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Fotografiju ciklo ,,Seserys* pavadinimas nuro-
do ne ,,giminystés rysius, o aplinkos, interesy bei
kity veiksniy formuojamy motery tarpusavio arti-
muma“ (Ruskiené, 2008). Siuo ciklu pasakojama
apie moters vidines biisenas, iSgyvenimus, kurie
atskleidziami per veikéjuy santyki su praeitimi, prisi-
minimais, ,,pokalbiais* su savimi, akistata su laiku.
Subjektyviai iSgyventas laikas atskleidziamas ne tik
per moters pajautas, bet ir filosofine laiko ir erdvés
traktuote. Trumpai apzvelgiant fotografiju cikla lai-
ko ir erdvés poziiiriu kaip fotografijy suvokimo saly-
g4, iSryskinama moteriskoji kirybos dimensija.

lamzinimo / fotografavimo laikas yra ne tik tas
laikas, kai spragtel¢jau fotoaparato uzrakta, bet ir
tas, dar iki to konkretaus veiksmo. Moterys, uzfik-
suotos fotografijose, pasakojo savo gyvenimiskas
istorijas, kurias tuo pacdiu metu savotiskai kartu
iSgyvenome. Taigi fotografavimo procese iSgyven-
tos patirtys susipyné. Laikas, kurj iSgyvenau dél Siy
potyriy, isiliejo i fotografini vaizda kaip tam tikra
busena. Fotografijos tyrinétoja D. Ruskiené (2008)
rasé: ,,<..> kiirybos procese R. Sulskyté sieké tik-
rumo, i§ pradziy sukeldama atitinkamas biisenas
savyje ir tik po to jas iSskleisdama fotografiniuose
lakstuose. Skirtingai nei daugelis kity kiiréjy, kurie
atramos tasky iesko realybéje, autoré jy ieSko savy-
je, taCiau ne materialiu, o dvasiniu pavidalu.*

Fotografiniy vaizdiniy laikas ir erdvé
Suteikdama vaizdams intencionalaus laiko
bruozy, nes ,,iSgyvenamas laikas visada implikuoja
tai, kas néra jis pats* (Jonkus, 2005, p. 153), siekiu,
kad fotografijuy vaizdiniai suponuoty daugiaprasmes
siuzetines linijas. Nors laimingas rytas (fotografija
,Laimingas rytas®, Nr. 1) téra trumputé akimirka,
paskestanti naujy akimirky stkuriuose, fotografijos
situacija byloja apie ypatinga motinos ir vaiko ry-
$i, apmastoma ,,pasikartojimo* ir ,,amzinybés* sa-
vokomis. Bulgary-pranciizy teoretikés J. Kristevos
(2011) teigimu, Sio ry$io ypatingumas atsiskleidzia,
kai kalbame apie moters suvokima suprasti, kad jos
vaikas — tai ne ji, o kitas. Sis pa¢ios saves nuo saves
atskyrimas — visos civilizacijos pradzia. Z. Froidas
tvirtino, kad myléti kita kaip save gali tik Sventieji,
tadiau J. Kristeva sako, jis pamir§o motinas. Siame
diskurse isryskéjes moters-motinos su kitu / kita
santykis ir tai, kad moters kiinas yra pasikartojimo

