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INTRODUCTION

Research problem

Photography is identified as the most widely used medium of visual
communication, however there is not so many studies, especially in Lithuania, which
analyse photography as a medium and concentrate on its communicational and medial
aspects. For this kind of analysis an important methodological problem arises: what kind
of methodology should be employed in order to reveal aesthetical, social and
technological aspects of photography?

In theoretical discourse of Lithuanian photography research discussions
about the factors that influenced soviet photography remain very sparse and fragmented.
Usually they have one of the following problems: either they recite statements made in
soviet times (Jurénaité 1997) or the photographs are analysed separately from the context
of their production. Therefore there is a need to conduct a detailed research on soviet
Lithuanian photography, which could significantly contribute to both Lithuanian
communication studies and the discourse of Lithuanian art history.

Photography research usually analyzes contents — of photographs, their
groups and topics (Rose 2007), whereas the medium itself and its characteristics are
rarely put into consideration. Photography research usually answers such questions as
what is depicted in the photographs or how the set of certain elements of the image
creates its meaning. However social technological and political aspects of the medium
are left aside. This problem is also complicated because there is no clear conception of
the medium in communication studies (Michelkevi¢ius 2006, 2007). In this dissertation
it is considered that medium is a complex entity made of different elements, which
should be identified and analysed. The assumption is made that the results of interaction
of medium elements are a particular usage of a medium and a particular style, which
could not be revealed by the analysis of photographs content. Hence in order to analyse
photography as a medium there is a need of complex methodology.

In the research of Lithuanian photography of 1960-1980s there is also a
tendency to apply content analysis and interpretation (NaruSyt¢ 2008; Pabedinskas
2009). Lithuanian photography is sometimes described as set of dominant topics and

genres without questioning what has influenced their origin and how they have become
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as they were? Some authors believe that the united style or even a school of photography
existed in Lithuania (Aninskis 2009; Jurénaité¢ 1997); however there are no any
arguments based on research, which could reveal what kind of factors influenced stylistic
development. Therefore there is a need to relate the analysis of images to the socio-
cultural, technological and communicational context of soviet period and to analyse
power structures that shaped the conception of photography as independent medium. The
integral approach to photography would help to answer the questions about its usage and
unifying style. Besides that it would answer the question how the particular formation of
photography, which had production power, was possible in a specific time period.
Finally all the questions embracing problem is how to construct complex medium
analysis methodology, which will allow to analyze photography as a medium and its
functioning system (in 1960-80s in Lithuanian) as well as reveal the causal relations

between its elements: institution, style and discourse.

The context of research

By now there are only three PhD thesis on Lithuanian photography: History
of Lithuanian Photography till 1940 by historian Virgilijus Juodakis (published as a
book in 1996), The Aesthetics of Boredom in Lithuanian Photography of the 1980°s by
art historian Agné NaruSyté (published as a book in 2008) and Contemporary Lithuanian
Photography. Relationship between the Image and the ldentity of a Person by art
historian Tomas Pabedinskas (published as a book in 2010). Only Agné Narusyté’s study
is related to this dissertation in chronological aspect. However she focuses on the
aesthetics of the photography but not on the medial aspects.

The fact that history of Lithuanian photography is not written yet
complicates present research. Writings on the issue are very fragmented — there are only
several scholarly articles by NaruSyte (2008b) and Matulyte (2003, 2005). Most of the
texts on photography are not sufficient as scholarly sources because they are published in
cultural newspapers and popular historical publications (e.g. texts by Stanislovas
Zvirgzdas, Skirmantas Valiulis, Eglé Jaskiinien¢). Therefore there is a need to apply
contextual literature, to look for similarities from neighbouring discourses of art history
and to analyse archival data. Although the activities of the main photography institution
(LSSR Photographic Art Society — LSSR FMD) has not yet been coherently studied,
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except the first two years of its existence (Matulyte 2005), art historian Skaidra
Trilupaityte (2002, 2006) has researched the similar institution — LSSR Artists’
Association, which was functioning in the same ways as FMD but regulating the field of
fine arts. Institutional aspects of Soviet Lithuanian culture was also researched by Eglé
Cybernetics and Governance after World War Il (Linképing University, 2008) in
communication and culture studies. A historical study by Zygintas Pe¢iulis (1994)
explores neighbouring visual medium — television — during the similar time period
Videoteatras. Lietuviskyjy vaidybiniy TV programy raidos bruoZai (1957-1982) (eng.
Videotheatre. The Features of Development of Role-playing TV Programmes in
Lithuania (1957-1982). The traces of the power of photography dispositif and the
interaction between the photo art and contemporary art were discussed in the texts on
post-photography, which is regarded as a new way of using the medium in contrast to
soviet period (Narusyté 2006; Michelkevicius 2008).

The correlation between communication and media studies and art history in
Lithuania is also not a very popular topic, so the introduction of the medium conception
into art and photography field is really important (Sukaityté 2006, 2008; Michelkeviéius
2007). For the first time photography as a medium was defined by Walter Benjamin
(1936), however the more relevant definition was offered only in the 1980s (Flusser
1983; Eng. 2000). Nevertheless there is no suitable definition of photography as a
medium, which could facilitate its analysis in communication studies.

Very little research is done on methodological problem, which is based on
the very recent discussion on medium dispositif (Hickethier 2003, Kessler 2007,
Agamben 2009 et. al). Usually in the discussion of dispositif television and cinema has
stronger positions, that‘s why the application of this methodology to photography was
needed. Although the concept of dispositif was already applied to photography by
medium theorist Martina Dobbe (2007), according to her dispositif is more a category
revealing aesthetical process than the complex mechanism of the medium. The
possibility of applying dispositif and discourse analysis to photography is mentioned by
Gillian Rose (Visual methodologies, 2007), however she does not offer any particular
methods how to do it because according to her analysis should be always adapted to the

specific research question. Attempts to operationalize and adapt to research the
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conception of dispositif (Jiger 2009) are too narrow and they are not sufficient to solve
the problems in this dissertation. There is also no empirical research conducted, where
the combination of actor-network-theory (Latour 2005, Law 1992), conception of
dispositif and media studies would be employed. The potential to do this is based on
several only theoretical assumptions (Couldry 2004, Bennet 2007). The empirical
problem analysed in this dissertation has not yet been put into consideration in Lithuania,
whereas in other countries there are a few studies committed for the construction of the
medium of photography and its discourse. For example, Steve Edwards in The Making of
English Photography: Allegories (2006) was researching how English photography
(from industrial to artistic) was constructed. Photography relation to power, discourse
and institution is analysed in the study by John Tagg The Disciplinary Frame:
Photographic Truths and the Capture of Meaning (2009) where he continues his ideas
published in his previous book Burden Of Representation: Essays on Photographies and
Histories (1993) about institutional making of photography. However he does not offer a

particular methodology of analysis of these issues.

Object of research

Dissertation focuses on photography as a medium; however it rarely exists
by itself because it is functioning as a part of other communication systems (press
photography is a part of newspapers and magazines, applied fashion photography is a
part of advertising, etc.) Moreover medium is not functioning alone but through its
dispositif. The analysis of it could help to answer the questions concerning the
functioning of the medium. The object of the dissertation research is photography as a
medium dispositif in Lithuania.

Medium dispositif is a theoretical approach to photography suitable for
analysis of photography together with the knowledge system that has produced it.
Medium dispositif here is defined as a network of interactions between the component
elements. It is bounded to specific time and place and made of interactions between
discourse, technology, institutions, regulating rules and philosophical statements.
Medium dispositif analysis allows revealing the matrix of knowledge and
communication in the particular epoch. This time it helps to identify the compound

elements of photography and the influence of interactions of power-knowledge on it.
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Conceptual and chronological boundaries

The researched period in the dissertation starts in the 1960s because in 1969
LSSR Photographic Art Society was established — it was the first and the only one for
the next 20 years in Soviet Union. This institution systematically took care of
photography discourse in Lithuania. The researched period ends in the end of 1980s
because in 1989 the Society was reorganised into Union of Lithuanian Photography
Artists. Right after Lithuania has gained the independence the structure and functions of
the institution has changed a lot.

Regarding conceptual boundaries the dissertation focuses on photo art as the
most independent and developed as well as institutionally regulated field of
photography. The other fields (i.e. applied photography) are going to be discussed very
briefly as a context of the photo art.

The aim of the dissertation is to construct a complex methodology for the
analysis of photography medium and while applying it to reveal the features of

functioning of Lithuanian photography in 1960-1980s.

In order to reach this aim, three objectives are made:

1) To define the conception of a medium and its main elements;

2) After defining the conception of the medium dispositif, to construct and
operationalize the methodology for medium analysis;

3) To apply the methodology to the analysis of photography dispositif in

1960-80s in Lithuania and to reveal its power and features.

Theses to be defended
1) Photography is treated as an object of communication studies only if it is
defined as technology used with communicational intention. It should be
analysed together with its production and distribution apparatus, which

are regulated by institution, as well as with specific context.



2) The constructed model of medium dispositif and its operationalization in
employing actor-network theory and discourse analysis is effective to
reveal the mechanism of the medium in a long term historical analysis.

3) Photo art, as a specific way of using a medium, and Lithuanian
Photography School, as its style, was formed because of the continuous
activities of the institution (FMD) regulating the medium and the
successful functioning of the complete dispositif as the actor-network.
Therefore photo art and the principles of its functioning are inseparable
from the character and functions of FMD as medium institution.

4) The causal relations between dispositif elements indicate the unity and
stability of institution, style and discourse structure during particular
time frame. Photo art discourse in the 1960-1980s was functioning as an
outcome of power-knowledge interaction between socrealism principles
and photo artists’ intentions. Therefore photo art was recognised,
legitimized and used to promote/stimulate the development of society
towards desirable direction of the state.

5) Lithuanian photography dispositif was historically specific formation of
the medium consisting of LSSR Photographic Art Society, photo art and
applied photography discourses as well as supporting infrastructure
(theoretical and methodical publications and organisational documents),
technological conditions and communicational conventions embodied in
the style. Although because of the changes in contextual conditions the
dispositif broke up and institution lost the monopoly of photography

regulation, however there are still traces of its power to be found.

Methodology and methods

In the first and second chapters theory analysis and synthesis are used as the
main methods. In the third chapter the empirical research is made with a help of (textual
and visual) discourse analysis, content analysis, document analysis and qualitative semi-

structured interview.
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Dissertation is written on the intersection of fields of communication and
media studies, art history and visual studies. The construction of research methodology
and selecting methods, followed pragmatism, according to which methods should be
oriented to practical use and to research object but not to the particular field of study
(Creswell 2007: 22-23).

Dissertation appeals to critical approach in communication and media
studies, which analyses the dependence of the media on economical, political and
ideological manifestations of power in society (Kirtiklis 2009: 17-19) and it “prefers
qualitative research methods and cultural approach to communication® (Kirtiklis 2009:
60). One of the main movements/fields of critical approach is post-structuralism
(Littlejohn 1999: 234-238), the followers of which in the first chapter (Vilem Flusser,
Michel Foucault, Raymond Williams, et al.) and in the second chapter (Michel Foucault,
Giles Deleuze, Bruno Latour, John Law et al.) form the theoretical basis of the
dissertation.

Dissertation is based on post-structuralist approach to media theories, which
avoids essentialist and functionalist view of theory. Post-structuralism is also anti-
humanistic in its essence because it values systems over individuals. However it does not
believe anymore, that systems could be understood in revealing their deep structures, so
it analyses the relations between structural elements (Murdoch 2006: 9-10). The same
task also has actor-network-theory. It assumes also that is not possible to construct the
final analysis model only theoretically; it comes to the light only during implementation
of empirical research.

Research methodology is based on Michel Foucault concepts of power,
knowledge and discourse. Therefore here the Foucauldian way of research is also applied
in present research. The methods are employed eclectically and implicitly, whereas
arguments are constantly illustrated by examples from historical sources (Williams 2003:
60). The methodology is based on Foucauldian discourse analysis, which is extended
into dispositif analysis.

The second chapter of the dissertation is devoted to constructing the model
of medium dispositif analysis. Dispositif is understood here as a complex and historically
specific formation, which is producing knowledge and at the same time is conditioned by

them. For example, photography is treated as an outcome of power/knowledge
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interactions. The dispositif is defined here as a network of relations between institution,
discourse, regulating rules and statements. In order to operationalize the dispositif
analysis Actor-Network theory (ANT) and discourse analysis is employed. ANT (Bruno
Latour, John Law, et. al) explains how networks of heterogeneous elements are formed
and how they stabilise and become indispensible. ANT connects social and technological
conceptions of networks in asserting that both human-beings and things have an agency.

During research the assumption is followed that dispositif analysis is
methodology employed in bricolage principles where discourse analysis is swapped by
interpretation of facts and documents, statistical analysis, power deconstruction and
critical analysis (Jager 2009: 60). Besides textual way of problem solving, visualisation
and mapping are employed as methods allowing reveal the complexity of dispositif as a
network.

In the third chapter during analysis of soviet period the paradigm of post-
revisionist sovietology and history is followed. Instead of claiming the totalitarianism of
the system, it puts into consideration micro- and everyday histories, internal and external
(political) communication of social groups, implementation of ideology into everyday

life and modernization of the soviet society and the state (Ivanauskas 2008: 6-8).

Originality and significance of research

In the national and international academic discourse the dissertation is new
both by construction of methodology and research object. Dispositif as an analysis
concept has already been used in research several decades, however only in the last
decade it was employed to analyse the development of the media (Hickethier 2003).
Nevertheless most of the time the dispositif model was employed to analyse cinema and
television, hence in this dissertation it is applied to the analysis of photography for the
first time.

The object of research — photography as medium dispositif in Lithuania in
1960-80s has not yet been properly studied as well. Only several articles and one study
(Matulyte 2003, 2005; NaruSyte 2008) devoted mostly for aesthetical aspects of
photography have been published. However there is no comprehensive discourse

analysis not to mention dispositif analysis. Although similar studies have been conducted
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in neighbouring fields (for example, art history (Trilupaityte¢ 2002, 2006), in Lithuanian
communication, media and visual studies photography is rather new subject.

Dissertation contributes to theoretical and methodological discussions of
communication and media studies because it introduces the new perspective instrument
for analysis of media history — the model of medium dispositif. Media and dispositif
theories employed here are new in Lithuania, therefore they broaden relatively new field
of communication and media studies. The conducted research is important in Lithuania
because it reveals the integral approach to the medium of photography, whereas it is also
important internationally because it complements to the studies of photography
institutionalisation with new geographies and time periods.

