija,
todél dramos dialogas lieka kartoti ankstesniy tipy charakteristikas; nauji dramos dialogo
raidos poslinkiai (poetinio dramos dialogo formavimasis) rySkiausi vidingje

komunikacinéje dialogo plotm¢je.

5) Dramos dialogo raida pasiZymi specifiniu turinio ir formos santykiu: inovacijos
pirmiausia pasireiSkia idéjinéje-teminéje plotméje, o estetinis jy apipavidalinimas

priklauso nuo dominuojanciy konkretaus laikotarpio estetiniy principy.

6) Dramos dialogas vystosi plétodamas dialektiSkuma, kuris 1§ pradziy
artikuliuojamas vien vidinéje ar iSorinéje komunikacinése plotmése, o véliau

uzmezgamas ir tarp $iy plotmiy.

ISvados

1. Dramos dialogas pasizymi specifine komunikacine struktiira: perteikia viding
komunikacing plotme, tai yra dramos personazy intersubjektyvumo raiSka, bei iSoring
komunikacing plotme, tai yra spektaklio vyksmo ir publikos tarpusavio rysj. Per Sig
tiesioging teatro spektaklio recepcija dramos dialogas tampa paveikiu socialiniu jvykiu,
Jtaigiai perteikian¢iu menines tiesas.

2. Isskirtini trys motery dramos dialogo raidos etapai bei Sie juose dominuojantys

dramos dialogo tipai:
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1) dramos dialogo formavimosi laikotarpis (XIX a. pab. — XX a. pr),
besiformuojancio dramos dialogo tipai: ,,atsakymo* dialogo tipas, apeiginio dialogo
tipas, dialogo-Zaidimo tipas bei deklamacinio monologo tipas;

2) specifiskéjanc¢io dramos dialogo laikotarpis (XIX a. pab. — XX a. | ir |l
deSimtmeciai), laikotarpio pradzig reprezentuoja didaktinio komiskojo dialogo tipas,
antraja jo pus¢ — publicistinio melodraminio dialogo tipas;

3) tradicija kartojancio ir atsinaujinimo ieSkanc¢io dramos dialogo laikotarpis (XX a.
I11-VI deSimtmeciai); Siuo periodu nebeuztenka duomeny atskiriems dialogo tipams
nustatyti, kartojama ,,atsakymo* dialogo tipo, dialogo-zaidimo tipo poetika, iSskirtinas
besiformuojantis poetinio dialogo tipas.

3. ,, Atsakymo “ dialogo tipg veikia (didaktiné) proza, kurios jtaka rySkiausia UrSulés
Gurklitteés ir kity JAV lietuviy motery didaktiniuose dialoguose bei ankstyviausiose
Zemaités komedijose (Pragerti balakonai, Pirslybos). JAV dramaturgiy dialogai remiasi
didaktinio apsakymo struktiira: pateikiamas meninis vaizdas ir jo pagrindu
suformuluojama didaktin¢ tezé. Dominuoja teigiamas veikéjas, sietinas su didaktinés
prozos pasakotoju-didaktu; dialogai monologiski, personazy tarpusavio santykis
nerySkus, iSoriné komunikacin¢ dialogo plotmé neartikuliuota. Su dramaturgija Siuos
dialogus sieja didaktinei prozai nebitinas didaktiSkasis komizmas: paSiepiant neigiamus
personazus, jie detaliau charakterizuojami, atsiranda individualesné¢ veikéjy raiska,
draminio veiksmo uzuomazgy. Ankstyviausiuose Zemaités dramos kiiriniuose atsiranda
lygiaver¢iy dialogo nariy santykis bei personazy dialogas-gincas, taciau veikéjy
prieSiSkumas nelemia jy santykiy ir draminio veiksmo raidos, nes konfliktinés scenos
sujungiamos remarkomis, sietinomis su prozos pasakotoju. Dialogo savit¢jimg liudija
komedijy poliloguose atsirandanc¢ios dramaturgijos semantinés struktiiros uzuomazgos,
aforistinémis formuluotémis perteikiama didaktiné tezé, iSorinés dramos dialogo
komunikacinés plotmés artikuliacija.