ir amzinybés salyga, leidzia aptarti dar vieng ,,mo-
ters tapsmo laike* (Narusyté, 2010) izvalga. Foto-
grafijoje ,,Malonés pilnoji* (Nr. 2), kur Sv. Mergelé
Marija-Sopulingoji Motina sugretinta su kita mote-
rimi, abi vaizduojamos tik joms biidingoje aplinko-
je: pirmoji bazny¢ios, antroji — namuy. Sv. Mergelés,
kuri yra ,,pagirta tarp motery”, ivaizdis toks stiprus,
kad, atrodo, ¢ia nesunku suprasti Sios fotografijos tu-
rinj. Taciau iy dvieju motery buvimas vienoje, bet
kartu ir skirtingose erdvése, atveria kitokj paaiskini-
ma. Menotyrininké A. Narusyté (2010), prisiminda-
ma tarybinio periodo skulptiira, pastebi, kad ,,visos
marijos, spalvotos, nugludintos ir litidnos, buvo uz-
darytos grieztai apibréztose erdvése — baznyciose ir
kapinése, tad mano vaizduotéje buvo susijusios tik
su anuo pasauliu, su mirtim.“ Toks sutapatinimas
aiskiai nubrézia Marijos buvimo vieta — ,,ten, bet
ne ,,¢ia“. Jei ,,ten* yra nutolgs nuo miisy, tai ,,¢ia*
visada egzistuoja greta, dabar. Taigi poziciju ,,ten* /
,,c1a“ laikas suvokiamas nevienodai. Laikas, nesusi-
j€s sumumis, yra begalinis, bet kai mes jame atsidu-
riame — jis baigtinis. Laikas, kuris niekam nepriklau-
so (fotografija ,,Laikas, kuris nieckam nepriklauso*,
Nr. 3), yra abstrakcija ir nenusakomas tol, kol pra-
dedame ji suvokti kiiniSkai. Biitent minétoje foto-
grafijoje peizazo erdvé atveriama kaip kito / vyro
kiinas. ,,Ktniskai iSgyvenamas pasaulis turi erdvé-
laiking struktiirg® (Vecerskis, 2009, p. 68). Fenome-
nologai — E. Husserlis ir M. Merleau-Ponty — ,,sa-
vojo kiino erdviskumo suvokime iSryskina dviguba
zvilgsni: Sis suvokimas neatskiriamas nuo kiino
kinestetinés judéjimo, pozicijos patirties, ta¢iau ne-
atskiriamas ir nuo to, kad jis vyksta pasaulyje, ir to-
kiu biidu, jog kalbédami apie kiina turime kalbéti ne
apie kiino patirtj, bet apie ,,ktino pasaulyje patirtj*
(Merleau Ponty —R. S.). <...> savojo kiino erdvisku-
mo suvokimas ir jo isisavinimas vyksta pasaulyje,
t. y. tuomet, kai gyvasis kiinas susilie¢ia su daiktais,
siekia daikty, skaudinamas ju, neisileidziamas, pri-
slegiamas® (Vecerskis, 2009, p. 67—68).

Kalbant apie laika ir aptariant specifinj moters
esybés lauka (motinyste, seseryste, moteryste, mo-
teriSkuma), fotografijose iSryskéja ir bendrinés pa-
tirtys (meilé, vienatve, ilgesys, litidesys). Kartais
patirtys kiing pasisavina ir uzvaldo. Tuomet bandai
ju atsikratyti, kaip kokios sunkios nastos, istrinti i§
atminties, pasiprieSinti. Fotografijos ,,Atsisveikini-



mas su praeitimi* (Nr. 4) siuzetas sutampa su papa-
sakota istorija. Taigi grazia rudenio diena, vaikstiné-
jant pajiiriu, moteris pasakojo liidng savo gyveni-
mo epizoda: jos sunkiai gydytos ligos priezastimi,
kaip ji teigé, buvo tai, kad gyvenimas jai neturéjo
prasmes. Jai prireike laiko, kad galéty susivokti ir at-
sisveikinti su patirta beprasmybe. Minétos fotografi-
jos galima tokia jzvalga: sugriautas pasyvumas — tai
prisikélimas, energija, kiiryba, gyvenimas.

Binariniy opozicijy raiSkos tendencijoje mo-
teris tapatinama su pasyvumu ir prieSprieSinama
veikliam, kurian¢iam vyrui. L. Irigaray (1985) pa-
brézia, kad Siuolaikingje socialingje teorijoje mote-
riskas yra veidrodinis vyrisko atspindys, todél mote-
ris priversta save apmastyti, kaip priklausoma nuo
vyrisko subjekto, kaip jo identiSkumo dalj. Ar tikrai
galima pasiprieSinti privilegijuotam vyrisko subjek-
to primestoms valioms ir galioms, kai moteris turi
paklusti, prisitaikyti, susitaikyti?