The dissertation is going to have practical significance not only to
photography curators, collectors and museum workers but also as a starting point for
comparative studies to the researchers and professionals of neighbouring media:
journalists, cinema and television critics, art historians and critics, librarians, etc. Since
the dissertation is multidisciplinary it could be also interesting for historians,

sociologists, philosophers and to everybody interested in photography and media studies.

Structure of dissertation

Dissertation has introduction, conclusions and three chapters. In the first
chapter the object of the dissertation (photography as a medium) is analysed, defined and
characterised. Media studies are relatively new field in Lithuania, so it is important to
introduce new concepts and to draw relationship between them. As an outcome of this
chapter the integral definition of photography as a medium is proposed.

The second chapter is devoted for solving methodological problems. The
conception of dispositif is defined and then narrowed into the conception of medium
dispositif. In order to operationalize the constructed model of dispositif the actor-
network theory is employed because it proposes effective way how to relate
heterogeneous elements of the dispositif: institution, discourse, regulating rules,
philosophical statements and technological conditions.

In the third chapter the model of medium dispositif is applied to Lithuanian
photography in 1960-80s and after conducted research its advantages and disadvantages

are being discussed. The analysis of the context of research object is followed by the

13



analysis of institution and its regulating rules. In relation to it photo art discourse and
typical fragments are analysed. The communicational conventions embodied in the style
are also analysed because they help to connect all the dispositif elements into one entity.
In conclusions the outcomes of the research are discussed and the assumptions for

prospective research are drawn.

SUMMARY OF DISSERTATION CHAPTERS

1. The conception of photography as a medium

Although the concept “medium” is used in communication studies since
1960s (McLuhan 1964), there is no commonly accepted definition of it. The concept of
medium, as well as media studies itself, is complicated by different metaphors used to
describe and to define it. The relationships between concepts and media metaphors
change depending on how we pose and rethink the question about the place of a medium
(Tholen 2002). Hence there is always a need to define the conception of a medium
according to the goals of specific research.

In the English dictionaries the word “medium” is explained in different
ways: from the very material and technological definition (medium as a base containing
information (a sheet of paper, CD, etc.) to the completely abstract definition, defining
medium as the whole communication system including technology, sender/receiver,
institution, etc. In Lithuanian the same polysemy exists, therefore it is very important to
make a precise definition of medium in the academic discourse.

In the first chapter the conception of medium is being developed. It is based
on the idea of Hickethier (2003) and other communication and media theorists that the
definition of medium is a composite of different elements, which should be identified.
First of all, assuming that medium is technology in use with communicational intention
(Lister 2003, Williams 2003), the distinction between the concept of medium and the
concept of technology is made. Medium here is considered to be communication
medium, which accumulated different functions (observation, recording and processing
as well as transmission (Hickethier 2003)).

Summing up the discussion on the conception of medium in communication

studies it is proposed that medium is not only communicational medium but also
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includes the whole system, which is maintaining it. Consequently the integral conception
of medium is chosen. It means that medium is understood as a complex of technology,
content and institution, which is maintaining and regulating this medium. The conception
of medium is summarized as follows: medium = technology with intention
(communicative, social, artistic, etc.) + content with its base (paper, CD, etc.). It is
important to state that this formula is valid only when medium is related with specific
institution because it never exists independently (Tagg 1988) and its discourse usually is
a construct of respective institution (Watney 1999).

Applying the formula to the specific medium — in our case — photography,
we should state that photography medium = photography technology used with intention
+ photograph, where photograph = base + content (including its mediality — the specific
characteristics of technology and aesthetics of the medium). It is clear that the concept of
medium here is narrowed to automatic (technical) medium. The important concepts
coined by Flusser (2000) are included to the discussion: intention, programme, apparatus
and the mechanisms of photography: production and distribution.

As the result of the first chapter the conception of photography as a
medium is constructed. It is understood as an integral combination of technology
with intention and content with its base. It also includes institution, which is
maintaining the production and distribution of the medium in the specific social
context. However in order to apply this conception in research there is still missing a
concept, which could unify all the elements and be the base of the methodology of
medium analysis. Therefore the assumption is made that it could be useful to employ the
holistic concept of dispositif, which is able to relate all the elements and to answer one
more question what was the configuration of the photography medium in Lithuania in
1960s-1980s. This assumption is based on Frank Kessler’s statement that “at different
moments in history, a medium can produce a specific and (temporarily) dominating
configuration of technology, text, and spectatorship. An analysis of these configurations
could thus serve as a heuristic tool for the study of how the function and the functioning
of media undergo historical changes (Kessler 2007).

This assumption could be extended into the idea that theoretical approach of
the dispositif could help us to reveal the power relations of the medium of photography

and its conditioned discourse. The concept of dispositif could allow us to join the
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medium itself with its mechanism, technology, content, institution and its regulative

factors into one heterogeneous entity as well as to analyse it.

2. Methodology of medium dispositif analysis

For the analysis of photography the concept ,,dispositif”, coming from post-
structuralism, is used. However this concept itself is rather problematic and still not
common in media research, therefore the second chapter seeks to ground the concept and
operationalize it.

The first argument for using the dispositif is based on German media
theorist Knut Hickethier statement (1995,1997) that media history should be approached
as the history of dispositif, because this concept is able productively relate different
dimensions of a medium: technological, economical and institutional. Another German
media theorist Jan Hans (2001/2002) expands this statement in suggesting that the
employment of dispositif model is useful for writing media history, because it allows us
to describe the macro level of the medium and to establish relationships with micro level.
Consequently to these arguments the concept of dispositif defined by Foucault (1980) is
employed, combined with media theories and further developed into the concept of
medium dispositif.

Medium dispositif i1s defined here as a complex interplay between media
institution, communicational conventions (embodied in the style), discourse, institutional
rules, philosophical statements and technological conditions. Medium dispositif operates
a particular knowledge and communication matrix, which is inherent to specific epoch
and emerges as a reaction to a specific need.

In order to operationalize the concept of dispositif, the model of medium
dispositif (see picture no. 1) is constructed and the relations between its elements are
drawn. Since medium dispositif is united by complex and multi-directional (eg. power
relations) connections, so these connections and each element could be revealed only in
relation to others. For this purpose a middle range theory is employed and a respective

methodology is constructed.
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Picture No. 1. The model of medium dispositif
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Siegfried Jager (2009) suggested that Foucault was using the methodology
of dispositif analysis implicitly. Therefore it is only possible to construct explicit
methodology if we join discourse analysis with the notion of dispositif according to the
needs of specific research project. This methodology should be based not only on
discourse analysis but it should also include the analysis of the other elements of
dispositif. In order to solve operationalization problem, the assumption is made that
Actor-network theory (ANT) could be fruitfully employed here because it approaches the
object as material-semiotic network. ANT is built on Foucauldian concept of power and
is coming from the same post-structuralism paradigm; therefore there is a potential to

relate it with media theories (Bennet 2007, Couldry 2004). The concept of dispositif is
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used here as an idea of a network of power, while ANT helps to relate different elements
as actors and to reveal how this power is functioning as well as connecting, maintaining
and translating the network. While analysing the origin and dynamics of actor-network,
ANT is raising questions such as (Crawford 2004): how network organizes and converts
(translates) network elements; how they become durable; how they enlist others to invest
in or follow the program; how they bestow qualities and motivations to actors; how they
become increasingly transportable and “useful”; and how they become functionally

indispensable.

Selection and Combination of the Methods

The dispositif analysis has to be implemented with a set of different
methods, the employment of which has to be grounded here.

Depicting the dynamics of actor-network is the same as interpreting it. ANT
connects these processes, because it is based on post-structuralism, which speaks about
one level reality without hidden structures. The result of ANT application is textual
account, which reconstructs and analyses the network made up of various activities.

In order to depict the network, ANT usually employs methods of
observation, however here it is not possible to use it because the researched phenomena
have already happened. We make an assumption that qualitative interview is able to
replace observation because the interviews with actors and their detailed descriptions of
phenomena gives a rather detail view (similar to results of observation), which is
supplemented by the analysis of various documents. Semi-structured qualitative (in-
depth) interview is chosen (Kvale 1996, 2007) because it helps to collect data and
judgements on Lithuanian photography as well as on everyday routines of Lithuanian
Photographic Art Society (LTSR Fotografijos meno draugija — FMD). The chosen
method of semi-structured interview has also features of ethnographical interview that‘s
why it is possible to use it instead of observation and to get reliable results (Flick 2009).
Besides this type of interview helps make documents more meaningful and “alive” as
well as reveals the agency of different dispositif elements.

Interview is used to reveal the mechanism of institution, medium style and
philosophical statements. All the collected information is quite subjective but it helps to

reveal the complexity of the dispositif and interaction between people-actors and
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documents-actors. The reliability of collected information is increased by reasonably
selected interviewees, preparatory work of researcher and the deep knowledge of the
research object. Therefore before doing interviews there is a need to make analysis of the
documents and textual discourse.

Documents analysis is employed as a complementary method for dispositif
analysis. Philosophical statements, embodied in the documents, restrain the discourse
and set the rules for its functioning; therefore their analysis extends and complements
discourse analysis. Documents are important in analyzing dispositif because they make
inner (implicit) rules visible. Besides that documents analysis helps to reconstruct the
specific dispositif and its elements interactions, based on factual information.

Documents analysis is chosen here to reveal institutional mechanism,
administrative rules and their influence on discourse because in the documents everyday
operations of the institution and the models of its activity are inscribed. The employment
of documents analysis also increases the reliability of information collected during
interviews. During the selection of the documents for the analysis the attention is paid
not only to their content but also to their functions and role as actors in the network.
Methods of qualitative interview and document analysis are combined in order (1) to
increase the reliability of collected information and (2) to describe more thoroughly the
formation and dynamics of actor-network. For example interviews with actors help to
answer the question why the network has established, whereas from the documents
extracted statistical data allows to depict the development of the network capacity. This
combination of methods is also useful to reveal technological conditions. Besides, in
order to describe and depict actor-network, the methods of visualisation and mapping are
employed because they help to reveal complex structures and relations in them (Gray
and Malins: 2004)

Since a dispositif is an extension of discourse, discourse analysis and
content analysis are chosen as the main acknowledged ways of revealing the discourse.
Textual discourse analysis enables to identify communication conventions embodied in
the style and the rules regulating the discourse. Visual discourse analysis reveals the
content of the medium — photographs themselves and their topics. Discourse analysis
together with content analysis traces and analyses both the structure of discourse strand

(main actors and statements, topics and their frequency) and typical discourse fragments.
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The goal of discourse analysis is to reveal embodied groups of textual and visual
statements, which construct the contextual meaning. Under the influence of these
statements knowledge is materialised into photographs. Visual statements are
conditioned by rules embodied in various textual documents: regulations, instructions
how to evaluate photographs, administrative rules, etc.

Textual discourse analysis includes articles, theoretical and methodical
publications of the researched historical period. It allows revealing philosophical and
moral statements as well as predominant communicational conventions. The obtained
results are constantly compared with the results from documents analysis in order to
increase the reliability. The common statements between visual and textual discourses
are being searched for to find the connections between different elements. Visual
discourse analysis is implemented in two stages: the first reveals the structure of
discourse strand and the second identifies and analyses typical discourse fragments.
After that the correlation between the results is being looked for. In order to get the full
view of the dispositif there is a need to analyze a complex set of its elements and to look
for correspondence and causal relations between them.

The combination of these methods in ANT framework let us to assume that
the model of medium dispositif could be productively applied to analyse the specific

medium in the specific context. However this assumption still needs to be tested.

3. Analysis of Lithuanian Photography Dispositif

The objective of the third chapter is to employ previously constructed
dispositif model and to test it in the analysis of photography during specific time period
(1960s-1980s) in the specific social and cultural context in Lithuania. At the same time
the study on characteristics of Lithuanian photography and power-knowledge relations in
visual discourse in soviet context is being made. The following issues are researched:
how functioned photography regulated by institution (Lithuanian Photographic Art
Society — FMD); how the medium infrastructure and discourse of photo art was
constructed; and how was it unified with one predominant style?

During the research a lot of material is analysed: interviews with main
actors, institutional documents and publications, theoretical and methodical publications,

photography albumes, articles in the press, contextual literature.
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The results of research (the features of dispositif)

After analysing the material, the particular mechanism of photography as a

medium was revealed. It was a specific time and locality bounded product, which

disposed the matrix of communication and knowledge of the 1960s-1980s in Lithuania.

This photography dispositif is consisted of in coherent network connected heterogeneous

elements:

D)

2)

3)

LSSR (Lithuanian Soviet Socialist Republic) Photographic Art Society, which
institutionalised the medium of photography. The institution has maintained and
regulated the production and distribution of the medium. The Society established its
subdivisions that were functioning like scenarios for regulating the medium and,
which were served by respective professionals (printers, curators, managers,
censors etc.) The institution has not only professionalised the practice of
photography but it has also constructed specific mode of using photography — photo
art. The Society has also overtaken (absorbed) one of the main features of the
medium — automatic reproduction — and it became the production and distribution
machine of photo art and its discourse.

The communicational conventions embodied in the style were the result of
interaction between the set of the medium characteristics inherent to that epoch,
regulating rules and photo artists’ intentions. The predominant style of Lithuanian
Photography School (LFM) facilitated and regulated the production of the
knowledge in the dispositif. Administrative rules (by FMD) and resolutions (by the
Party and Ministry of Culture) have also conditioned the style and discourse. The
relation between the official conventions and photo artists’ intentions was identified
as semi-nonconformist and it was similar to the situation of the fine art in the same
historical period.

Discourse was made of textual and visual statements, which were conditioned by
the operating rules. The instructions (rulebook) of evaluation of photo art have
constructed the detail criteria to judge which pictures were valuable as photo art.
These instructions were implemented by institutional mechanism — Art Council.
The analysis of the structure of discourse strand has revealed the dominant topics of

the pictures — the human-being and his activities. The tendency and frequency of
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these topics actually coincided with the predominant communicational conventions

and with their base — socialist realism. Further on the typical discourse fragments

were identified and analysed. It resulted in naming the main four stylistic poles

(documentarism, aestheticism, psychologism, romanticism), which revealed the

direct relation between discourse structure, conventions and philosophical

statements. Besides that these poles justified (validated) the continuity/integrity of
the textual and visual levels of the discourse.