4. Apeiginis dialogo tipas — fragmentiskiausias i§ visy besiformuojancio dialogo tipy.
Jo pavyzdziy rasta Zemaités ir DidZziulienés-Zmonos draminéje kiiryboje. Apeiginiu
dialogu imituojami socialinio elgesio ritualai (pirSlybos, raudos), jis remiasi
bendruomenés gyvenimg jforminan¢iu preliminariu zinojimu, kokig informacija
perteikia tam tikros stilistinés teksto ypatybés. Taip sureikSminama dialogo iSoriné

komunikaciné plotmé. Dialogas kuriamas remiantis bendraisiais kultiriniais kodais,
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paprotine komunikacija, taciau kirinyje jis funkcionuoja atsizvelgiant } meninés kiirinio
visumos diktuojamus draminius subkodus. Tod¢l apeiginis dialogas neperteikia tikryjy
personazy santykiy, iSreiSkiamy kitokia stilistika.

5. Savitas ir labai gausus yra vaikams skirto dialogo-Zaidimo tipas. Tai
savarankiskiausias 1§ besiformuojanciy dramos dialogo tipy, nes dél adresato poreikiy ir
suvokimo galimybiy §io dialogo tipo priklausymas ir Zaidimo, ir dramos sriciai yra jo
struktiiros principas. Sis dialogo tipas realizuotas DidZiulienés-Zmonos, Satrijos
Raganos, Ciurlionienés-Kymantaités kiiryboje. Dialogas remiasi kiinisku ZaidZianéiyjy
rySiu ir jy santykio dinamika. IS dalies sutapdamas su Zaidimu, prie dramos dialogas
priartéja jsteigus specifing teatro komunikacing struktiirg, skirta pedagoginiams ar
estetiniams tikslams, kurie Zaidimui yra nebutini.

6. Deklamacinis monologas, kad ir neturédamas formalios kalbinés dialogo formos,
vertintinas kaip dar vienas besiformuojan¢io dialogo tipas. Jis realizuotas Zemaités,
dalies $is dialogo tipas sutampa su lietuviskuosiuose vakaruose populiaria deklamacija.
Labai ryski deklamacinio monologo iSoriné komunikaciné plotmeé, taciau yra ir vidinés
komunikacinés plotmés uZzuomazgy, perteikiamy vidinio monologo dvibalsiSkumo —
poleminio santykio su vidin¢je komunikacinéje plotmeje tiesiogiai nedalyvaujanciu, bet
numanomu adresatu. Poleminis kalbanciojo santykis su vidiniu adresatu iSreiSkiamas
dialogo struktira, stilistika bei atlikimo metu veikiandiais teatrinés komunikacijos
kanalais.

7. Anksciausiai dramos dialogas j visavert¢ dramaturgijos kalbos forma susiklosto
didaktinio komiskojo dialogo tipe. Sio dialogo tipo savarankiskuma ir vyravima XX a.
pr. patvirtina gausiis pavyzdziai, realizuoti iose didaktinése komedijose: Zemaités Trys
mylimos, Miisy gerasis, Valsciaus sidas, Apsiriko; Dviejy Motery Kaip kas ismano, teip
save gano, Velnias spgstuose, Didziulienés-Zmonos Lietuvaités, Paskubéjo; Satrijos
Raganos Nepasiseké Marytei; Ciurlionienés-Kymantaités Jaunikiai. Tai pirmasis dramos
dialogo tipas, pasizymintis kumuliaciniu pobudziu. Komiskumas ir veiksmingumas
i§skirtini kaip du svarbiausi, tarpusavyje tiesiogiai susij¢ Sio dialogo tipo bruozai:
netikétas skirtingy semantiniy plany sutapimas lemia juokingumo efektg ir dinamiska
veiksmo plétote. Su Siomis dramos dialogo savybémis susijes ir jo didesnis