Apmastant savo patirtj kaip moters-kiiréjos, te-
ko i8girsti vyrisky pasteb¢jimy, kad mano kiiryboje
»islenda® moteriSkumas, nes, reikia zvelgti ne i8 ly-
ties, bet 1§ bendrazmogiskos pasauléjautos poziciju.
(Pastebésiu, kad tai buvo pasakyta apie ciklo foto-
grafiju pavadinimus. Aptardami pacias fotografijas,
pripazino, kad taip sukurti galéty ir vyras). Tuomet
atkirsdavau: ,,jei bii¢iau ne moteris, Zinoma, masty-
¢iau, kaip vyras®. Taciau neplétojant vienaip ar ki-
taip Sios temos, pasakysiu, kad §i cikla kiiriau ne
moterims, o apie moterys, ir, kad §io ciklo sugesti-
ja gali buti universali. Negaliu nepaminéti fotogra-
fijos ,,IS dienoras¢io® (Nr. 5), nes kazkas jamzinta
merging pavadino ,,madona®, kurios {vaizdis tarsi
nuoroda | bendring kultiiring moters vaizdavimo tra-
dicija. Bet, turint galvoje, kad dienoras¢io raSymas
btidingas moterims, fotografija savotiskai pa(i)tvirti-
na moteriskaja raiska.

Laikas ciklo ,,Seserys* fotografijose turi ypaty-
be, kad jis savotiskai siikuriuoja: praeitis, dabartis
ir ateitis iSkyla tuo paciu metu. D. Ruskiené (2008)
paaiskina: ,,R. Sulskytés kiirybai badingas simulta-
niskumas <...>. I§ jos praeities ar dabarties atkelia-
vusius zmones, kuriuos, kaip ir skirtingu metu i
skirtingy viety surinktus realybés fragmentus, foto-
grafé sintezuoja i apibendrinimus.“s Stai fotografija
»Atsitiktinis susitikimas‘ (Nr. 6), kurioje maza mer-
gaité tiesiai zvelgia { mus, zymi atsitikting akimirka
—ta trumpa susidirima su kitu / kita. Taciau i$ pazit-
ros nereikSminga ekspozicijos akimirka tampa ke-
lioniy laiku, prisiminimy ir ilgy svarstymuy priezas-
timi. Skirtingo laiko plitipsnius vienu metu atspindi
fotografija ,,Sugrizimai (Nr. 7). Kas gi ivyksta jos
erdvéje? Fotografijos personazai — moteris ir balta
suknele vilkinti mergaité, beatsigrezianti { mus — su-

ponuoja mintj apie glauduy ju rysi. Abi jos yra dabar-
tyje su praeities ir ateities vizijomis, t. y. vyresnioji
panirusi { prisiminimus (i praeiti) apie save — maza
mergait¢ su tokia pat balta suknele, o mazoji zvel-
gia ateitin i8 savo laiko ir erdvés tasko. Ar kada nors
neisgyvenome tokiu akimirky, ar nesvajojome vai-
kystéje pazvelgti i ateiti, lyg i veidrodi ir suzinoti,
kokios biisime uzaugusios? A. Narusyté (2010) sa-
ko, kad jai savoka ,,moters laikas* susijusi su Simo-
ne de Beauvoir zodziu ,,tampama® (,,Moterimi ne
gimstama, o tampama‘), nes ,,laikas, kurio prireikia
susivokti, kad ,,moteris“ yra kazkokia forma, i ku-
ria turi ilieti (ar isprausti) save. Laikas, kurj praleidi
ta darydama, laikas, kuris prabéga stengiantis i$ jos
neiskristi, laikas, kuris nei§vengiamai tave is tos for-
mos iSmeta. <...> Taigi moters laikas yra trumpas ir
tai kelia jtampa, ver¢iancia skubéti <...>.*“ Tik kur?..
Fotografijos ,,Anapus* (Nr. 8) démesio centre dvi
skirtingo amziaus moterys: viena, jaunoji, zvelgia {
veidrodi (,,veidrodéli, veidrodéli, pasakyk®), antra,
senoji — grésmingai tiinodama anai uz nugaros, lau-
kia savo laiko. Ji ir yra ateities vizija, tik ne tokia
zavinga. ISgyvenamus laiko pojti¢ius atspindi foto-
grafija ,,Sventés pabaiga® (Nr. 9), kuri suponuoja
prasmg apie bet kurios Sventés — ir net gyvenimo
kaip Sventés — pabaiga. Kodél apie tai kalbu? Ta-
da buvau gal vos SeSeriu mety. Daznai prisimenu
vakaro prieblandg ir sklindancia Sviesa i$ gretimo
kambario. Nors Sviesa buvo jauki ir savaip ramino,
bet as, priesS uzmigdama, verkdavau nuo minties,
kad manes kazkada nebus, kad nieko negirdésiu,
nematysiu, nepatirsiu. Bet tuoj atskubédavusi se-
nelé raminti, klausingjo, kodél verkiu, ar skauda?
Bet as taip ir nemokeéjau pasakyti, kas mane slegia,
paaiskinti iSgyvenama baim¢. Uzmigdavau, kai ja
jauciau Salia. Anuomet isivaizduota ateitis prilygo
pabaigai, mirtis man atrod¢ kaip kazkokia neteisy-
bé, kuri trikdé, skaudino, baugino. Juk buvo galima
svajoti apie zaidimus, kiemo draugus ir daug arti-
mesnius laiko pozitiriu dalykus.