4) The three main components of the dispositif were enabled and connected by
contextual ones:

a. Institutional rules embodied/contained (were inscriptions of) institutionalised
attitudes and philosophical statements in the everyday operations of FMD. They
were functioning as power grid, which maintained the institutional mechanism
and conditioned the production and distribution of photography. For example,
rules have set up the criteria how to distinguish between well made and badly
made photo art and how to measure its economic value.

b. Philosophical statements including also theoretical and moral statements
were embodied in various publications representing the discourse. At the same
time they were shaping stylistic views, which were in the strong relationship
with the artists’ intentions and rules. For example, the theoretical statements
written by Lev Anninski (Saulés Sakose, 1it. 2009; rus. 1984) grounded the
logics and unity of LFM style. Moral attitudes were distributed by methodical
publications and propaganda work, i.e. lectures, discussions, workshops.

c. Technological conditions were directly dependent on institution (FMD)
because it enabled not only photography production (by providing technological
conditions to create photo art) but also it created and maintained the
distributional apparatus. The technological potential of photography at that time
was very limited, that is why institutional support was essential factor in

developing photo art discourse.

Thus Lithuanian photography dispositif in the 1960s-1980s was functioning
as the network between socrealistic conventions, intentions of photo artists’ imaginations

and technological conditions, which were maintained by the institution FMD.
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Using the terminology and strategies of Actor-network-theory the

photography dispositif was described as following:

1) Long lasting - during the first years of FMD activity the clear structure
of actor-network has settled down and it was materialised by every
possible means; (continuity over time was also manifested in the
structure of activities, which basically remained the same till today);

2) Mobile - FMD (according to the central unit) has established satellite
units (calculations centres) with the similar structure all around
Lithuania;

3) Carefully planned - all the activities were scheduled in the plans and
evaluated in the reports;

4) Expansive - FMD was functioning as the “translation centre” of its ideas;
it was distributing its artefacts (photographs) not only in Lithuania but
also in Soviet Union and abroad — all these activities supported the

legitimacy of the photo art discourse.

Causality relations between all elements of the dispositif determined its
cohesive functioning. The identified stylistic poles (documentarism, aestheticism,
psychologism, and romanticism) show that photographs content not only corresponded
to the documents regulating the discourse, but also was the result of interaction between
technology, actors’ intention and stylistic programme.

Stabilisation of dispositif as actor-network was proved/manifested by many
factors: the number of subdivisions and employees in the institution has stayed the same
for the longer period of time (quantitative indicators) as well as stable number of topics
in the discourse strand and their formation into 4 main poles (quantitative and qualitative
indicators). The establishment of actor-network was also manifested by the coherent
correspondence of communicational conventions to the socrealistic context. Besides that
in the beginning of 1980s the clear philosophical statements and moral values have
settled down and they were constantly reproduced in various publications. The stability
of actor-network was maintained by the main (visual and textual) discursive statements.

The peak of actor-network activity was reached in the mid 1980s, when art critics from
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Moscow have published several academic studies on Lithuanian photography school.
Thus finally the power of photo art discourse was confirmed by theoretical statements.
The usage of photography technology with “artistic” intention emerged
because of the need to establish the independent and professional photographical realm,
which could be free from “applied” photography intentions. Although it was partly
successful, the discourse was functioning under the influence of power-knowledge
relations between photo artists’ intentions and state programmes. In press photography
the power-knowledge relations were mainly happening in the editors’ office, whereas in
Lithuanian photo art the power was concentrated in the interaction between artists’
intentions, the Art council and institutional mechanisms that regulated the economic and
politic conditions of production. However most of the pictures were made in the style
called Lithuanian photography school, which semi-conformed the values of socialist

realism.

Relation of the research outcomes with other studies and theory

Comparing obtained results with the conception of photography as a
medium (defined in the first chapter) and with the theoretical statements presented in the
second chapter we can discern a clear relationship. The analysis of photography has
showed that (1) the constructed conception of photography and its extension with
Flusser’s (2000) theoretical insights was fruitful for the analysis of photography; (2) it is
not possible to analyse photography separately from its institution (Tagg 1988); (3) it is
essential to include into analysis not only aesthetical but also social and technological
aspects of the medium (Watney 1999), if you want to have a full view of the medium.

This research has also complemented the results obtained by photography
historian Margarita Matulyté (2005) because here besides the analysis of institutional
rules and socio-political statements visual discourse was analysed. This leads to
conclusion that the statements in textual and visual discourses have corresponded to each
other. Moreover this research has confirmed that photo artists’ intentions were inter-
tangled and depended on predominant conventions and the requirements of the
socrealistic context. It was confirmed that this relationship was active till the end of

1980s, whereas Matulyté has made conclusions only about earlier period (1958-1970).
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The results of research have also proved the statements formulated in
Rosenblum (1978) study, which argued that a style is a social product. However this
research outcomes did not agree with Rosenblum conclusions that photo artists are
working without commissions (i.e. they are free in the production stage) comparing with
applied photographers. This difference could be explained as following: (1) Rosenblum’s
study was made in completely different socio-political conditions (i.e. in capitalistic art
system in USA), while here the researched period was under soviet system and it was
influenced by completely different factors; (2) FMD was monopoly institution, which
regulated both production and distribution of the medium, while in the West there was
much more institutions taking care of the photo art and they mostly regulated its

distribution but not production.

CONCLUSIONS

1. The photography as a medium was defined here as a technology used with
communicational intention in the social context. After conduction of research it is clear
that such conception of photography in communication studies is viable because it
allows the conduction of a detailed analysis of photography bounded to specific time and
place. The completed picture was revealed not by using the conception of photography
as a picture but by using the integral and complex conception where photography was
defined as a medium consisting of technology, content and regulating institution.
Although in most Lithuanian research projects photography is usually treated as
aesthetical object (Narusyté 2008, Pabedinskas 2009), this dissertation has showed that it
is possible to get more detailed results by treating photography as a complex medial
structure. The introduction of the main categories (intention, apparatus, etc.) for medium
definition allowed us to suggest that technology of photography becomes a medium only
if it 1s used by an operator having communicational intention. Later Flusser’s conception
of photography was added and consequently the medium of photography was defined as
a complex production and distribution mechanism regulated by the institution.

2. The operationalization of medium dispositif analysis by connecting actor-
network-theory and discourse analysis was fruitful because it gave the possibility to
relate and analyse heterogeneous elements: institution, discourse, communicational

conventions, philosophical statements, institutional rules and technological conditions.
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Theoretical discussions and empirical research confirmed Couldry’s (2004) and Bennet’s
(2007) assumptions for the potential to combine actor-network-theory and media theory
with conception of dispositif. The dispositif conception, based on the Foucauldian
concept of power, was defined as a complex network connecting heterogeneous elements
of a medium. The assumption was made that dispositif allows to reveal the complex
mechanism of medium and the characteristics of its functioning. After constructing the
methodological model and analysing empirical material the assumption, that dispositif
conception is productive to analyse a medium, was confirmed. The dispositif model
enabled to analyse photography as a complex formation made of heterogeneous
elements. The relations among them were revealed only when the actor-network-theory
and its conceptual instruments were employed to analyse the dispositif. ANT has solved
operationalization problem of dispositif analysis as well as it enabled to reveal complex
multidirectional connections by mapping and visualising them. Besides that the research
asserted that dispositif approach is useful only for historical macro analysis of the
medium when rather long time period is taken into consideration, because otherwise it
would not be able to reveal long-term and causal relationships between the elements.
The analysis period encompassed three decades, therefore it was possible to identify
birth, stabilisation and break points of the actor-network.

The conception of dispositif is borrowed from post-structuralist approach,
which assumes that it is not possible to estimate any strict structure of a model and
relations between its elements because they come into light only during implementation
of the analysis of empirical data. Therefore the detailed relationship between all the
elements only at the end of research was discovered. The conception of processual and
flexible structure was effective here because it enabled to correct and to revise the
research questions during the very process of research. While employing the model of
medium dispositif, the only problem was faced — very huge amount of data. Since it was
not possible to analyse all of it, the conclusions were drawn while analysing typical
documents, typical pictures and the recurring statements from the interviews. Although
in most of the cases the typicality was assumed via quantitative analysis, in some of the
cases the subjective experience and deep knowledge of the phenomena held by the

researcher were employed.
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3. The universal model of medium dispositif constructed in the second
chapter was adjusted and applied to the analysis of a particular medium at particular time
and place. During the analysis the characteristics of Lithuanian photography in 1960s-
1980s were revealed. The obtained results confirmed the assumption of the theoretical
discussion that photo art as a specific usage of a medium is mainly an outcome of the
activity of institution. Under the influence of the dispositif Photographic Art Society
constructed the mechanism, which maintained the photo art discourse and provided
technological, political and economical conditions for production and distribution of it.
Society has also established an agency for quality judgement of photo art — Art Council
and the infrastructure of presentation of photographs. Comparing former FMD with
contemporary photography institutions in Lithuania and abroad, it is clear that FMD was
a unique self-sustainable system, which at the same time was both seeking for freedom
for creativity of photo art as well as using economical and political advantages of applied
photography. Therefore it is concluded that the institution was successful in development
of the photo art discourse only because it was maintained and at the same time protected
by the discourse of applied photography, which made a big part of the whole
photographical production by FMD.

4. Communicational conventions, embodied in the unified style and four
stylistic poles (documentarism, aestheticism, psychologism, romanticism), has been
formed as an outcome of the continuous interaction between social context, institution
and intentions of photo artists. After being legitimized, the style conveyed the dispositif
power through intensive and extensive network: Lithuanian photography school was
constantly discussed in the writings of Lithuanian, Soviet Union and Western critics and
the pictures were showed in all over the world. The matured photo art discourse and
LFM style was maintained by photo albums, methodical and theoretical publications and
educational events. The dispositif/discourse has defined the identity of its members
(artists, critics and administrators) and thus strengthened their belonging to the same
actor-network. The interaction of dispositif elements has established integral
communication system, which had its own judgement criteria based on the conception of
mediality. The analysis of the structure of visual discourse and its typical fragments
asserted its correlation with conventions and philosophical, moral, and scientific

statements of the time. Moreover the clear relation between institutional rules and
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discourse was identified, what allowed to make an interim conclusion about the
coherence of the dispositif functioning. When joining the results of discourse and
institutional analysis, the conclusion was made that photo art as a specific usage of
photography finally became matured in the beginning of 1980s, when the number of
FMD employees as well as discursive statements has stabilised. Moreover, photo art
discourse was legitimized by publishing academic studies on it in Moscow and Vilnius.
Maturity of the actor-network was also proved by the stability of both visual (4 stylistic
poles) and textual discourses, i.e. the content of the pictures constantly referred to the
statements published in the books: “love for life”, “everydayness” and “sensibility to the
human-being”.

5. The photography dispositif was functioning as a historically specific
configuration of the medium. It was related with political, socio-cultural, technological
and economical conditions in Lithuania in the 1960s—80s. The causal ties hold together
the institution, the discourse, statements, conventions and technological conditions. The
analysis of Lithuanian photography and its aspects in the power-knowledge relation
allowed the conclusion that the stability of actor-network led to the unity of LFM style
and to the effective proliferation of the discourse. Soviet photography dispositif is still
active today since its continuity could be seen in nowadays exhibitions and publications.
However its structure and power has mutated because of the influence by cardinal inner
breaks and its relation with other dispositifs.

The analysis of soviet photography dispositif was easier to make because of
the time distance; however it also faced difficulties because of the very little research in
this field. While analysing photography the researcher confronted with the paradox, that
soviet photo art today is read in a completely different way than at the time it was
created. Thus it is clear that the evaluation and reading of meanings is always contextual
and it 1s much easier to understand the meanings of the specific time with the specific

dispositif in the mind.

Putting together all elements of the dispositif and evaluating the research
conditions indicated the possibilities to interpret the results as well as advantages and
disadvantages of the application of medium dispositif model to photography. The

obtained results were also compared with theoretical statements and the results from
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other studies. The analysis of institution, style and discourse allowed to identify the
relations between all elements of dispositif and to join them conceptually into one entity.
This enabled to name the particular functions of the institution and the actor-network.
The institution performed here the following functions: facilitation of creativity,
production of applied photography, distribution of photography, development of
photographic culture, and education, whereas actor-network had more extensive scale
functions: establishment and maintenance of photography as an independent medium,
shaping the photo art discourse, development of the local photo art style, imagining
particular discursive topics into photographs, and finally, industrialization of the visual
discourse.

Summing-up of the research enabled to identify not only the manifestations
of the power of the soviet photography dispositif today but also its still remaining
effects. However, in order to make stronger conclusion on this, the dispositif model
should be adapted to contemporary socio-political and cultural context and then the
contemporary dispositif should be compared with the previous one.

The analysis of Lithuanian photography dispositif of the 1960-1980s opens
the perspective for comparative media studies. It could be used to analyse relations of
photography with other visual media of the time period researched: television, cinema
and their dispositifs. Making an assumption that they were interacting, the questions

about the competition between them and influences to each other could be researched.

Thinking about further research in the field of photography, it is worth
noticing that photography in the age of digital technologies faces epistemological
problems because the reliance on it as a medium for truth saying is constantly
decreasing. Whilst in age of industrial (mechanical) technologies photography was
almost equivalent to the truth since there were limited possibilities of technological
manipulations. In the information society visual manipulations are implemented with a
help of technologies, whereas in the industrial soviet society manipulation was mostly
made with a help of institutional power mechanisms. Therefore the assumption could be
made that photographical manipulation in visual communication has shifted from
bureaucratical-organisational into technological-digital. Of course it should be examined

by future research.
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The photography in Lithuania in 1960-80s corresponded to the social and
aesthetical attitudes controlled by the Party and the State. The character of the medium
and its operation fulfilled the logics of modernisation, whereas after socio-political
(independence) and economical (free market) change of the system, followed by the
technological  shift (digitalisation), photography became the engine of
informationalization. It managed to proliferate in vast extent both in social and
technological realms. This insight could be also taken as a base for prospective research
of digital photography dispositif, followed by comparison with the analysis of the soviet
photography dispositif conducted through this dissertation.
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FOTOGRAFIJA KAIP MEDIJOS DISPOZITYVAS
XX A. SEPTINTOJO-DEVINTOJO DESIMTMECIO LIETUVOJE

ISsami reziumé

Problema

Fotografija jvardijama kaip viena placCiausiai naudojamy vizualinés
komunikacijos medijy, taciau vis dar reta, ypa¢ Lietuvoje, tyrimy, nagrinéjanciy
fotografija kaip medijg ir akcentuojanciy jos komunikacinius (bei medialumo) aspektus.
Todé¢l analizuojant fotografija susiduriama su problema, kokig metodologijg taikyti
norint visapusiskai atskleisti fotografijos medijos estetinius, socialinius ir technologinius
aspektus.