dialektiSkumas. Dominuoja neutralus stilius, i$skirtina neigiamai vertinamy personazy
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nenatiiraliai zodinga raiSka. Pjesés pjeséje konvencijos uzuomazgos atskleidzia, kad Siuo
raidos etapu savarankiSkesné ir teatriné komunikacija: scenos vyksmas nesiremia
paprociy, apeigy formomis (kaip kad apeiginio dialogo tipe), atvirks¢iai, personazy
komunikacija suvokiama ir pristatoma kaip specifiSkai teatriSka. Samoninga teatrinés
komunikacijos artikuliacija ir jos akcentavimas nurodo dramos dialogg tapus
savarankiSka meninés kalbos forma.

8. XX a. I ir II deSimtmeciais motery dramaturgijoje susiformuoja publicistinio
melodraminio dialogo tipas, realizuotas sinkretiniuose motery dramaturgijos Zanruose:
buitinése realistinése dramose (DidZiulienés-Zmonos Katei juokai — pelei verksmai,
Petkevicaités-Bités Kova, Stepulionytés Isgama, Dviejy Motery Litvomanai); Seimos
(melo)dramose (Dviejy Motery Parduotoji laimé, Vaitaviciutés-Januskevicienés
Nebepirmas); istorinése (melo)dramose (Pleirytés-Puidienés Liiidna dainelé, Skirmunda,
Ciurlionienés-Kymantaités Kalinys). Didaktiniame komiskajame dialogo tipe vyravusia
personazo iSjuokimo strategija pakeicia siekis suzadinti publikos uzuojauta kenc¢ianciam
veikéjui, dominuojanti menin¢ logika — publikos emocijy skatinimas per melodraming
dialogo raiSka. Démesys personazo situacijai lemia monologinj Sio dialogo tipo pobiidj,
vyrauja du intersubjektyvumo modeliai: dialogo dalyviy perspektyvos sutampa arba yra
pabréZtinai  suprieSinamos. ,, Atrandamas®“ individo vidus, taiau jo savastis
dramatizuojama pabréziant kolektyvines vertybes, paprastai kaip veikéjo jausmai
interiorizuojamos publikai aktualios bendrg tautos tapatybe steigiancios vertés. | vidine
komunikacine dialogo plotme¢ jtraukta scenos tikrové, personazo emocijos perteikiamos
pasitelkus vizualing ir audityvine, tik pastatyme tiesiogiai perduodamg informacija:
1Sorin¢ ir vidiné komunikacinés dialogo plotmés artikuliuojamos vienu metu ir yra
neatsiejamai persipynusios.

9. Treciuoju dialogo raidos laikotarpiu (XX a. III-VI deSimtmeciais) motery dramos
dialogas dazniausiai kartoja ankstesniy dialogo tipy poetika. Siuo etapu nebeuZtenka
duomeny atskiriems dialogo tipams iSskirti, bet naujos dialogo raidos tendencijos ryskeéja
i§ besiformuojancio poetinio dialogo tipo. Svarbiausias poetinio dialogo bruozas —
sudétingesnis meninés reikSmeés kurimo biidas. PaprasCiausias dramos dialogo
poetizavimo buidas — jo alegorizavimas (Rakauskaités proginiai-alegoriniai vaizdeliai
Klebonui dovana: drama, Daugiau ugnies: dviejy veiksmy drama, Satrijos Raganos