Bet koks pasitraukimas jvyksta tam tikroje erd-
véje arba i$ tam tikros erdvés. Visa ateitis priklauso
baigciai, kuri stovi ir laukia uz nugaros, kaip toji
moters figlira (nebttinai bauginanti) fotografijoje.
Visa tai vaizduojama tik kaip tikimybé, nuojauta,
uzZuomina, nes savas kiinas dar to nepatyré. Femi-
nizmo teoretikés H. Cixous, L. Irigaray, J. Kristeva
savo darbuose aptaré moteriskojo raSymo skirtingu-
mo id¢ja. ,,Anot Kristevos, moteriSkojo raSymo es-
me sudaro biitent tyla, pauzés, nutyl¢jimai, pasikar-
tojimai, iSsisukinéjimai, ,,monologinei motery kul-
tiirai primesta nebiities kalba“ (Juozapaityté, 2005,
p. 64). Nors pateikta izvalga néra feminizmo idéju
pripazinimas, bet negalima atmesti ir to, kad toks



suvokimas susietas su moteriskosios gyvenimo pa-
tirties, laiko / erdvés suvokimu.

D. Ruskiené (2008) pastebi, kad ,,beveik visis-
kai praradgs siurrealizmo bruozus, kuriamas pasau-
lis atrodo kaip niekad jtikinamas, konstruojamos
vaizdiniy jungtys logiskai pagristos, nors neretai
neturin¢ios atitikmens tikrovéje. Nors vaizdiniai
apgaulingai prisistato kaip tikrové, dokumentiné fo-
tografijos prigimtis, atrodo, vercia patikéti tuo, ka
regime. Kazkas vienai mano ciklo ,,sesery pasake
apie fotografija, kurioje ji uzfiksuota su gulbe. Ka-
dangi ,,sesuo‘ nebuvo dar maciusi Sios fotografijos,
todél itikin¢jo pasnekove, kad su gulbe nickada ne-
sifotografavusi (,,Gulbé karaliené*, Nr. 10). Tikrie-
ji ivykiai taip ir lieka paslaptyje, t. y. Zinomi man
vienai, kaip autorei. Bet mane domina ne jvykiai,
kaip sakiau, i§gyventi potyriai ir patirtis. Be to, Sios
fotografijos situacija tikrovéje beveik neijmanoma,
nes kambario erdvé netikétai perauga i lauko erdve,
kur ant medinio tiltelio baltuoja gulbé.