Zvelgiant j fotografija konkre¢iame socialiniame ir istoriniame kontekste —
Lietuvoje XX a. septintajame—devintajame deSimtmetyje — galima identifikuoti
fotografijos medijos reikSmeés iSaugima ir jos institucing legitimacija.

Teoriniame Lietuvos fotografijos tyrimy diskurse diskusijos apie veiksnius,
formavusius sovietmecio fotografija, retos: daZznai tiesiog percituojami to laikmecio
teiginiai (Jurénait¢ 1997) arba fotografijos analizuojamos atsietos nuo konteksto, todel
egzistuoja poreikis atlikti nuosekly tyrimg ir juo prisidéti ne tik prie lietuvisky
komunikacijos moksly, bet ir prie lituanistinio menotyros diskurso plétojimo.

Tyrinéjant fotografija daZniausiai yra analizuojamas jos turinys —
nuotraukos, jy grupés ir temos (Rose 2007), tuo tarpu paciai medijai bei jos savybéms
skiriamas nedidelis démesys. Keliami klausimai, kas atvaizduojama nuotraukose arba
kaip tam tikry vaizdo elementy derinys sukuria reikSme, taciau socialiniai, technologiniai
ir politiniai veiksniai palieckami uZ analizés riby. Problema pagilina ir tai, kad néra
vieningo susitarimo, kas vadintina medija i§ komunikacijos moksly pozicijy
(Michelkevicius 2006, 2007). Disertacijoje laikomasi pozitrio, kad medija susideda 1§
daug skirtingy elementy ir jg veikia jvairts veiksniai, tad reikia atsakyti j klausima, kaip
juos susieti ] vientisg darinj ir iSanalizuoti. Medijos elementy sgveikos rezultatas yra
konkretus medijos vartojimo budas ir stilius, kuriy 1§ esmés nejmanoma atskleisti
analizuojant vien fotografijos turinj. Todé¢l siekiant iSnagrinéti fotografija kaip medija,

akivaizdus kompleksiskos medijos analizés metodologijos poreikis.
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XX a. septintojo—devintojo deSimtmecio Lietuvos fotografijos tyrimuose
taip pat galima jzvelgti fotografijos turinio analizés ir interpretacijos tendencija
(Narusyté 2008; Pabedinskas 2009). Lietuvos fotografija apibiidinama kaip tam tikry
vyraujanciy temy ir Zanry rinkinys, neklausiant, kas 1émé jy atsiradimg ir kodél jie yra
butent tokie. Taip pat manoma, kad Lietuvoje egzistavo vientisas fotografijos stilius ar
net mokykla (Aninskis 2009; Jurénaité¢ 1997), taciau néra tyrimais atsakyta j klausima,
kaip ir kokiy veiksniy veikiama ji formavosi? Todél fotografijos atvaizdy analize biitina
sieti su laikmecio socialiniu, kultiiriniu, technologiniu bei komunikaciniu kontekstu ir
iSanalizuoti galios strukturas, formavusias bitent tokig fotografijos, kaip savarankiSkos
medijos, sampratg. Kompleksiskas poziiiris ; fotografijos medija padés atsakyti i
klausimus apie jos vartojimo biidg ir vienijant] stiliy bei kodé¢l susiformavo ir kaip
funkcionavo konkretus vientisas fotografijos darinys, turintis produkcijos galig.
Galiausiai visus klausimus jungianti problema suformuluojama taip: kaip sukonstruoti
kompleksiska medijos analizés metodologija, kuri leisty iSnagrinéti pacig fotografijos
medijg ir jos funkcionavimo sistemg (Lietuvoje XX a. septintajame—devintajame
deSimtmeciuose) bei atskleisti priezastinius rySius tarp ja formavusiy elementy:

institucijos, stiliaus ir diskurso.

Temos ir problemos iStirtumas

Lietuvoje iki Siol apgintos tik trys daktaro disertacijos, kuriy objektas yra
fotografija: Virgilijaus Juodakio istorijos krypties disertacija Lietuvos fotografijos
istorija iki 1940-yjy, Agnés NaruSytés menotyros krypties disertacija Nuobodulio
estetika Lietuvos fotografijoje (devintojo deSimtmecio fotografijos nagrin¢jimas ir naujo
reiSkinio — nuobodulio estetikos — apibrézimas bei analiz¢) bei Tomo Pabedinsko
menotyros krypties disertacija Zmogaus atvaizdo ir identiteto santykis Siuolaikinéje
Lietuvos fotografijoje (2009). Pirmosios dvi disertacijos yra iSleistos kaip monografijos
(Juodakis 1996, Narusyte 2008). Juodakio monografija skirta ankstesniam laikotarpiui ir
yra istoriografiné, o NaruSytés monografijoje nagrinéjami estetiniai ir semiologiniai
atvaizdy aspektai, tad su Sios disertacijos tema ji siejasi daugiausia chronologiniu
aspektu (XX a. devintojo deSimtmecio fotografija).

Tyrimga apsunkina tai, kad iki Siol néra paraSyta Lietuvos fotografijos istorija

ir néra nuoseklaus ir aiSkaus jos diskurso. Fotografijos istorija mokslo darbuose
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iStyrinéta tik labai fragmentiSkai (NaruSytés (2008b) ir Matulytés (2003, 2005)
straipsniai), daugiausiai apie ja rasoma fotografijos populiarinimo ir publicistiniuose
tekstuose (Stanislovas Zvirgzdas, Skirmantas Valiulis, Eglé Jaskiiniené¢), todél
sprendziant disertacijos uzdavinius butina pasinaudoti kontekstine literatiira, ieSkoti
analogijy su gretimais meno istorijos diskursais (pvz., tapyba) bei iSanalizuoti
faktografine ir archyving medziaga. Nors pagrindinés tyrinéjamo laikotarpio fotografijos
institucijos — LTSR Fotografijos meno draugijos (toliau FMD) — veikla dar néra
nuosekliai nagrinéta (iSskyrus pirmuosius dvejus veiklos metus (Matulyté 2005)), taciau
menotyrininké Skaidra Trilupaityte (2002, 2006) yra tyrin¢jusi LTSR Dailininky
sajunga, kuri veiké panaSiais principais kaip LTSR FMD ir kontroliavo dailés sritj.
Institucinius kultiiros aspektus yra tyrinéjusi Eglé Rindzeviciite, rasiusi apie sovietmecio
kultiros valdyma Lietuvoje 1§ komunikacijos ir kultiiros studijy perspektyvos bei
apgynusi disertacijg Constructing Soviet Cultural Policy: Cybernetics and Governance
after World War II (Link&ping University, 2008). Be to, yra parasyta gretimos vizualinés
medijos — televizijos — istoriné-probleminé panaSaus laikotarpio studija (Peciulis,
Videoteatras. Lietuviskyjy vaidybiniy TV programy raidos bruozai (1957-1982), 1994).
Apie fotografijos dispozityvo galios pédsakus bei fotomeno sgveikos su Siuolaikiniu
menu klausimus kalbéta tekstuose, nagrinéjanciuose postfotografija, kuri jvardijama kaip
naujas fotografijos medijos vartojimo biidas lyginant su sovietmeciu (NaruSyte 2006;
Michelkevicius 2008).

Komunikacijos ir medijy moksly sgveika su menotyra Lietuvoje taip pat yra
mazai tyrinéta, todél svarbi medijos konceptualizacija meno ir fotografijos kontekste
(Sukaityté 2006, 2008; Michelkevigius 2007). Tuo tarpu medijos dispozityvo savoka ir
metodologija Lietuvoje netyrinéta visiSkai, 18skyrus trumpg apibréZimg ir poreikio ja
taikyti medijos sampratai akcentavimg (Michelkevicius 2006, 2007).

Fotografija, kaip medijg, pirmagkart apibrézé Walteris Benjaminas (1936;
liet. 2005), taciau detaliau jos sandara buvo aptarta tik XX a. devintajame deSimtmetyje
(Flusser 1983; angl. 2000). Vis délto iki Siol dar nebuvo suformuotas nuoseklus
fotografijos medijos apibrézimas, kuris palengvinty jos analize 1§ komunikacijos moksly
pozicijos.

SprendZiant konkrecig metodologing problemg susidurta su menku iStirtumu

ir remtasi dar salyginai nauja diskusija apie medijos dispozityva (Hickethier 2003,
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Kessler 2007, Agamben 2009 ir kiti), kurio pavyzdziu paprastai tampa televizija ir kinas,
todél metodologija reikéjo adaptuoti fotografijos medijai. Dispozityvo sgvoka
fotografijai analizuoti taik¢ medijy teoretiké Martina Dobbe (2007), vis délto jos
poziiiriu dispozityvas yra daugiau estetinio proceso kategorija, o ne kompleksiska
medijos mechanizmg atskleidzianti sgvoka. Apie dispozityvo ir diskurso analizés
tinkamumg fotografijai analizuoti metodologiniame leidinyje Visual methodologies
uzsimena Gillian Rose (2007), taciau universalaus metody komplekso nepateikia ir sitilo
j1 sudaryti atsizvelgiant j konkretaus tyrimo problemas. Bandymai operacionalizuoti ir
pritaikyti tyrimams dispozityvo sagvoka (Jager 2009) yra pernelyg siauri ir nepakankami
Sios disertacijos problemai iSspresti. Konkreciuose tyrimuose taip pat nebuvo méginta
derinti veikéjo-tinklo teorijos (Latour 2005, Law 1992), dispozityvo prieigos ir medijy
moksly, tad ¢ia remiamasi tik vos keliose teorinése diskusijose iSreikStu potencialu tai
atlikti (Couldry 2004, Bennet 2007). Cia nagrinéjamai empirinei problemai Lietuvoje iki
Siol nebuvo skirtas démesys, nors Vakaruose yra pasirodziusi ne viena monografija,
tyrin¢janti fotografijos medijos ir diskurso susiformavima (pvz., Steve Edwards The
Making of English Photography: Allegories, 2006 — apie angliSkos fotografijos (nuo
industrinés ir komercinés iki meninés) sukonstravimg). Fotografijos santyk; su galia,
diskursu ir institucija analizuoja nauja Johno Taggo studija The Disciplinary Frame:
Photographic Truths and the Capture of Meaning (2009), kuri papildo ankstesn¢je
knygoje Burden Of Representation: Essays on Photographies and Histories (1993)
iSsakytas id¢jas apie institucinj fotografijos konstravimg, taciau nepasitilo konkrecios

metodologijos, kaip tyrinéti Sias problemas.

Disertacijos ir tyrimo objektas

Disertacijos objektas yra fotografijos medija, taciau ji retai egzistuoja gryna
(savarankiSka) forma, nes daznai yra kity komunikaciniy sistemy dalis (spaudos
fotografija — laikrasCiy ir zurnaly, taikomoji mados fotografija — reklamos ir t. t.) Be to,
medija neveikia pati savaime, bet per savo dispozityva, kurj analizuojant galima atsakyti
i klausimus apie medijos funkcionavimo ypatybes. Sios disertacijos tyrimo objektas
yra fotografija kaip medijos dispozityvas Lietuvoje.

Medijos dispozityvas — tai teorinis poziiiris | fotografijos medija,

leidZiantis analizuoti jg pacia kartu su visa Zinojimo sistema, kuri ja pagamino.
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Medijos dispozityvas €ia suvokiamas kaip sgveiky tinklas tarp jj sudaranciy elementy.
Jis yra susietas su konkreciu laiku ir erdve bei sudarytas 1§ sgveiky tarp medijos turiniy
(diskurso), technologijos, institucijos ir medijg reguliuojanciy taisykliy bei filosofiniy
teiginiy. Medijos dispozityvo analizé leidZia atskleisti konkrec¢ios epochos Zinojimo ir
komunikacijos matricg — Siuo atveju, 1§ kokiy elementy susidéjo fotografija ir kaip ja

veike galios-Zinojimo sgveikos.

Konceptualios ir chronologinés ribos

Disertacijos tyrimo objekto chronologiné pradzia — septintasis deSimtmetis,
nes 1969 m. buvo jkurta LTSR Fotografijos meno draugija — FMD (pirmoji ir 20 mety
vienintelé Taryby Sajungoje), pradéjusi sistemingai riipintis fotografijos diskurso kiirimu
ir kontrole, pabaiga — devintasis deSimtmetis, kai pradéjus kisti kultirinéms ir politinéms
salygoms 1989 m. Draugija buvo perorganizuota | Lietuvos fotomenininky sajunga.
Todel po Nepriklausomybés atkiirimo visiSkai pakito Draugijos funkcijos ir veiklos
apimtis fotografijos dispozityve.

Aptariant konceptualias ribas, pabréztina, kad ¢ia démesys sutelkiamas j
menin¢ fotografija kaip savarankiSskai funkcionuojancig ir labiausiai i1Svystyta bei
instituciSkai reguliuojama fotografijos sritj. Kitos fotografijos sritys ir jy taikymas bei
itaka (meninés) fotografijos dispozityvui bus aptartos kaip kontekstas, ta¢iau nebus
pagrindinio tyrimo objekto dalis.

Siuo darbu nesiekiama pristatyti fotografijos istorijos, todél disertacijos
treiojoje dalyje objektas analizuojamas nebttinai nuosekliai faktografiskai ir
chronologiskai. Cia didZiausias démesys skiriamas probleminei reiskinio pusei, siekiant
atsakyti 1 klausima, kaip fotografijos medija funkcionavo ir kas lémé jos specifinio

vartojimo budo ir vientiso stiliaus susiformavima.

Disertacijos tikslas yra sukonstruoti kompleksiSkg medijos analizés
metodologijg ir ja taikant atskleisti fotografijos XX a. septintojo—devintojo deSimtmecio

Lietuvoje funkcionavimo ypatybes.

Siekiant disertacijos tikslo iSkeliami trys uZdaviniai:

1) apibrézti fotografijos medijos sampratg ir svarbiausius jos elementus;
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2) suformulavus medijos dispozityvo  samprata, sukonstruoti ir

operacionalizuoti jo analizés metodologija;

3) pritaikyti metodologija fotografijos medijos analizei, iSanalizuojant

1))

2)

3)

4)

S)

fotografijos dispozityvag XX a. septintojo—devintojo deSimtmecio

Lietuvoje ir atskleidZiant jo funkcionavimo ypatybes ir galig.

