Foreword

The 115th volume of Acta Academiae Artium Vilnensis is dedicat-
ed to a rapidly growing trend in 21st-century art and cinema: addressing
complex social issues through a sensitive, personal lens, using an essayistic
narrative style and a rich visual language. This approach is characterized by
a loose, fragmented narrative structure, metatextual elements, reflexivity,
and a strongly articulated subjectivity. The foundation for this “personal”
and “emotional” shift in art and culture' was laid in the second half of the
20th century, through the processes of postmodernization and the advent
of portable cinema cameras — and later, video cameras —which enabled art-
ists to create films rooted in their own daily experiences and those of people
close to them. Artists like Chantal Akerman, Stan Brakhage, Jonas Mekas,
and Marina Abramovi¢ were among the most notable figures to pioneer this
movement, helping to cement the authorial position in audiovisual art. The
personal, essayistic narrative style became especially popular among crea-
tors addressing feminist and queer issues, as well as those “speaking with an
accent,” as it enhanced opportunities for self-representation. According to
Jim Lane, autobiographical nonfiction films became a counterpoint to the
dominant industrial cinema in terms of “the simplification of the modes of
recording, an artisanal form of autobiographical expression” and “the pres-
entation of the autobiographical themes.”” In Laura Rascaroli’s opinion,
personal cinema is inherently political, as speaking from the perspective of
the self is a political act of self-awareness and self-affirmation.? As a result,
personal narratives have become a strategic and political tool, allowing for
an exploration of everyday intimate environments while subtly reflecting

broader social and cultural contexts. The rise of personal media (such as

1 This phenomenon is extensively analyzed in the following studies: Sara Ahmed, The Cultural
Politics of Emotion (Edinburgh University Press, 2004; second edition 2014); Laura Ras-
caroli, The Personal Camera. Subjective Cinema and the Essay Film (London, New York:
Wallflower Press, 2009); Nora M. Alter, The Essay Film After Fact and Fiction (Columbia
University Press, 2018); Nora M. Alter, Timothy Corrigan (ed.), Essays on the Essay Film
(Columbia University Press, 2017).

2 Jim Lane, The Autobiographical Documentary in America (Madison: University of Wisconsin
Press, 2002), 13.
3 Laura Rascaroli, The Personal Camera. Subjective Cinema and the Essay Film (London, New

York: Wallflower Press, 2009), 3.



mobile phones) and mass (social) media in the 21st century has blurred
the line between private and public life, heightening the significance of inti-
macy in culture. Artists have adeptly used these new media to explore their
intimate surroundings and reflect on their own experiences, emotions, and
identities (examples include Agostino Ferrente’s Selfie (2019) and Susanne
Regina Meures’ Saudi Runaway (2020).

A personal perspective in art and nonfiction cinema is often con-
veyed through the essay form, which embodies a unique thought process
arising from the free interplay of image and sound. However, essayistic and
personal works are not synonymous, even though many essay films present
a strongly articulated personal perspective that engages directly with the au-
dience. Nora M. Alter describes the essay film as able to produce “complex
thought that at times is not grounded in reality but can be contradictory,
irrational, and fantastic” and as having a distinctive structure — “transgres-
sive, digressive, playful, controversial and political.”* This type of film is
often interdisciplinary and transnational, as its makers navigate across dis-
ciplines, cultures and countries, and embrace broader social and political
issues. Circulating in society as unique textual practices that convey cultural
meanings, these films demonstrate that emotions and sensitivity belong not
only to the private sphere but also to the public realm.

The authors of this issue, titled The Personal Perspective and Es-
say Form in Non-Fiction Cinema and Art — scholars and artist-researchers
- examine complex political, ecological, cultural, ethnic, gender, and col-
lective memory issues in the works of selected filmmakers. They reveal
how the personal perspective and essay form foster an inclusive intellec-
tual dialogue with the audience, helping to bridge the longstanding divide
between “knowledge/reason” and “emotions” in Western culture and art.
In his article, Narius Kairys explores the unique blend of scientific meth-
ods and aesthetic strategies in Mantas Kvedaravi¢ius’s essay film Barzakh
(2011), which exposes the personal and collective traumas of the Chech-
en people. Dimitris Kechris, meanwhile, examines the concepts of Greek
identity, history, and public space in the personal essay films of female di-
rectors Tonia Marketaki and Eva Stefani. The articles by Jana Dudkova and