Takia erdvés traktuote (dviejy fotografiju jungi-
niai) sukuria tartum erdves kilpa, kuri kartu yra ir
uzdara laiko kilpa. Jei sujungtume du siiilo galus,
tuomet pacia kilpa galima laikyti biitent ta erdvés at-
karpa, kuri lieka uz kadro, nepatenka i fotografijos
lauka. Fotografijy erdvés sujungiamos, o jungtys pa-
skesta tirStoje pilkumoje, augaly aztiruose, sieny ir
langy vertikalése, dury niSose, Ses¢liuose. Kartais
vaizdas fotografijoje nutriiksta ir tuomet toje vaizdo
vietoje yra balta tuStuma — tikslingas nutyléjimas.
Fotografijos ,,Kazkas dar atsitiks® (Nr. 11) erdviy
jungtis tampa griezty architektiiros statiniy vertika-
le, todél situacija gana dviprasmiska. Nors pavadi-
nimas yra aiski nuoroda i ateiti, vaizdas inspiruoja
kita minti. Supranti, kad kazkas turi {vykti, bet tas
kazkas jau jvyko, yra papasakojamas. Cia laikas ir
erdvé slankioja pirmyn atgal. Tuo tarpu fotografijos
,,Gimimo diena, arba stebukly iSsipildymo metas*
(Nr. 12) pavadinimas yra projekcija i praeiti, perso-
nazai egzistuoja dabartyje, o ju zvilgsniai nukreipti
1 viena pus¢ — ateiti. Savgs apmastymuose neretai
kyla klausimy: ,,Kas bity, jei buty?* arba ,,Kodél
tai jvyko?* Egzistencija apmastoma ,,persikeliant™
1 praeitj, vertinant dabart] ir konstruojant ateiti.
Kaip zinia, fizikinis laiko kilpos apibiidinimas — tai
iSlenkta, iSkreipta erdvé, tampanti prielaida patekti
1 praeiti. Ciklo ,,Seserys* fotografiju erdvé yra sa-
votiSkai iSkreipta erdve, neturinti analogo tikrovéje,
todél joje galimos laiko slinktys ir kelionés laiku.

Dviejuy fotografiju junginiu principas leidzia
kaitalioti fotografijuy dalis. Kei¢iant viena jos dali
kita, fotografiné tikrové pasikeicia. Todel iskeliami
aktualdis probleminiai klausimai: kas yra tikrove?
Kas yra fotografiné tikrové? Koks Siy tikroviy tar-
pusavio santykis ir kaip jos saveikauja? Pirmiausia,
Sis klausimas susijgs su fotografijos siekiu tiksliai
atkartoti pasauli. Taciau fotografijai neiSvengiamai
teko susitaikyti, kad net ji nepajégi to padaryti. Ati-
traukus zitirova nuo realybés paiesky (vaizdas kaip
tekstas apie pacia realybg nebegali nieko pasakyti),
tikétina, kad zitirovas koncentruosis i prasmiy paies-
kas.

Prisimenant H. Cixous (1976) posaki, kad ,,mo-
teris privalo idéti save i teksta“, dviejy fotografiju
junginiai sukuria ,teksta“, i kuri patalpinu save.
Fotografija ,,Likimai* (Nr. 13) (prieSingai ankstes-
niems fotografiju ciklams ,,Miegamajame* ir ,,Ma-
no drabuziai®), yra vienintelé, kurioje atsiranda
figiros fragmentas, nes | kitus fotografijy vaizdus
patenka tik Seselis. Kodel? Todel, kad implikuoju
save 1 erdve taip, kad mano sugalvotos scenos yra
mano pacios esaties atspindziai. Kiiryboje svarbiau-
sia tai, kg galiu pasakyti kitiems, nes tik tuomet mes
surandame bendruma su tais, kurie atpazjsta save
tavyje, o a$ — save kitame.
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TIME AND SPACE IN PHOTOGRAPHIC CYCLE “SISTERS”

Regina Sulskyté
Siauliai University

The name of a photographic cycle “Sisters” re-
veals not the “family relations, but rather the sur-
roundings, interests and other factors that formulate
the closeness that women share” (Ruskiené, 2008).
This cycle looks at inner settings of a woman, at her
experience, which is being revealed through charac-
ters correspondence with past memories, also con-
versations with oneself and confrontation with ti-
me. Time, which is being subjectively encountered
not only via a woman’s senses, but also philosophi-
cally in the tracts of time and space. In short, when
looking at the photographical cycle from a space
and time perspective as a clause of grasp, a female
depth of creativity is being measured.

The time of fixation / photography is not on-
ly the time when I clicked the shutter button but
also the time of the particular moment. Women in
these photographs told me their true stories, which,
in a way, we simultaneously experienced together.
Therefore, at the time of shooting, these experien-
ces intertwined. Time which I have been exposed
to, due to these feelings, became one with the pho-
tographic view as a state. Photography researcher
D. Ruskiené once wrote: “<...>at the process of cre-
ation R. Sulskyté sought authenticity by firstly unle-
ashing certain inner states and only then unfolding
them onto the photographic layers. Diverging from
the vast majority of authors who seek their foothold
in reality, our author seeks it inside herself but in a
spiritual way rather than substantial.”