Ginami teiginiai

Fotografijos medija tampa komunikacijos moksly objektu, kai ji
apibréziama kaip technologija su komunikacine intencija. Ji analizuotina
neatsiejamai nuo jos produkcijos ir distribucijos, kurias reguliuoja
institucija, ir specifinio konteksto.

Sukonstruotas medijos dispozityvo modelis ir jo operacionalizavimas,
pasitelkiant veikéjo-tinklo teorijg ir diskurso analize, yra tinkamas
atskleisti kompleksiSka medijos funkcionavimg ir jos ypatybes, atliekant
ilgo laikotarpio istoring medijos analizg.

Fotomenas, kaip specifinis medijos vartojimo bidas, ir Lietuvos
fotografijos mokykla, kaip jo stilius, susiformavo dél nuoseklios medija
reguliuojancios institucijos — FMD — veiklos bei viso dispozityvo, kaip
sistemingo veikéjo-tinklo, funkcionavimo. Todél fotomenas ir jo
funkcionavimo principai yra neatsiecjami nuo FMD, kaip medijos
institucijos, funkcijy ir savybiy.

Priezastingumo rySiai tarp dispozityvo elementy rodo stiliaus, diskurso
struktiiros ir institucijos veiklos vientisumg ir stabilumg tam tikru
laikotarpiu. Fotomeno diskursas tirtuoju laikotarpiu funkcionavo kaip
galios-zinojimo sgveikos tarp socrealizmo principy ir fotomenininky
intencijy rezultatas, tod¢l buvo pripazjstamas, jteisintas ir panaudotas
visuomeneés vystymuisi pageidaujama kryptimi skatinti.

Lietuvos fotografijos dispozityvas buvo istoriSkai specifiSkas medijos
darinys, susidedantis 1§ LTSR Fotografijos meno draugijos, fotomeno ir
taikomosios fotografijos diskursy bei juos palaikancios infrastruktiiros
(teoriniy ir metodiniy leidiniy bei organizaciniy dokumenty), technologiniy

salygy ir to laikmecio komunikaciniy konvencijy, kurias iSreiské stilius.
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Nors Sis dispozityvas, pasikeitus kontekstui, patyré 10z ir institucija
prarado fotografijos medijos reguliavimo monopolj, tafiau jo galios

pédsakai aptinkami ir dabar.

Metodologija ir metodai

Pirmojoje ir antrojoje dalyse naudojamasi teorijy analize ir sinteze.
Treciojoje dalyje konkreCiai empirinei medziagai iSanalizuoti taikoma (tekstinio ir
vizualinio) diskurso analizé, turinio analizé, dokumenty analizé¢, kokybinis pusiau
strukttiruotas interviu.

Konstruojant kokybinio tyrimo metodologijag ir renkantis metodus,
laikomasi pragmatizmo prieigos (Creswell 2007: 22-23), kuria remiantis pasitelkiama
interdisciplininé metodologija ir metodai, orientuoti ] tyrimo objekta ir | prakting nauda
sprendziant problemas, o ne ] konkretaus mokslo tyrimy lauka. Disertacija yra
multidisciplining, derinanti komunikacijos ir medijy mokslus, menotyra ir vizualumo
studijas.

Disertacija remiasi kritine komunikacijos ir medijy moksly prieiga. Kritin¢
komunikacijos moksly prieiga nagrin¢ja medijy priklausomybe nuo ekonominiy,
politiniy ir ideologiniy galios apraisSky visuomen¢je (Kirtiklis 2009: 17-19) ir
,privilegijuoja kokybinius tyrimy metodus bei kultiiriny poZzitr; ; komunikacijg*
(Kirtiklis  2009: 60). Viena 1§ pagrindiniy kritinés prieigos krypéiy yra
poststruktiiralizmas (Littlejohn 1999: 234-238), kurio atstovy pozitiriy analizé pirmojoje
(Vilemas Flusseris, Michelis Foucault, Raymond Williams ir kiti) ir antrojoje (Michelis
Foucault, Giles Deleuze‘as, Bruno Latouras, Johnas Law ir kiti) disertacijos dalyse
sudaro teorinj pagrinda, taikomg ir treCiojoje empirin¢je dalyje.

Disertacijoje laikomasi poststruktiiralistinio poziiirio ;] medijy teorijas, kuris
vengia esencialistinio ir funkcionalistinio teorijos traktavimo. Poststruktiiralizmo teorijos
remiasi reliatyvizmu, t.y. neigia, kad jmanomas objektyvus Zinojimas ir viena tiesa.
Poststrukturalizmas savo esme yra ir antihumanistinis, nes labiau vertina sistemas nei
individus, tac¢iau nebetiki, kad sistemos gali biiti suprastos atskleidziant giluming
struktiirg, todel 1§ esmés nagrinéja sarysius tarp struktiros elementy (Murdoch 2006: 9—

10) — tuo uzsiima ir veikéjo-tinklo teorija. Todél laikantis poststruktiiralizmo pozicijos
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nejmanoma sukurti griezto ir baigtinio teorinio analizés modelio, nes jis galutinai
suformuojamas tik atliekant konkrety empirinj tyrima.

Vienas pagrindiniy metodologijos ramsc¢iy yra Michelio Foucault idéjos apie
galig, zinojimg ir diskursa, kurios Zymi tradiciniy socialiniy moksly lazj, nes teigia
objektyviy metody nepajéguma spresti mokslines problemas. Todeél Foucault savo
tyrimuose daugiau naudojasi subjektyviu ir antiesencialistiniu pozitriu, kai metodai
taikomi eklektiskai ir implicitiSkai, o argumentai nuolat iliustruojami pavyzdziais i$
istorinty Saltinty (Williams 2003: 60). Disertacijoje remiamasi i§ Foucault darby
kildinama diskurso analize, kuri prapleciama iki dispozityvo analizés.

Darbo antrojoje dalyje sukonstruojamas medijos dispozityvo analizés
modelis, kuris véliau naudojamas tyrimui atlikti. Dispozityvas suvokiamas Kkaip
kompleksiskas ir istoriSkai specifiSkas darinys, gaminantis Zinias ir tuo paciu ju
formuojamas (pvz., fotografija traktuojama kaip Ziniy—galios sgveikos rezultatas).
I8skleidus dispozityvo samprata, jis apibréziamas kaip tinklas tarp diskurso, institucijos
ir jvairty juos reguliuojanc¢iy taisykliy bei nuostaty. Fotografijos dispozityvui, kaip
kompleksiskam tinklui, ir jo vidinei sgveikai atskleisti pasitelkiama veikéjo-tinklo teorija
(Actor-Network theory— ANT) bei diskurso analizé. Veikéjo-tinklo teorija
(pagrindiniai teoretikai: Bruno Latouras, Johnas Law ir kiti) aiskina, kaip 1S
heterogeniSky elementy susidaro tinklai ir kaip jie funkcionuoja bei tampa stabilis ir
nepakei¢iami. Si teorija jungia socialiniy ir technologiniy tinkly sampratas, teigdama,
kad tiek zmonés, tiek dalykai turi veiksnumg (angl. agency), kuris leidzia tinklui
efektyviai funkcionuoti. Disertacijoje savoka ,veikéjas®“ vartojama turint omenyje
,veikiantjji“, t. y. nurodant nebiitinai ; zmogiska subjekta, bet ir  dalyka, galint] veikti ir
paveikti.

Sukonstravus metodologija, uzdaviniams jgyvendinti pasitelkiami konkretiis
metodai: turinio analizé, dokumenty analiz¢ ir interviu. Laikomasi nuostatos, kad
dispozityvo analizé¢ yra brikoliazo principu taikoma metodologija, kur diskurso analizé
persipina su fakty ir dokumenty interpretacija, statistikos analize, galios dekonstrukcija ir
kritine analize (Jager 2009: 60). Greta tekstinio problemy formulavimo ir sprendimo
btido naudojamasi ir vizualizavimo metodais (pvz., Zemélapiy braizymu), kurie padeda

atskleisti dispozityvo, kaip tinklo, kompleksiskumag ir sarySius tarp jo elementy.
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TreCiojoje dalyje tyrin¢jant sovietinj laikotarpj ir jo medZiagg remiamasi
postrevizionistine sovietologijos ir istorijos studijy paradigma, kuri, uzuot akcentavusi
sistemos totalitarizmg, daugiausiai démesio skiria mikro- ir kasdienybés istorijjoms,
socialiniy grupiy vidinei bei iSorinei (politinei) komunikacijai, ideologiniy nuostaty
jgyvendinimui  kasdienybéje ir akcentuoja sovietinés visuomenés ir valstybés

modern¢jimg (Ivanauskas 2008: 6-8).

Naujumas ir reik§mé

Tarptautiniame ir nacionaliniame mokslo diskurse nauja tiek Sioje
disertacijoje konstruojama tyrimo metodologija, tiek jos tyrimo objektas. Dispozityvas,
kaip analizés kategorija, naudojamas tyrimuose jau keleta deSimtmeciy, taciau tik
pastargj] deSimtmet] (Hickethier 2003) jis buvo konceptualizuotas ir pritaikytas medijy
funkcionavimui ir raidai analizuoti. Vis délto medijos dispozityvo modelis dazniausiai
taikytas kinui ir televizijai nagrinéti, tuo tarpu fotografija buvo tyrin¢jama i§ kity
pozicijy: semiotikos, menotyros, kulttiros studijy ir pan. Taigi dispozityvo modelis Cia
pirmakart medijy moksluose adaptuojamas ir pritaikomas fotografijos medijos analizei.
Be to, naujas ir iki Siol empiriniuose tyrimuose nenaudotas metodologinis derinys
(Bennet 2007, Couldry 2004) — dispozityvo analiz¢ ir veikéjo-tinklo teorija medijy
moksly kontekste.

Tyrimo objektas — fotografija kaip medijos dispozityvas Lietuvoje XX a.
septintajame—devintajame deSimtmetyje — iSsamiai taip pat dar netyrinétas. Publikuoti tik
pavieniai straipsniai ir mokslo studijos (Matulyteé 2003, 2005; NaruSyte 2008),
daugiausia skirtos fotografijos estetiniams aspektams analizuoti, taciau vientisos
diskurso ar juo labiau dispozityvo analizés néra. Nors panaSiy tyrimy esama gretimose
srityse (pvz., menotyros (Trilupaityte 2002, 2006), kur nagriné¢jami institucionalizuotos
dailés aspektai), taCiau Lietuvos komunikacijos, medijy moksluose bei vizualumo
studijose fotografija dar yra visiSkai naujas objektas.

Disertacija prisidés prie komunikacijos ir medijy moksly teoriniy ir
metodologiniy diskusijy, jas papildydama medijos dispozityvo analizés modeliu —
perspektyviu medijy istorijos nagrinéjimo instrumentu. Lietuvoje dar netaikytos medijy
ir dispozityvo teorijos praplés sglyginai naujg komunikacijos ir medijy teorijy ir tyrimy

laukg. Atliktas tyrimas reikSmingas Lietuvoje, nes pasiiilo kompleksiska poziiir] ]
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fotografija ir analizuoja moksliniame diskurse vis dar retg tyrimo objekta, o tarptautiniu
mastu jis svarbus, nes papildo fotografijos institucionalizavimo tyrimus nauju iStirtu
laikotarpiu ir geografine erdve.

Darbas praktine prasme bus naudingas ne tik fotografijos kuratoriams,
kolekcionieriams, muziejininkams, bet ir gretimy medijy tyréjams (ir profesionalams)
bei kity sri¢iy specialistams — Zurnalistams, dailétyrininkams, bibliotekininkams ir
knygotyrininkams — kaip palyginamyjy studijy atspirties taskas. Kadangi darbas yra
multidisciplininis, jame nagrin€¢jama problematika bus jdomi istorikams, sociologams,

filosofams bei visiems, besidomintiems fotografija ir medijy mokslais.

Struktiira

Darbg sudaro jvadas, iSvados ir trys dalys. Pirmojoje dalyje nagrinéjamas,
apibréziamas ir charakterizuojamas disertacijos objektas — fotografijos medija. Medijy
mokslai yra nauja sritis Lietuvoje, todél pirmiausia svarbu jvesti sgvokas ir jas
konceptualizuoti. Cia atlickama nuodugni teorijy analizé, apibréziant medija, kurios
samprata bus panaudota tyrimo metodologijai konstruoti ir analizei atlikti. Be to,
sickiama iSskirti fotografijos funkcijas ir apibrézti ja kaip medijg, neatsiejamg nuo
palaikancios bei reguliuojancios institucijos ir sociokulttirinés aplinkos.

Antrojoje dalyje, sprendziant kompleksiS8ko poziiirio | medijg problema,
atlickama teorijy analiz¢é ir sintez¢ ir apibréziama pagrindiné medijos analizés sgvoka —
dispozityvas, kurio samprata yra susiaurinama iki medijy dispozityvo. Konstruojant
analizés model] susiduriama su dispozityvo operacionalizavimo problema, todél
pasitelkiama veikéjo-tinklo teorija, kuri pasiiilo biida, kaip susieti skirtingus dispozityvo
elementus: institucijg, diskursus, reguliuojancias taisykles, filosofines taisykles ir
technologines salygas.

Galiausiai treCiojoje dalyje aptariamas tyrimo objekto kontekstas ir
atlickama analizé, pabaigoje jvertinant dispozityvo analizés metodologijos efektyvuma ir
atskleidziant jos privalumus ir trikumus. Fotografijos medijos analizé pradedama nuo
detalios ja palaikancios institucijos analizés, kuri atskleidzia fotografijos medijos
funkcionavimg XX a. septintojo—devintojo deSimtmecio Lietuvoje jtakojusius veiksnius
(fotomenininky intencijas, socrealizmo kanonus bei institucijos mechanizmus) ir jy

sgveika. Toliau analizuojamas fotomeno diskursas (pluostas ir tipiSki fragmentai) bei ji
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palaikanti infrastrukttira. Apibiidinant dispozityvo elementy sgveika ir jo funkcionavimo
ypatybes, jvertinamos sglygos, kuriomis buvo gauti rezultatai, t.y. aptariami medijos
dispozityvo modelio taikymo fotografijai analizuoti privalumai ir trikumai. ISvadose

apibendrinami rezultatai bei pristatomos tolesniy tyrimy perspektyvos.