4 Nora M. Alter, Projecting History: German Non-fiction Cinema 1967-2000 (The University of
Michigan Press, 2002), 7-8.



Renata Sukaityté analyze the ecocritical perspectives in the documentaries
by prominent Czech, Slovak, and Lithuanian female filmmakers, which
employ various creative strategies of essayistic and personal cinema to en-
gage with audiences in the Anthropocene era, while also revealing a distinct
feminist perspective. Katarina Misikova explores the methods of self-rep-
resentation and documentation used in contemporary Slovak autobio-
graphical and autofictional essay documentaries, where filmmakers reflect
on national history and identity through the lens of their personal lives and
careers. Cibran Tenreiro Uzalo and Marta Pérez Pereiro introduce readers
to the New Galician Cinema phenomenon, focusing on its hallmark: film
essays and diaries. The volume concludes with contributions from art doc-
toral students Miglé Krizinauskaité-Bernotiené and Miklés Ambrézy, who
analyze and reflect on the practices of personal narrative and the essayistic,
poetic form in art research.

Enjoy your reading!

Renata Sukaityté and Ausra TrakSelyté
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Pratarmeé

Periodinio mokslinio zurnalo Acta Academiae Artium Vilnensis 115
numeris skirtas XXI amziuje spar¢iai mene ir kine i$populiaréjusiai tenden-
cijai- apie sudétingus visuomeninius klausimus kalbéti jautriai, remiantis
asmenine patirtimi, pasitelkiant eseisting pasakojimo maniera, turtingg vi-
zualine kalbg. Tokiai kiirybai budinga laisva, fragmentiska naratyviné struk-
tara, metakalba ir refleksyvumas, stipriai artikuliuojamas subjektyvumas.
Pagrinda ,,asmeniniam® ir ,emociniam“ posukiui mene ir kultaroje' padéjo
XX a. antroje puséje vyke postmodernizacijos procesai bei i$plitusios nesio-
jamos kino kameros, o kiek véliau ir videokameros, leidusios menininkams
kurti filmus apie jvykius, susijusius su jy ir jiems artimy zmoniy kasdie-
némis patirtimis. Vieni garsiausiy $ios krypties karéju, padéjusiy jtvirtinti
autorine pozicija audiovizualiniame mene, buvo Chantal Akerman, Stanas
Brakhage’as, Jonas Mekas, Marina Abramovi¢. Asmeniné, eseistiné pasako-
jimo perspektyva tapo ypa¢ mégiama feministinés ir queer problematikos
kariniy autoriy bei ,kalbanc¢iyjy su akcentu® karéjy, nes tai padidino jy sa-
vireprezentacijos galimybe. Pasak Jimo Lane’o, autobiografinés tematikos
nestudijiniai filmai savo tematika ir forma tapo pries$priesa tuomet domina-
vusiam dokumentiniam kinui®. Lauros Rascaroli nuomone, asmeninis kinas
yra politinis, nes kalbéti i$ ,a$“ perspektyvos yra politinis saves suvokimo ir
saves patvirtinimo aktas®. Tad asmeniniai naratyvai tapo strategine ir poli-
tine priemone, padedancia tyrinéti kasdiene intymig aplinka ir taip subti-
liai reflektuoti ja supantj socialinj ir kultarinj konteksta. XXI a. atsiradusios
naujos asmeninés (mobilieji telefonai) ir masinés (socialinés) medijos pa-
déjo sumazinti ribg tarp privataus ir vie$ojo gyvenimo, padidino intymumo

svarbg kultaroje. Meno karéjai naujas medijas sumaniai panaudoja intymiai

1 Sis fenomenas i$samiai analizuojamas darbuose: Sara Ahmed, The Cultural Politics of Emo-
tion (Edinburgh University Press, 2004; antrasis leidimas 2014); Laura Rascaroli, The
Personal Camera. Subjective Cinema and the Essay Film (London, New York: Wallflower
Press, 2009), Nora M. Alter, The Essay Film After Fact and Fiction (Columbia University
Press, 2018); Nora M. Alter, Timothy Corrigan (sud.), Essays on the Essay Film (Colum-
bia University Press, 2017).