Time and space of photographic images

While giving these images intentional features
of time because “time which is experienced alwa-
ys embraces that which it is not” (Jonkus, 2005), I
sought that reflections of these photographs presup-
posed variously implicated subject threads. Even
though the happy morning (photograph “A happy
morning”, No. 1) is just a short moment drowning
in the vortex of recent moments. The situation of the
photograph tells of a special bond between a mother
and a child which is being contemplated through
concepts of “repetition” and “eternity”. French theo-
retician J. Kristeva states that the distinctiveness of
this bond is being revealed via the perception of a
woman that her child is not herself but rather anot-
her. This separation from oneself is the beginning of

civilization. Z. Freud affirmed that only holy people
are capable of loving another just as themselves but
J. Kristev suggests that he forgot mothers. In this
discourse a woman-mother relation with another is
being revealed and also that a woman’s body is the
necessity for repetition and eternity lets us discuss
another “altering into a woman in time” (NaruSyté,
2010) insight. In the photograph “Full of grace”
(No. 2) Hail Mary the Tormented Mother is being
contrasted with another woman, both are viewed in
their natural habitats, first — at home, second — in
a church. Hail Mary, who is “Blessed amongst wo-
men” holds such a strong image that it seems easy to
comprehend the content. However the presence of
these women both in the same picture and different
spaces reveals a different explanation. Art cleric
A. Narusyté remembering the Soviet sculpture no-
tes that “all Hail Marys that were of colour, sad and
polished were confined to strict places — churches
and cemeteries, as a result they are associated to the
other world and death.” This identification clearly
stated Mary’s place: “here” but not “there”. If “the-
re” is distant from us, then “here” always coexists
at present. Therefore time of “here” and “there” is
being realized unequally. Time is endless and is not
related to us but when we are in its presence it is
terminable. Time which is independent (photograph
“Time which is owned by no one”, No. 3) is an abst-
raction and inexpressible until we can comprehend
it sensually. In the above-mentioned photograph
the space of the scenery is being exposed as anot-
her man’s body. “A world that is being experienced
sensually has a structure of time-space” (Vecerskis,
2009). According to phenomenologists E. Husserly
and M. Merleu-Ponty, “realization of one’s spatial
body develops a dual aspect: this consciousness is
inseparable from one’s body” kinaesthetic motion,
contact with one’s position but however also indivi-
sible from the point that it is acting in the present
world. That way when mentioning body we should
not be speaking of its experience but rather “its ex-
perience in the world <...> the perception of one’s
body’s time-space and that its reclamation is happe-
ning at the present world that is when the animate
body comes in contact with items, craves them, is
being hurt by them, is being suppressed and exclu-
ded by them” (Vecerskis, 2009).
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While speaking of time and discussing the spe-
cific area of a woman’s entity (motherhood, sisterho-
od, conjugality, and femininity) in the photographs,
certain appellative experiences are revealed (love,
solitude, sadness and longing). Sometimes body is
abducted by experiences. Then one is trying to dis-
pose of them like a heavy burden, to erase it from
memory and resist it. In the photograph “A farewell
to past” (No. 4) the subject coincides with the story
that is told. On a lovely autumn day whilst walking
along the coast a woman is telling a sad story: her di-
sease that she was trying to cure so severely, as she
was telling, was that her life had no meaning. She
needed time to realize and to part with vacuity. In
the previous photograph an insight of ruined float is
being the resurrection, energy, creativity and life.

In the tendency of binary conflict expression
a woman is being associated with passivity and at
a contraposition with the active and creative male.
L. Irigaray notes that in the contemporary social the-
sis a female is the opposite of a male and a woman
is forced to mediate as dependant on the male party
as a segment of its identity. Is it really possible to
resist the enforced favoured male individual wills
and powers when a woman has to obey, coexist and
conciliate?