DISERTACIJOS DALIU SANTRAUKA

1. Fotografijos medijos samprata

Nors sgvoka ,,medija“ komunikacijos moksly kontekste pradéta vartoti nuo
septintojo deSimtmecio (McLuhan 1964; liet. 2003), taciau iki Siol néra suformuluoto
aiSkaus jos apibrézimo. Medijos sampratg bei tuo paciu medijy mokslus komplikuoja
metaforos, vartojamos medijai apibrézti: nuo to, kaip mes uzduodame ir apmagstome
klausimg apie medijos vieta, keiciasi sgry$iai tarp koncepcijy ir medijy metafory (Tholen
2002). Todél pacios medijos sampratg reikalinga kaskart apibrézti atsizvelgiant | tyrimo
specifika ir tikslus.

Savoka ,,medija“ pagal Zodyny apibrézimus yra vartojama labai skirtingomis
reikSmeémis: nuo labai materialaus ir technologiSko apibrézimo (medija kaip tam tikro
turinio ar informacijos laikmena (popierius, CD ir pan.)) iki visiSkai abstraktaus, kai
medija yra komunikacijos sistemos visuma (technologija, latkmena, siuntéjas/gavéjas,
institucija). Lietuviy kalboje skirtingoms angly kalbos Zodzio ,,medium® reikSméms
jvardinti egzistuoja skirtingi terminai: laikmena, terpe, aplinka, priemoné, tarpininkas,
tod¢l reikia pasinaudoti kalbos turtingumu ir moksliniame diskurse apibrézti medijg
siaurgja prasme (viena reikSme).

Remiantis Hickethierio (2003) ir kity medijy ir komunikacijos teoretiky
medijos samprata, matoma, kad ji yra sudéting, todel reikia atskleisti jg sudarancius
elementus ir sukonstruoti integralig sampratg. Pirmiausia, medijos samprata néra tapati
technologijai, nes medija— tai technologijos pasitelkimas siekiant komunikuoti ar
iSreiksti (Lister 2003, Williams 2003). Medija ¢ia apibréziama kaip skirtingas funkcijas
(stebgjimo, jraSymo ir apdorojimo bei perdavimo) akumuliavusi medija, dar vadinama
komunikacijos medija (Hickethier 2003).

Reziumuojant diskusija apie medijos samprata komunikacijos moksluose,

teigiama, kad medija — tai ne tik pati komunikacijos funkcijas turinti priemoné, bet ir
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visa sistema, atliekanti kompleksiSkas komunikacijos funkcijas. Taigi medija
apibréziama integraliai — kaip technologijos, turinio ir institucijos, reguliuojancios
medijos praktika, derinys. Galiausiai sudaroma tokia medijos sampratos formuluoté:
medija = technologija su intencija (komunikacijos, socialine, menine ir t. t.) + laitkmena
su turiniu. Be to, reikia nepamirsti, kad $i formulé galioja tik jg siejant su institucija,
kadangi medija savarankiSkai 1§ esmés neegzistuoja (Tagg 1988) ir jos diskursg
konstruoja atitinkama institucija (Watney 1999).

Taikant $i1g formuluote konkre¢iai medijai — fotografijai — teigiama, kad
fotografijos medija = fotografijos technologija su intencija + nuotrauka, kur nuotrauka =
latkmena + turinys (ir nuotraukoje iSreikStas medialumas — medijos technologinés ir
estetinés savybés). Laikmena fotografijos atveju biity popierius, ekranas ar bet koks kitas
pavirsius, kuris suteikia galimybe matyti fotografijos turinj — atvaizda.

I aparatinés fotografijos medijos sampratg jjungiamos Flusserio (2000)
fotografijos savokos, padésianCios iSanalizuoti fotografijos medialumg: intencija,
programa, aparatas, taip pat fotografijos produkcijos ir distribucijos mechanizmai.
Plétojant sampratg atskleidziami santykiai tarp Siy sgvoky, pavyzdziui, kaip operatoriaus
intencija kovoja su kameros programa ir kaip tai sglygoja galutinj rezultatg.

Reziumuojant konstatuojama, kad fotografijos medija yra technologijos
su intencija ir turinio su laikmena kompleksas drauge su socialiniu kontekstu,
kuriame medijos produkcija ir distribucija reguliuoja institucija. Taciau Sios
sampratos taikymui tyrime triikksta visus elementus jungiancios sgvokos, kuri galéty tapti
medijos analizés metodologijos pagrindu. Todél keliama prielaida, kad biity prasminga
pasitelkti skirtingus elementus susiejancig dispozityvo sampratg ir atsakyti j klausima,
kokia buvo medijos konfigiiracija Lietuvoje XX a. septintajame deSimtmetyje ir kaip ji
plétojosi ir kito iki devintojo deSimtmecio pabaigos. Pasak Franko Kesslerio, ,,skirtingais
istorijos momentais medija gali sukurti specifing ir (laikinai) dominuojancia
konfigiiracija, susidedancig i§ technologijos, turinio ir suvokimo budy*“. Tod¢l Sios
konfigtiracijos analiz¢ gali pasitarnauti kaip euristinis jrankis tyrinéjant, kaip medijos
iSgyvena istorinius pokycius (Kessler 2007).

Keliama prielaida, kad teoriné dispozityvo prieiga galéty argumentuotai

atskleisti fotografijos medijos santykius su galia bei jos salygojamu diskursu.
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Dispozityvo samprata leisty susieti medijos turinius, institucijg ir jg reguliuojancius

veiksnius ] heterogeniska visumg bei jg iSanalizuoti.

2. Medijos dispozityvo analizés metodologija

Fotografijos medijai analizuoti pasitelkiama 1§ poststruktiralistiniy teorijy
kilusi dispozityvo sgvoka. Taciau kadangi pati dispozityvo samprata yra problemiska ir
kol kas retai pasitelkiama medijy tyrimuose, antra disertacijos dalis skiriama nuodugniai
jos analizei ir operacionalizavimui.

Dispozityvo sampratos pasirinkimas grindZziamas vokieciy medijy teoretiko
Knuto Hickethierio (1995, 1997) teiginiu, kad medijos istorija turéty biti tyrin¢jama kaip
dispozityvo istorija, nes $i sgvoka sugeba konstruktyviai j visumg sujungti skirtingas
medijos dimensijas: technologine, ekonoming ir institucing. Janas Hansas (2001/2002)
pritaria, teigdamas, kad dispozityvo modelio taikymas yra parankus medijy istorijai
raSyti kaip bandymas apraSyti medijy makrolygj ir tuo paciu nustatyti santykius su
mikrolygiu. Todél remiantis Foucault (1980) sukonstruota dispozityvo samprata (dar
jvardijama kaip iSpléstinis diskursas), yra toliau plétojama ir jungiant su medijy
teorijomis suformuluojama medijos dispozityvo samprata.

Medijos dispozityvas apibréziamas kaip kompleksiska sgveika tarp medijos
institucijos, komunikaciniy konvencijy (iSreikSty per stiliy), diskurso, reguliuojanciy
institucijos taisykliy, filosofiniy teiginiy ir technologiniy salygy. Medijos dispozityvas
operuoja specifiska tam tikros epochos zinojimo ir komunikacijos matrica, kuri susidaro
reaguodama ] specifinj poreikj.

Siekiant operacionalizuoti dispozityvo sgvoka, sukonstruojamas medijos
dispozityvo modelis (pav. 1) ir i§ dalies atskleidZziama sgveika tarp jo elementy. Kadangi
medijos dispozityva (tinklg) vienija sudétingi ir daugiakrypciai rySiai (galios santykiai),
ir jie, ir kiekvienas elementas gali biiti atskleidziamas tik nagrin¢jant jo sgveika su kitais.
Tam pasitelkiama tinkama smulkesnio lygmens teorija ir sukonstruota dispozityvo

analizés metodologija.
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Paveikslas Nr. 1. Medijos dispozityvo modelis
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Remiamasi Siegfriedo Jagerio (2009) nuostata, kad Foucault naudojo
dispozityvo analizés metodologijg implicitiSkai, todél tik 1§ specifiSky diskurso analizés
bei dispozityvo sampratos junginiy, priklausomai nuo konkretaus tyrimo objekto,
Imanoma sukonstruoti eksplicitiS§kg dispozityvo analizés metodologija. Ji turéty remtis
ne tik diskurso analize, bet akcentuoti ir kity dispozityvo démeny analize. SprendZiant
operacionalizacijos problemg pasitelkiama veikéjo-tinklo teorija (Actor-network theory,
trumpinama kaip ANT), nagrinéjamg reiSkinj traktuojanti kaip materialinj-semiotinj
tinkla. Veikéjo-tinklo teorija remiasi Foucault galios samprata ir yra kilusi i§ tos pacios
poststruktiiralistinés  teorinés  paradigmos, tod¢l jg  galima derinti  su
poststruktiiralistinémis medijy teorijomis (Bennet 2007, Couldry 2004). Dispozityvas Cia
suprantamas kaip galios tinklo id¢ja, o veikejo-tinklo teorija padeda susieti skirtingus

elementus — veikéjus — ir iSskleisti, kaip galia veikia ir sujungia, palaiko bei perteikia
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tinklg. Nagrinédama veikéjo-tinklo atsiradimg ir dinamikg, ANT kelia tokius klausimus
(Crawford 2004): kaip tinklas tampa darnus ir tankus (stabilizuojasi), kaip jis
organizuoja ir perteikia elementus, kaip tampa testinis ir patvarus bei kaip jtraukia kitus
tapti dalininkais, kaip jis suteikia savybes bei motyvacijas veikéjams ir kaip supaprastéja

bei tampa funkciSkai nepakei€iamas.

Metody pasirinkimas ir derinimas

ApraSant veikéjo-tinklo dinamika kartu vyksta ir jos aiSkinimas: ANT
sujungia Siuos du procesus, kadangi ji laikosi poststrukturalistinio poziiirio ir kalba apie
vieno lygmens realybe be paslépty struktiiry. Veikéjo-tinklo teorijos taikymo rezultatas
yra tekstas arba, kitaip tariant, tekstinis pasakojimas (fextual account), kuris atkuria ir
1Stiria tinkla, susidedantj 1§ veiksmy sekos.

Veikéjo-tinklo teorija duomenims, reikalingiems tinkly atvaizdavimui,
surinkti dazniausiai taiko steb¢jimo metoda, taciau Siuo atveju jis nejmanomas dél
tyrin¢jamo reiskinio istoriSkumo. Daroma prielaida, kad kokybinis interviu metodas gali
pakeisti stebéjimo metoda, nes pokalbiai su veikéjais ir jy i§sakomi detaliis nagrinéjamo
reiSkinio apibiidinimai sudaro pakankamai iSsamy reiSkinio vaizda, kurj savo ruoztu
papildo surinkty dokumenty analizé. Pasirinktas pusiau struktiiruoto giluminio
kokybinio interviu metodas (Kvale 1996, 2007) reikalingas kaip papildomas metodas
faktinei informacijai ir vertinimams apie fotografijos medijg ir kasdienes LTSR
Fotografijos meno draugijos funkcionavimo rutinas gauti. Pusiau struktiiruotas interviu
néra pasitelkiamas gryngja forma, bet turi ir etnografinio interviu savybiy, o tai
pagrindzia galimybe interviu metodg taikyti vietoj stebéjimo ir gauti produktyviy
rezultaty (Flick 2009). Be to, interviu padeda jprasminti (,,sugyvinti) dokumentus bei
suteikia patiems dispozityvo elementams daugiau veiksnumo, nes leidzia tyrinéti jy
pozicijg medijos funkcionavimo procesuose.

Kokybinis pusiau struktiiruotas interviu naudojamas nagrin¢jant institucijos
veiklos mechanizma, medijos stiliy ir filosofinius teiginius. Surinkti subjektyviis teiginiai
padeda atskleisti nagrin¢jamo reiSkinio kompleksiSkumag ir veikéjy sgveika su
dokumentais (pastaryjy veikima). Gauty duomeny patikimumg didina motyvuotai
pasirinkti veikéjai, tyréjo pasirengimas ir nagrin¢jamo reiskinio iSmanymas, todel pries

darant interviu bitina atlikti dokumenty ir tekstinio diskurso analizg.
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Dokumenty analizé pasitelkiama kaip papildantis dispozityvo analizés
metodas. Dokumentuose jrasyti filosofiniai teiginiai apriboja diskursg ir nustato jo
funkcionavimo taisykles, todél jy analizé¢ pratgsia ir papildo diskurso analizg.
Dokumentai svarbiis analizuojant dispozityva, nes jie padaro vidines taisykles matomas
ir iSreikStas. Be to, dokumenty analizé padeda rekonstruoti konkretaus laikmecio
fotografijos dispozityva ir jo elementy sgveikas, remiantis uzfiksuotais faktais.

Dokumenty analizé pasirinkta atskleisti institucijos ir instituciniy taisykliy
funkcionavimg, taip pat jy itaka diskursui, nes dokumentuose jraSytos pagrindinés
kasdienés institucijos operacijos ir veiklos modeliai. Dokumenty analizé padidina
interviu metu gauty duomeny patikimumg, nes leidzia palyginti juos su faktine
informacija. Renkantis dokumentus analizei svarbus ne tik jy turinys, bet ir funkcijos bei
Ju, kaip veikejy, reikSme tinkle. Kokybinio interviu ir dokumenty analizés metodai
derinami, nes (1) norima padidinti gauty duomeny patikimuma; (2) taip tampa lengviau
apraSyti veikéjo-tinklo susiformavimg ir dinamika (interviu su veik¢jais padeda atskleisti
tinklo jungimosi motyvus, o dokumenty statistiniai duomenys leidZia atvaizduoti tinklo
masto kaitg). Toks metody derinys parankus ir analizuojant technologines salygas.
Veikéjui-tinklui apraSyti ir atvaizduoti taip pat taikomi vizualizavimo ir Zemélapiavimo
metodai, nes jie padeda iSskleisti sudétingas struktiiras ir sgsajas tarp jy (Gray ir Malins:
2004).