drama Panciai, Ciurlionienés-Kymantaités drama Riteris budétojas). Papras¢iausiuose
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poetinio dialogo pavyzdziuose dialogo alegoriné prasmeé uztikrinama ne vien perkeltine
meninio vaizdo reikSme, bet ir paaiSkinimu, kokia reikSmeé kokiam meniniam vaizdui
suteikiama. Alegorizuojamas poetinis dialogas pasiZzymi menkesnémis Zanrinémis
charakteristikomis: nerySkus jo veiksmingumas, personazy tarpusavio santykiai, jie
kuriami kaip opozicinés konfliktuojancios jégos. Alegorinis dialogas yra iSlaikes rysj su
didaktinio dialogo ugdomosiomis paskatomis, alegoriné reikSmeé daZnai susijusi Su
moraliniu pamokymu. Savitas poetinis dialogas sukurtas Ciurlionienés-Kymantaités
draminése pasakose Karalaité Tikroji Teisybé, Dvylika broliy juodvarniais lakstanciy,
komedijoje Geguzis, draminése poemose Miisy jauja ir Vaiva. Siy kiriniy dialogo
meniné reikSmeé grindziama publikai atpazjstamais tautosakos siuzetais bei stilistika.
SureikSminus dialogo kalbin; audinj, vidiné komunikaciné dialogo plotmé tampa
reikSmingiausia  kuriamos meninés reikSmés perteik¢ja. Mazéjant  dialogo
veiksmingumui, akcentuojamos verbalinés dialogo charakteristikos, jis linksta ritminés
prozos, vélesniuose kiiriniuose — poezijos link.

10. Ciurlioniené-Kymantaité isskirtina kaip savo kiiryba sujungusi lietuviskyjy vakary
epochg ir daug modernesnj lietuviy dramaturgijos etapg vélyvuoju savo kiirybos
laikotarpiu. Ryskiai kinta jos dramos dialogo raiSka, ankstyvasis realistinis dialogas t¢sia
didaktinio komiskojo dialogo tradicija, o vélyvojoje kiiryboje kuriamas poetinis dialogas.
Ryskiausias novatoriskas Ciurlionienés-Kymantaités dramos dialogo bruozas — jo
refleksyvumas: dialogu ne tik kuriamas draminis veiksmas, jis tuo paciu metu ir
vertinamas, taip didinat dramos dialogo salygiSkumg bei dialektikg. Nepaisant
modernizuojanciy dramaturgés siekiy (istoriniame vaizdelyje Kalinys pirma kartg
lietuviy dramaturgijoje pasitelké vidinj dialoga, atnaujino tautosaking tradicija
kiirybingai pasinaudojama jos stilistika), Ciurlioniené-Kymantaité jsitvirtino pirmiausia
kaip tradicinio realistinio dramos dialogo kiiréja.

11. Didzioji dauguma XX a. II1-VI deSimtmeciais motery kurty scenos veikaly skirti
vaiky mokykliniams vaidinimams ir dazniausiai remiasi dialogo-Zaidimo bei ,,atsakymo*
dialogo tipy poetika. Minétinos Buivydaités dramos Lapé-Gudragalve, Stebuklingoji
radasta, Mélynas drugelis; DidZiulytés-Kazanavi€ienés vaizdeliai Vaikai ir pauksciai,
Senis Saltis, Eglutée miske; Butkienés pjesés Kalédy egluté, Mokinys tinginys, Miske
(Onytés sapnas);, Avizienytés vaizdeliai Snieguliy karalaité, Aukso obuolélis ir Kiti
kiriniai. RySkiausias vaiky vaidinimams skirto dialogo bruozZas yra heterogeniSkas jo
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pobiidis: viding dialogo komunikacine plotme nuolat pertraukia choreografiniai,
muzikiniai, oratoriniai intarpai, diktuojami vaiky Sventés situacijos. Vidiné
komunikaciné dialogo plotmé menkai iSreikSta: personazai dazniausiai grupiniai, jy
raiSka neindividualizuota, jy skaiiy lemia ne meniné vaizdelio logika, bet atlikéjy
skaiCius.