While reflecting upon my experience as a wo-
man-composer I had to hear male remarks that in
my oeuvre femininity draws out since one should
look not from the perspective of gender but rather
from co-humanity standpoint (I remark that, this
was said concerning the names of the photographs
in this cycle. Whilst discussing the shots they con-
fessed that a man could also do this). I replied that:
“wasn’t [ a woman, obviously I would contemplate
as a man”. Without further elaboration, I will say
that I did not create this cycle for women but rather
about them and that the suggestion behind it can
be universal. I must notice the shot “From a diary”
(No. 5) for the reason that someone called the girl
that is being recorded here “a Madonna” and that
the image of her points generally to a cultural tradi-
tion of imaging a woman.

Time in the cycle “Sisters” has a quality of
constantly swirling: present, past and future arise
at the same time. D. Ruskien¢ explains: “oeuvre of
R. Sulskyté has a property of being simultaneous
<..>. She fuses people that come from her past
and present whom like fragments are collected
from different places at deviating periods, into ge-
neralizations...” A photograph “Accidental encoun-
ter” (No. 6) in which a little girl looks straight at
us, marks a passing moment of that short collision
with another. Yet from one point of view an insigni-

ficant expositional moment becomes a reason for
time travelling, memories and long reflections. A
burst of particular time lines is being revealed in
the photograph called “Reappearances” (No. 7).
What is happening in this spread? Characters of the
shot — a woman and a girl wearing a white dress —
suggest their closeness. They both are in the present
with visions of past and future. The woman is sub-
merged into past memories when she was a little
girl with the same white dress and the present girl
looking further from her point in time and space.
Have we ever wondered, did not we dream to lo-
ok at future just like a mirror to see how we will
be as grownups? A. Narusyté relates the concept of
“woman’s time” to a word of Simone de Beauvoir
“become” (““You cannot be born as woman, you
can only become one”) because of “time which is
needed to comprehend that a “woman” is a shape
in which you have to infuse (or thrust) yourself. Ti-
me which you spend on accomplishing that. Time
which passes while you strive not to drop out of it.
Time which eventually drops you out of the shape.
<..> Therefore as time of a woman is concise it de-
velops tension forcing to rush <...>” Where? The
centre of attention in the photograph “On the other
side” (No. 8) are two women. One, the young one
facing the mirror (“mirror oh mirror please tell”),
the second one gaudily lurking behind the young
one’s back, waiting for her turn. She is the vision
of the future, thou not so charming. The photograph
“An ending to a celebration” (No. 9) which reflects
past sensations suggests the feeling of the ending of
any festival and even the ending of life. Why am I
telling all of this? When I was only six year old, I
often remember, I used to see the shadow of an eve-
ning and the light gleaming from the other room.
Even though the light was comforting, right before
I used to go to sleep I cried from the thought of me
not being here, not seeing or hearing, not being able
to experience. But my grandmother used to come
and try to calm me down asking why was I crying
and were I in pain. However I could not to explain
what is bothering me, to put in plain words the fear
I was experiencing. I slept when she was there, next
to me. Back then the future I was imagining reflec-
ted an ending; death seemed like a hurtful injustice,
disturbing and frightening. I could have dreamt of
games and friends who were more related from a
perspective of time.

Any recession proceeds in a certain space or at
the beginning of it. All of the time to come belongs
to the demise which is standing behind one’s back,
waiting just like a silhouette of a woman (not neces-
sarily frightening) in the photograph. All of this is



being viewed as a possibility, feeling, allusion, since
the body itself has not experienced that. In 1980’s
H. Cixous, L. Irigaray, J. Kristeva — the creators of
a branch of French feminism — have discussed the
idea of differences in woman’s writing. “According
to Kristeva silence is the key to woman’s writing.
Pauses, reticence, repetition, evasiveness. In the
monologue culture of women negation is enforced”
(Juozapaityte, 2005). Even though the introduced in-
sight is not recognition of feminist ideas we cannot
reject the fact that this kind of realization is related
to an experience of a woman’s life, apprehension of
time and space.