Kadangi dispozityvas yra laikomas diskurso plétiniu, diskurso analizé ir
turinio analizé yra pasirinktos kaip pagrindiniai pripazinti biidai atskleisti diskursa.
Tekstinio diskurso analizé padeda iSnagrinéti komunikacines konvencijas, iSreikStas
stiliy bei diskursg reguliuojanc¢iomis taisyklémis, o vizualinio diskurso analizé taikoma
medijos turiniams — fotografijoms. Diskurso analiz¢ kartu su turinio analize pasitelkiama
istirti  diskurso pluosto struktiirg (veikeéjus, pagrindinius teiginius, temas ir jy
pasikartojamumg) bei pavyzdinius (tipinius) diskurso fragmentus. Diskurso tyrimo
tikslas yra atskleisti jam biidingy teiginiy ir vizualiniy pasakymy grupes, kurios formuoja
kontekstualias reikSmes ir kuriy veikiamos zinios iSver¢iamos ] materialias formas, t.y.
fotografijas. Vizualiniams pasakymams savo ruoztu jtaka daro taisyklés, iSdéstytos
jvairiuose dokumentuose: nuostatuose, fotografijy vertinimo taisyklése, institucijos
Istatuose ir t. t., tad iSanalizavus visg sistemg gaunasi pilnas diskurso, o ji papildZius

likusiais esminiais elementais — dispozityvo vaizdas.
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Tekstinio diskurso analizé, t.y. nagrin¢jamo laikmecCio straipsniy ir
teoriniy bei metodiniy leidiniy analiz¢ iSrySkina vyraujancius filosofinius teiginius bei
komunikacines konvencijas. Gauti rezultatai nuolat lyginami su dokumenty analizés
metu gautais rezultatais taip padidinant tyrimo patikimumg. Kadangi norima iStirti
skirtingy démeny saveikas, ieSkoma teiginiy, bendry tekstiniam ir vizualiniam
diskursams. Vizualinio diskurso analizé atlickama dviem etapais: pirmajame siekiama
atskleisti diskurso pluosto temas, jy pasiskirstyma bei struktiirg, antrajame — identifikuoti
tipiSkus diskurso fragmentus ir juos iSanalizuoti. Tuomet ieSkoma koreliacijos tarp gauty
turinio analizés rezultaty. Galiausiai, suvedus visg dispozityvo vaizda, ieSkoma atitikimy
tarp skirtingy démeny analizés metu gauty rezultaty.

Sukonstruotas medijos dispozityvo modelis ir pasirinkti metodai bei jy
derinimas leidZia medijos dispozityva traktuoti kaip paranky instrumenta konkreciai

medijai analizuoti.

3. Lietuvos fotografijos dispozityvo analizé

Tiriamosios dalies tikslas yra pritaikyti (bei patikrinti) dispozityvo modelj
fotografijos medijos, funkcionuojancios tam tikru laikotarpiu (XX a. septintajame—
devintajame de$.) ir tam tikroje socialinéje-kultiirin¢je situacijoje, analizei. Tuo paciu
sickiama atskleisti Lietuvos fotografijos ypatybes ir galios santykius to meto aplinkoje.
Todél tyrime nagrinéjama, kaip veik¢é FMD reguliuojama fotografijos medija, kurdama
fotomeno diskursg ir vientisg stiliy bei medijos infrastruktiira.

Analizés medZziaga:

Interviu su pagrindiniais veike¢jais, institucijos dokumentai ir leidiniai,
teoriniai ir metodiniai leidiniai, fotografijy albumai, straipsniai spaudoje apie fotografija,
kontekstin¢ literatiira.

Tyrimo rezultatai (dispozityvo funkcionavimo ypatybés)

Analizuojant medziagg buvo atskleistas konkretaus laiko (XX a. septintojo—
devintojo des.) ir erdvés (Lietuva) fotografijos medijos funkcionavimo mechanizmas,
1$skirti jj sudarantys démenys bei iSanalizuotos jy sgveikos:

1) LTSR Fotografijos meno draugija, kuri institucionalizavo fotografijos medijg ir
reguliavo jos produkcijg bei distribucija. Institucija sukiir¢ padalinius ir jsteige

medijos reguliavimo vaidmenis kaip scenarijus, kuriuos atlikdavo atitinkami
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2)

3)

4)

specialistai. Institucija ne tik profesionalizavo fotografijos praktikg, bet ir
veikiama viso dispozityvo suformavo specifinj medijos vartojimo buda —
fotomeng. Perimdama vieng 1§ medijos savybiy— automatin} tiraZavimg —
institucija tapo svarbiu veiksniu, per distribucijos ir edukacijos mechanizmus
reprodukuojanciu fotomeng ir jo diskursa.
Stilius, kaip komunikaciniy konvencijy iSraiSka, buvo to laikmecio medijos
savybiy rinkinio, reguliuojanc¢iy taisykliy ir normy bei fotomenininky intencijy
sgveikos rezultatas. Viena vertus, jis funkcionavo kaip diskurso luobas ir
kontekstas, kita vertus, jis pats prisidéjo prie diskurso konstravimo. Vientisas ir
vyraujantis Lietuvos fotografijos mokyklos (LFM) stilius palengvino bei filtravo
zinly gamybg ir sklaidg dispozityve. Administracinés taisyklés (FMD) ir
nutarimai (Partijos, Kultliros ministerijos) taip pat salygojo stiliy ir diskursg.
Aptariant konvencijy ir fotomenininky intencijy sgaveika, nustatyta, kad ji buvo
semi-nonkonformistiné ir atitiko gretimos dailés srities situacija.
Diskursa sudar¢ tekstiniai ir vizualiniai teiginiai, kuriuos sglygojo
reguliuojancios taisyklés. Meninés fotografijos jvertinimo nuostatai konstravo
detalius fotomeno vertés kriterijus, kuriuos jgyvendino institucinis mechanizmas
— Meno taryba. Diskurso pluosty struktiiros analizé atskleidé dominuojancias
temas (kuriy centre — Zmogus ir jo veikla), kurios 1§ esmés atitiko vyraujanciy
komunikaciniy konvencijy ir jy pagrindo (socrealizmo) temas. ISskyrus tipiskus
diskurso fragmentus ir juos iSnagrinéjus, buvo identifikuoti pagrindiniai LFM
stilistiniai poliai, kurie atskleidé tiesioging sasaja tarp diskurso struktiiros,
konvencijy ir filosofiniy teiginiy. Be to, Sie poliai patvirtino diskurso vizualinio ir
tekstinio sluoksniy vientisuma.

Kontekstiniai démenys, jgalinantys ir jungiantys pagrindinius:

a. Institucinés taisyklés jkiinijo jvairias nuostatas ir filosofinius teiginius
kasdien¢je FMD veikloje. Jos veike kaip galios tinklelis, iSlaikantis institucinj
mechanizmg ir saglygojantis produkcijg ir distribucija. Pavyzdziui, taisyklémis
nustatomi kriterijai, kaip atskirti kokybiSkg fotomeng nuo nekokybisko ir kaip
iSmatuoti jo ekonoming vertg.

b. Filosofiniai teiginiai apémé ir teorines bei moralines nuostatas ir buvo

iSreiSkiami diskursg reprezentuojanciuose leidiniuose, kurie tuo paciu formavo
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ir stilistines nuostatas, sgveikaujan¢ias su intencijomis ir taisyklémis.

Pavyzdziui, Levo Anninskio suformuluoti teoriniai teiginiai knygoje Saulés

Sakose (liet. 2009; pirmakart 1984) pagrindé LFM stiliaus vienove ir logika.

Moralines nuostatas skleidé metodiniai leidiniai ir propagandinis darbas:

paskaitos, aptarimai, seminarai.

c. Technologinés salygos buvo tiesiogiai susijusios su institucija (FMD), nes ji

i§ esmes ne tik jgalino fotografijos produkcijg (suteikdama technologines

kiirybos salygas fotomenininkams), bet ir sukiir¢ bei palaiké distribucijos

aparatg. Pacios medijos technologinés galimybés d¢l laikmecio ekonominés

situacijos buvo labai ribotos, todé¢l institucinis palaikymas buvo esminis

fotomeno diskurso plétros veiksnys.

Vadinasi, fotografijos dispozityvas Lietuvoje XX a. septintajame—

devintajame deSimtmetyje funkcionavo kaip socrealizmo konvencijy, fotomenininky

kuriamy vaizduotés dariniy (jvaizdinty ziniy) ir technologiniy salygy, kurias palaiké

LTSR Fotografijos meno draugija, tinklas.

Pasitelkiant ~ veikéjo-tinklo  funkcionavimo  kriterijus  (atskleidziant

perteikimo strategijas), fotografijos dispozityvas apibiidinamas kaip:

D)

2)

3)

4)

Ilgalaikis, nes per pirmuosius FMD veiklos metus susiformavo aiski
veik¢jo-tinklo struktiira, kuri pradéjo kurti diskursg ir j; materializavo
visomis jmanomomis priemonémis (ilgalaikiSkumas pasireiské ir pacia
veiklos struktiira, kurios Serdis isliko iki Siol);

Mobilus, nes 1§ centro Vilniuje perkeélé ir jsteigé analogiskus
»skaiCiavimo centrus® (tinklo mazgus) kituose miestuose ir rajonuose;
Planingas, nes visa veikla buvo nuosekliai numatoma planuose ir
jvertinama ataskaitose;

Ekspansyvus, kadangi FMD veiké kaip idéjy ,,perteikimo centras* ne tik
skleisdama savo artefaktus — fotografijas po Lietuva, Sgjungg ir uzsienj,

bet ir riipindamasi diskurso legitimacija.

Priezastingumo ryS$iai tarp visy dispozityvo démeny lémeé darny jo

funkcionavima:

atliekant diskurso fragmento analize 1iSskirti stilistiniai poliai

(dokumentalumas, estetizmas, psichologizmas, romantizmas) rodo, kad fotografijy
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turinys ne tik atitiko diskursg reglamentuojanciy dokumenty nuostatas, bet buvo medijos
technologijos, veikéjy intencijos ir stilistinés programos sgveikos rezultatas. Be to,
fotografijos dispozityvo, kaip veik¢jo-tinklo, stabilumg jrodé¢ daugelis veiksniy: nuo
funkciniy padaliniy ir darbuotojy skaiciaus nusistovéjimo (kiekybiniai rodikliai) iki
1vaizdinty temy pastovaus skaiciaus diskurso pluoste bei stilistiniy poliy susiformavimo
(kiekybiniai ir kokybiniai rodikliai). Veikéjo-tinklo jsitvirtinimg zymi komunikaciniy
konvencijy ir bendro socrealizmo konteksto darnus atitikimas bei filosofiniy teiginiy,
legitimuojan¢iy diskursg, suformavimas ir nuolatiné reprodukcija. Veikeéjo-tinklo
stabilumg palaiké diskurso teiginiai, iSreik§ti dokumentuose ir leidiniuose, o
funkcionavimo kulminacijg veikéjas-tinklas pasieké XX a. devintojo deSimtmecio
viduryje, kai darbuotojy skaiCius buvo didZiausias ir Maskvos menotyrininkai iSleido
keleta monografijy, skirty Lietuvos fotografijos mokyklai analizuoti, taip moksliniais
teiginiais patvirtindami jo diskurso galig.

Fotografijos technologijos vartojimas su ,,menine* intencija atsirado i§ i§
poreikio jsteigti savarankiskg ir profesionaly medijos vartojimo biidg, kuris biity
salyginai nepriklausomas nuo ,taikomyjy“ intencijy. I§ dalies tai pavyko, taCiau
diskursas vis tiek funkcionavo fotomenininky intencijoms sgveikaujant su valstybeés
programomis. Lyginant su zurnalistika, kurios galia buvo sukoncentruota redakcijoje ir
pildé ziniy apie tikrove poreikj, ir kur svarbiausia buvo fotografijos dokumentalumas,
FMD galia slyp€jo Meno taryboje bei instituciniuose mechanizmuose, kurie kontroliavo
ekonomines ir politines gamybos salygas, o kuriamos Zzinios nors ir ne visuomet
prival¢jo biti tikroviskos, taiau buvo jvaizdinamos tam tikru vieningu stiliumi,

vadinamu Lietuvos fotografijos mokykla.

Tyrimo rezultaty santykis su Kitais tyrimais ir teorija

Lyginant gautus rezultatus su pirmojoje dalyje suformuluota fotografijos
samprata ir pirmosios bei antrosios dalies teorinémis nuostatomis, dauguma teiginiy
pasitvirtino. Atliktas tyrimas parodé, kad: (1) suformuluota ir Flusserio (2000)
teorinémis jzvalgomis papildyta fotografijos samprata buvo produktyviai pritaikyta
analizuojant fotografija; (2) fotografijos nejmanoma analizuoti atsietai nuo ja

reguliuojancios institucijos (Tagg 1988), bei patvirtino (3) Watney (1999) 1zvalgas apie
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butinybe atsizvelgti ne tik j estetinius, bet ir | socialinius medijos aspektus, kuriuos
jungiant uztikrinamas kompleksinis fotografijos medijos tyrimas.

Atliktas tyrimas papildé fotografijos istorikés Margaritos Matulytés (2005)
tyrimo rezultatus: greta instituciniy taisykliy ir sociopolitiniy nuostaty analizés atlikta
vizualinio diskurso analizé leido daryti iSvadas apie tekstinio ir vizualinio diskurso
atitikimus. Be to, tyrimas patvirtino fotomenininky intencijy sgsaja su vyraujan¢iomis
konvencijomis ir socrealistiniais reikalavimais. Buvo patvirtinta, kad $i priklausomybé
egzistavo iki pat XX a. devintojo deSimtmecio pabaigos, tuo tarpu Matulytés tyrimas
apeme 1958—1970 m.

Tyrimo rezultatai patvirtino ir Rosenblum (1978) suformuluotg stiliaus, kaip
socialinio produkto, sampratg, tafiau nepatvirtino jos iSvady, kad lyginant su
taikomosios fotografijos kiir¢jais meninés fotografijos kiiré¢jai produkcijos etape yra
laisvi (t. y. dirba be uzsakymy). Sj skirtuma galima paaiskinti tuo, kad (1) Rosenblum
tyrimo objekto kontekstas buvo visiSkai kitos sociopolitinés salygos (t.y. JAV
kapitalistiné meno sistema), o S§ioje disertacijoje tiriama kitokiy désniy valdoma
sovietin¢ situacija; (2) FMD buvo monopoliné¢ institucija, kontroliavusi fotomeno
produkcijg ir distribucija, tuo tarpu Vakaruose buvo daug fotomenu besirtipinanciy

institucijy ir jos dazniausiai kontroliuodavo tik distribucija.