12. Suaugusiy mégéjy teatrui skirti motery dramos kiriniai (Petrulytés melodramos Ji
pasiaukojo, Simtas titkstanciy, Likimo auka; Dausinaités-Varnienés (melo)dramos
Asmens sekretoré, Labdarybés poniutés ir kitos; Federaviciiités Pas motinos kapgq,
Bronés Liacaités-Pazérienés Motinai ir kitos) daugiausia kuria dialogg, besiremiantj
satsakymo* dialogo tipo charakteristikomis ir melodramine raiska. Sis dialogas
neperteikia rySkesnio draminio veiksmo, kuriama draminé situacija ne motyvuoja
veikéjy veiksmus, bet sudaro fong moralinéms-didaktinéms tiesoms i$sakyti; personazai
kuriami pagal moraling poliarizacija, jy vardai — viena svarbiausiy charakterizavimo
priemoniy. Sios dar XIX a. pab.—XX a. pr. dialogo charakteristikos tarpukariu vertintinos
kaip nekiirybingos kliSés ir anachronisting estetika.

13. Motery dramaturgija ankstyviausiu periodu (XIX a. pab. — XX a. pr.) perteikia
bendrasias to meto lietuviy dramaturgijos tendencijas. Didaktinio komiskojo dialogo tipe
sukurta to meto dramaturgijoje aktyvumu iSsiskirianti personaz¢, bet ji pristatoma
tradiciskai: veikéjos kalba Sarzuojama, ji pati daznai tampa paSaipos objektu. Visgi jau
paciu ankstyviausiu laikotarpiu iSsiskiria motery kuriamas dialogas-Zaidimas,
nepradingstantis ir vélesniu laikotarpiu, linkstantis j savitg dramaturgijos Zanrg. Dialogo-
zaidimo savarankiSkumas aiSkintinas specifine motery sociokultirine padétimi;
paveldétas 1§ bajoriSkojo namy teatro tradicijos, Sis aukléjimui skirto dialogo tipas
antroje tyrimo laikotarpio puséje dominuoja dél motery daznai atlickamy mokytojy,
ugdytojy pareigy.

14. Saviciausias dramos dialogas moteriSkosios problematikos aspektu sukurtas antro
dramos dialogo raidos laikotarpio antrojoje puséje (XX a. I-II deSimtmeciai), nors ne
visada bendrajame kultiiros lauke jis funkcionavo (kaip kad Ciurlionienés-Kymantaités
Ateities moteris atveju). ISskirtinas publicistinio melodraminio dialogo tipas, kurio
menin¢ logika (veikéjo i§gyvenimy sureikSminimas) leidZia gilintis ir | moters situacija.
Stipri, savarankiSkai veiksmo situacijas modeliuojanti moteris Siame dialoge

nebevertinama vienprasmiskai neigiamai, nors vyraujanti moters reprezentacija
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daZniausiai kartoja dominuojancias to laikotarpio lietuviy dramaturgijoje moteriSkumo
vertes.

15. TrecCiuoju dramos dialogo raidos laikotarpiu, sumazéjus motery dalyvavimo
visuomenes gyvenime galimybéms, menk¢ja ir dramaturgiy angaZzavimasis moteriskajai
problematikai. Démesinga moters situacijai isliecka Ciurlioniené-Kymantaité, ta¢iau
didZioji dalis motery dramaturgijos motery emancipacines paskatas paSiepia, o ne
suproblemina. Sis faktas dar karta patvirtina abipuse dramos dialogo ir jo
socialkultirinio konteksto priklausomybe. Keltina hipotezé, jog publikos kontekste
nesant palankios terpés moteriSkajai problematikai, senka ir angazavimasis dramos
dialogu analizuoti §j aspekta. Idealizuojanti moteriSkumo kaip harmonizuojancios jégos
reprezentacija sukurta tik poetiniame Ciurlioniené¢s-Kymantaités dialoge, realizuotame
fantastinés plotmés dramose, nesaistomose reikalo kurti realiska veikéjg. Keliama
hipotez¢ galéty patvirtinti motery prozoje ir poezijoje kuriamo moteriSkumo formy

lyginimas su dramaturgijoje ryskéjancia moters reprezentacija.
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