D. Ruskiené notes that “the world looks as real
as ever, even though the attributes of surrealism are
completely lost. Links of images are reasonable, ho-
wever often having no equivalent in reality.” Howe-
ver, the reflections deceptively suggest themselves
as reality, the nature of documentary photography
seems to force us to believe what we see. Someone
talked to one of my “sisters” from the cycle where
she is portrayed with a swan. Since she had not seen
the photograph she tried to convince the interlocu-
tor that she never took a shot with a swan (“Swan
Queen”, No. 10). Certain events are left in secret,
known only to me — the author. However I am inte-
rested not in actions, but rather in, as I have mentio-
ned before, experience and feeling. Moreover the
situation of this shot in reality is nearly impossible
as the space of the room suddenly develops into an
outdoor area where, on a wooden bridge, a swan
appears.

This kind of approach (fusion of two shots) cre-
ates a loop in space which at the same moment is a
loop in time. If we were to connect two ends of a
thread, then the loop itself could be called a space lo-
op, which remains outside of the picture, remaining
outside of the shot. Spaces of the photographs are
united, and the links drown in the gray emptiness,
tracery of oaks, verticals of walls and windows, ni-
ches of doors, and shadows. Occasionally the spec-
tacle of a photograph ruptures and in its place a
blank void remains — an expatiated reticence. In the
shot “Something is yet to happen” (No. 11) the link
between spaces becomes an architectural vertical,
in result the situation is ambiguous. Even though
the name is a clear reference to future it suggests a
different notion. It is felt that something is about to
happen but that ‘something’ already occurred — that
is the story. Here the space slides back and forth.
In the meantime “Birthday or a time for miracles”
(No. 12) is a projection to the past time, characters
exist in present and their eyes are pointed to one di-
rection — future. In contemplations about ourselves
one often wonders “What if?”” or “Why did this hap-

pen?” Existence is weighted by “transferring to the
former, by evaluating the present and designing the
future. As known the physical term for time loop is
curved and strained space becoming the premise for
getting to the past. The space in the cycle “Sisters”
is oddly bent, having no parallel in reality, as a re-
sult time travel and slips are possible.

The principle of fusing two photographs lets
us interchange parts of the shots. When alternating
one part with another the photographic reality chan-
ges. That is why relevant problematical questions
are raised: what is reality?; what is photographical
reality?; how are they connected and how do they in-
teract? First of all, this question is related with pho-
tography struggling to accurately reflect reality. But
photography inevitably has to accept the fact that it
is unable to achieve the mentioned. When retracting
the spectator from the hunt for reality (image, like
text, is unable to utter anything) it is possible that
he/she will concentrate on the search for sense.

Recalling a notion by H. Cixous that “a woman
must place herself inside the text” I place myself
inside the two shots thus creating the text. The pho-
tograph “Fates” (No. 13) (as an opposition to the
previous cycles of “In the bedroom” and “My clot-
hes”) is the only one which originates a fragment of
form while other shots show only a shadow. Why?
Consequently I implicate myself into space so that
the scenes that I have invented are the reflections
of me. In creation the most crucial aspect is of the
things [ am able to tell. Only then we find affinity
with those who recognize themselves in you and me
in the whole.
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1 fotografija. Laimingas rytas, 2007
Photo 1. A Happy morning, 2007

2 fotografija. Malonés pilnoji, 2007
Photo 2. Full of grace, 2007

3 fotografija. Laikas, kuris niekam nepriklauso, 2007
Photo 3. Time which is owned by no one, 2007



4 fotografija. Atsisveikinimas su praeitimi, 2007
Photo 4. A farewell to past, 2007

5 fotografija. IS dienorascio, 2007
Photo 5. From a diary, 2006

6 fotografija. Atsitiktinis susitikimas, 2007
Photo 6. Accidental encounter, 2007




7 fotografija. Sugrizimai, 2007
Photo 7. Reappearences, 2007

8 fotografija. Anapus, 2007
Photo 8. Beyond, 2007

9 fotografija. Sventés pabaiga, 2007
Photo 9. An ending to celebration, 2007



10 fotografija. Gulbé karaliené, 2007
Photo 10. Queen of swans, 2007

11 fotografija. Kazkas dar atsitiks, 2007
Photo 11. Something is yet to happen, 2007
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12 fotografija. Gimimo diena, arba stebukly issipildymo metas, 2007
Photo 12. Birthday, or time when miracles come true, 2007




13 fotografija. Likimai, 2007
Photo 13. Fates, 2007

14 fotografija. Velyky diena, 2007
Photo 14. On Easter Day, 2007