2 Jim Lane, The Autobiographical Documentary In America (Madison: University of Wisconsin
Press, 2002), p. 13.
3 Laura Rascaroli, The Personal Camera. Subjective Cinema and the Essay Film (London, New

York: Wallflower Press, 2009), p. 3.
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aplinkai tyrinéti ir asmeniniy patir¢iy, baseny bei tapatybés refleksijoms
(pavyzdiiui, Agostino Ferrente, Selfie, 2019; Susanne Regina Meures, Sau-
di Runaway, 2020).

Asmeniné perspektyva mene ir nevaidybiniame kine neretai yra
perteikiama eseistine forma, kuri jkanija savita mastymo procesa, kylantj i$
laisvy vaizdo ir garso elementy jung¢iy. Taciau eseistiné ir asmeniné karyba
néra tapacios, nors nemazai eseistiniy filmy turi stipriai artikuliuota ,as"
komunikavimo su auditorija perspektyva. Nora M. Alter eseistinj filma api-
budina kaip ,gebantj ,nematoma” min¢iy ir idéjy pasaulj padaryti matoma
ekrane® ir turintj savitg struktarg — ,transgresyvia, digresyvia, Zaisminga,
priestaringa ir politiska““. Sio tipo filmai neretai biina tarpdisciplininiai ir
transnacionaliniai, nes jy karéjai naviguoja tarp discipliny, kultary ir $aliy,
aprépia platesnius socialinius ir politinius klausimus. Jie, cirkulivodami vi-
suomenéje kaip savitos tekstinés praktikos, perteikiancios kultarines pras-
mes, parodo, kad emocijos, jautrumas néra vien tik privacios, bet ir vieSo-
sios sferos dalis.

Sio Asmeniné perspektyva ir eseistiné forma nevaidybiniame kine ir
mene numerio autoriai — mokslininkai ir menininkai tyréjai, analizuoda-
mi sudétingus kolektyvinés atminties, politinius, ekologinius, kultarinius,
etni$kumo ir lyti$kumo klausimus pasirinkty autoriy darbuose, atskleidzia,
kad asmeniné perspektyva ir eseistiné forma palanki megztis jtraukiam in-
telektualiam dialogui su auditorija bei mazinti prie$prie$ tarp ,Ziniy / pro-
to“ ir ,jausmuy", kuri ilgai vyravo Vakary kultaroje ir mene. Narius Kairys
savo straipsnyje analizuoja moksliniy metody ir estetiniy strategijy savita
derme eseistiniame Manto Kvedaravi¢iaus filme Barzakh (2011), kuriame
atkleidziamos asmeninés ir kolektyvinés ce¢ény tautos traumos. Tuo tar-
pu Dimitris Kechris gilinasi j graiky tapatybeés, istorijos ir vieSosios erdvés
sampratas eseistiniuose, asmeniniuose motery rezisieriy Tonios Marke-
taki ir Evos Stefani filmuose. Dviejy autoriy Janos Dudkovos ir Renatos
Sukaitytés tekstuose analizuojama ekokritiné perspektyva ryskiy Cekijos,
Slovakijos ir Lietuvos motery karéjy dokumentiniuose filmuose, kuriuose
taikomos skirtingos kiirybinés eseistinio ir asmeninio kino strategijos ko-

munikacijai su antropoceno epochos ziarovu, tac¢iau iSryskéja ir feministiné

4 Nora M. Alter, Projecting History: German Non-fiction Cinema 1967-2000 (The University of
Michigan Press, 2002), 7-8.
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perpektyva. Katarina Misikova nagrinéja saves reprezentavimo, dokumen-
tavimo metodus, taikomus $iuolaikiniame slovaky autobiografiniame ir
autofikciniame eseistiniame dokumentiniame kine, kurio karéjai per savo
gyvenimo ir meninés karjeros refleksija palie¢ia placius tautos istorijos,
tapatybés klausimus. Cibranas Tenreiras Uzalas ir Marta Pérez Pereiro su-
pazindina skaitytojus su Galisijos naujojo kino fenomenu ir jo véliavnesiu —
eseistiniu, dienorastiniu kinu. Numeris baigiamas meno doktoranty Miglés
Krizinauskaités-Bernotienés ir Miklés Ambroézio tekstais, kuriuose jie ana-
lizuoja ir reflektuoja asmeninio naratyvo ir eseistinés, poetinés formos prak-

tikas meno tyrimuose.
Linkime malonaus skaitymo!

Renata Sukaityté ir Ausra Trakselyté
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