ISVADOS

1. Fotografijos medija apibrézus kaip socialiniame kontekste veikiancig
technologija su komunikacine intencija ir atlikus tyrimg, galima konstatuoti, kad tokia
samprata komunikacijos moksluose yra perspektyvi ir leidzia atlikti su konkreciu laiku ir
erdve susietos fotografijos analize. Visuminj vaizdg atskleidé fotografijos ne kaip
turinio, bet kaip medijos, susidedancios i§ technologijos, laikmenos ir turinio (atvaizdy)
bei juos reguliuojancios institucijos, samprata. Nors dazniausiai tyrimuose fotografija yra
analizuojama tik kaip estetinis objektas (Narusyteé 2008, Pabedinskas 2009), disertacijoje
buvo parodyta, kad detalesnius rezultatus galima gauti ja apibréziant kaip daugianarj
darinj. Jvestos pagrindinés medijos sampratos kategorijos (intencija, aparatas) leido
konstatuoti, kad fotografijos technologija tampa medija, kai yra siuntéjas (operatorius),

siekiantis ja naudotis su komunikacine intencija. Siejant medijos sampratg su Flusserio
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fotografijos samprata, fotografijos medija apibrézta kaip kompleksiskas institucijos
reguliuojamas mechanizmas, apimantis produkcijg ir distribucijg.

2. Medijos dispozityvo analizés operacionalizavimas jungiant veikéjo-tinklo
teorijg ir diskurso analiz¢ i§ esmés pasiteisino, nes atliekant tyrimg leido susieti ir
1Sanalizuoti skirtingus démenis: institucijg, diskursg, komunikacines konvencijas bei
filosofinius teiginius, institucines taisykles ir technologines salygas. Disertacijoje
pateikta teoriné medZziaga ir tyrimas patvirtino Couldry (2004) ir Benneto (2007) keltas
prieclaidas apie dispozityvo sgvokos, veikéjo-tinklo teorijos ir medijy teorijy
suderinamumg. Foucault galios sampratos pagrindu buvo apibrézta dispozityvo kaip
kompleksisko tinklo sgvoka, kuri leido susieti heterogeniSkus elementus ir atskleisti
sudétinj medijos mechanizmg bei jo funkcionavimo ypatybes. Atlikus metodologinés
prieigos konstravimg ir empirinés medZiagos analizg, pasitvirtino prielaida apie
dispozityvo sampratos taikymo produktyvumag, nes dispozityvo modelis leido nagrinéti
fotografijos medija kaip kompleksiSska darinj, susidedant] i§ heterogeniSky elementy,
tokiy kaip institucija, diskursas, per stiliy iSreikStos komunikacinés konvencijos,
filosofiniai teiginiai, institucinés taisyklés ir technologinés salygos. Jy sasajas tapo
Jmanoma atskleisti ir iSanalizuoti papildzius dispozityvo prieiga veikejo-tinklo teorija,
jos konceptualiais instrumentais bei Zemélapiavimu, siekiant vizualiu atvaizdavimu
perprasti sudétingus daugiaplanius rySius. Atlikus tyrimg nustatyta, kad dispozityvo
prieiga yra tinkama istorinei medijy makroanalizei, kai tyrin¢jamas salyginai ilgas
chronologinis laikotarpis, nes, prieSingu atveju, biity neimanoma atskleisti elementy
sgveiky. D¢l pakankamo nagrinéjamo laikmecio plocio (trijy deSimtmeciy) buvo galima
identifikuoti dispozityvo, kaip veikéjo-tinklo, susiformavimo, stabilizavimosi ir liizio
taskus.

Disertacijoje buvo laikomasi poststruktiralistinés dispozityvo sampratos,
pagal kurig nejmanoma 1§ anksto numatyti grieztos modelio struktiros ir sgveikos tarp
jos elementy, nes ji atsiskleidzia tik tyrimo metu. Tod¢l detalesné saveika paaiskejo tik
tyrimo pabaigoje, sujungus visus elementus ] vientisg darinj ir iSskyrus jo funkcijas.
Poststruktiiralistiné procesinés ir lanks¢ios struktiiros samprata ¢ia buvo paranki, nes
leido tyrimo metu i§ dalies koreguoti bei tikslinti tyrimo klausimus. Vienintelé problema,
su kuria buvo susidurta taikant medijos dispozityvo model;, — tai ypa¢ didelis analizés

medziagos kiekis, tod¢él nebuvo jmanoma iSanalizuoti jos visos ir i§vados buvo daromos
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nagrinéjant tipinius dokumentus, tipines fotografijas ir pasikartojancius interviu metu
gautus teiginius. Daugeliu atvejy tipiSkumas buvo pagristas kiekybine analize, nors
keletu atvejy teko remtis subjektyvia tyré¢jo patirtimi, geru pasirengimu ir temos
iSmanymu.

3. Sukonstruotas ir darbe pateiktas universalus medijos dispozityvo modelis
buvo pritaikytas konkrec¢iai medijai konkreciu erdvélaikiu analizuoti, atskleidziant tirtos
medziagos apimtj ir jos specifiSkumg. Sukonstruota metodologija ir pasirinkta metody
kompleksg taikant empirinés medziagos analizei, atskleisti fotografijos medijos
funkcionavimo ypatumai Lietuvoje XX a. septintajame—devintajame deSimtmeciuose ir
patvirtinta teorin¢je diskusijoje iSkelta prielaida, kad fotomenas, kaip medijos vartojimo
budas, yra vieno pagrindiniy dispozityvo elementy — institucijos veiklos rezultatas.
Dispozityvo veikiama LTSR Fotografijos meno draugija (FMD) sukiiré ne tik fotomeno
diskursg, bet ir jam biiting palaikymo mechanizmg, sudarydama fotomeno gamybai ir
sklaidai technologines, politines ir ekonomines salygas. Be to, FMD suformavo
efektyvig diskursg formuojancig fotomeno kirybos ir sklaidos sistemg: atrinkimo ir
vertinimo elementus (Meno taryba), eksponavimo erdviy infrastruktiirg (galerijas ir kitas
vieSgsias erdves). Lyginant FMD su Siandieninémis fotografijos institucijomis Lietuvoje
ir uzsienyje, matyti, kad ji buvo unikali, i§ esmés pati save iSlaikanti sistema, siekianti
laisvos fotomeno saviraiS§kos, bet tuo paciu ir pasinaudojanti taikomosios fotografijos
teikiamais ekonominiais ir politiniais privalumais. Galima daryti iSvada, kad institucijos
s¢kmé plétojant fotomeno diskursg buvo jmanoma tik dél to, kad ji vykdé veikla
pasiremdama ir prisidengdama taikomosios fotografijos diskursu.

4. Komunikacinés konvencijos, pasireiSkusios per vientisg stiliy ir
pagrindinius 4 jo polius (dokumentalumas, estetizmas, psichologizmas ir romantizmas),
susiformavo kaip nuolatings institucijos ir fotomenininky intencijy saveikos rezultatas.
Tapes jteisintu, stilius dispozityvo galig perteikdavo per ekspansyvy ir intensyvy tinkla,
nes apie Lietuvos fotografijos mokyklg (LFM) ras¢ tiek visos Taryby Sajungos, tiek
uzsienio kritikai, o fotografijos buvo eksponuojamos visame pasaulyje. Susiformavusj
fotomeno diskursg ir vientisa LFM stiliy palaiké fotografijos albumai, metodiniai ir
teoriniai leidiniai bei edukaciniai renginiai. Diskursas apibrézé jo salygojamos grupés
(FMD administratoriy ir nariy) tapatybe ir priklausymg tam paciam veikéjui-tinklui.

Dispozityvo elementy sgveika suformavo vientisg fotografijos komunikacijos sistema su
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savais vertinimo kriterijais, kurie jkiinijo to laikmec¢io medialumo sampratg. Vizualinio
diskurso strukttiros ir tipisSky fragmenty analizé jrodé jo koreliacija su to laikmecio per
stiliy i8reikStomis konvencijomis bei filosofiniais, moraliniais ir moksliniais teiginiais.
Be to, identifikuota akivaizdi instituciniy taisykliy ir normy jtaka diskursui, o tai leidZia
daryti iSvada apie darnig dispozityvo elementy tarpusavio sgveikg. Jungiant diskurso
analizés rezultatus su institucijos analizés rezultatais, prieita prie iSvados, kad fotomenas,
kaip fotografijos vartojimo biidas, stabilizavosi ir galutinai pasieké brandg XX a.
devintojo deSimtmecio pirmoje puséje, kai nebekito nei FMD darbuotojy skaicius, nei
pagrindiniai diskurso teiginiai. Be to, fotomeno diskursg legitimavo tuo metu Maskvoje
ir Vilniyje iSleistos monografijos. Branduma jrodo ir tai, kad vaizdinis stabilumas (4
pagrindinai stilistiniai poliai) yra viso veikéjo-tinklo stabilumo dalis bei atitinka tekstinj
diskurso stabiluma, t. y. leidiniuose publikuojamus pasikartojancius teiginius apie ,,meile
gyvenimui®, , kasdienyb¢®, ,,démes] Zmogui® ir t. t.

5. Fotografijos dispozityvas funkcionavo kaip istoriskai specifiSka medijos
konfigiiracija, susijusi su XX a. septintojo—devintojo deSimtmeciy Lietuvos politinémis,
sociokulttirinémis, technologinémis ir ekonominémis sglygomis. Priezastingumo rysiai
siejo medijos institucija, diskursa, ji palaikancius mokslinius, filosofinius ir moralinius
teiginius, komunikacines konvencijas bei technologines salygas. Nagrin¢jant fotografijos
medija to laikmecio socialiniame, politiniame, technologiniame bei komunikaciniame
kontekste ir iSanalizavus galios struktiiras, buvo nustatyta, kad biitent viso dispozityvo
sistemingas funkcionavimas ir stabilumas lémé Lietuvos fotomeno stiliaus vientisuma
bei efektyvig diskurso sklaidg. Sovietmecio fotografijos dispozityvas funkcionuoja ir
dabar, nes jo tgstinumg galima jzvelgti Siandieninése parodose ir leidiniuose, taciau jo
galia ir struktiira yra pakitusi tiek dél kardinaliy vidiniy liZiy (pvz., institucijos poky¢iy),
tiek dél sgveikos su kitais dispozityvais.

Sovietmecio fotografijos dispozityva iSanalizuoti padéjo laiko distancija,
tac¢iau tuo paciu buvo susidurta ir su menku temos iStirtumu. Atliekant analiz¢ buvo
susidurta su paradoksu, kad fotomenas, tur¢jes vienas prasmes analizuojamu laikotarpiu,
Siandien perskaitomas visiSkai kitaip. Tad prieinama prie iSvados, kad vertinimas ir
reikSmiy perskaitymas visuomet yra kontekstualus, tod¢l kiekvienu atveju analizuojant
medijas reikia atsizvelgti 1 konkretaus erdveélaikio dispozityva, kuris leisty atskleisti

butent to laikmecio reikSmes.
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[ vientisg tinklg sujungti dispozityvo elementai ir atskleistos jo
funkcionavimo ypatybés bei jvertintos tyrimo sglygos apibréz¢ rezultaty interpretavimo
galimybes, leido jvardinti medijos dispozityvo modelio taikymo fotografijai privalumus
ir trikumus. Gauti tyrimo rezultatai taip pat buvo palyginti su teoriniais teiginiais ir kity
tyréjy rezultatais. ISanalizavus institucijos veiklg ir jos konteksta, stiliy bei jo sgveika su
fotomenininky intencijomis, diskurso pluostus, fragmentus bei infrastruktiira, pavyko
visus dispozityvo elementus sujungti j vientisg darinj, jvardinant konkrecias pacios FMD
ir fotografijos veik¢jo-tinklo funkcijas. FMD atliko Sias pagrindines funkcijas — kiirybos
skatinimo, taikomosios-gamybinés veiklos, fotografijos distribucijos, fotografinés
kultiiros plétojimo ir edukacijos; visam fotografijos veikéjui-tinklui priskirtinos platesnio
masto funkcijos: fotografijos kaip savarankiSkos medijos jsteigimas ir palaikymas,
fotomeno diskurso suformavimas, lokalizuoto fotomeno stiliaus vystymas ir sklaida,
konkreciy fotografijos temy jvaizdinimas ir palaikymas ir galiausiai — viso vizualinio
diskurso industrializacija.

Tyrimo apibendrinimas ir dispozityvo saveiky atskleidimas leido
identifikuoti sovietmecio fotografijos dispozityvo galios apraiSkas Siandieng ir iSkelti
prielaidg apie jo poveikio testinumg. Vis délto labiau pagristos iSvados Siuo klausimu
biuty jmanomos tik adaptavus dispozityvo modelj Siuolaikiniam sociopolitiniam bei
kultiiriniam kontekstui ir i1Sanalizavus Siuolaikinj fotografijos dispozityva bei jo sgveika
su sovietmecio fotografijos dispozityvu.

Atlikta XX a. septintojo—devintojo deSimtmeciy Lietuvos fotografijos
dispozityvo analizé atveria perspektyva medijy komparatyvistikai, kuri galéty nagrinéti
fotografijos santykius su kitomis vizualinémis to laikotarpio medijomis: televizija, kinu
ir jy dispozityvais. Darant prielaida, kad jie sgveikavo, biity galima ieSkoti atsakymo 1

klausima, kaip jie konkuravo ir veiké vienas kita.

Bréziant tolimesniy fotografijos tyrimy gaires, verta pastebéti, kad
fotografija skaitmeniniy technologijy amziuje susiduria su epistemologinémis
problemomis, nes vis maZzéja pasitik¢jimas ja kaip tiesa, tuo tarpu industriniy
(mechaniniy) technologijy amziuje dél technologiniy galimybiy (reprodukcijos ir

manipuliacijos) ribotumo fotografija buvo praktiskai lygiaverti tiesai. Informacinéje

58



visuomenéje vizualinés manipuliacijos dazniausiai atliekamos pasitelkiant technologijas,
tuo tarpu industrinéje/sovietingje visuomenéje tai buvo daroma per institucinés galios
mechanizmus. Taigi galima formuluoti prielaida, kuriai pagristi butini tolesni tyrimai,
kad fotografiné manipuliacija vizualinés komunikacijos sistemoje peréjo i8S

biurokratinés-organizacingés ] technologing-skaitmenineg.

Be to, fotografijos medija tyrinéjamu laikotarpiu atitiko socialines ir
estetines nuostatas, kurias i§ esmés reguliavo valstybé ir partija. Medijos savybés ir
veikimo principai atitiko modernizacijos logika, tuo tarpu jvykus sociopolitiniams ir
ekonominiams sistemos pokycCiams ir uz keleto mety prasidé¢jus technologiniams
pokyCiams  (vystantis skaitmeninei fotografijai), fotografijos medija tapo
informacionalizacijos varikliu, nes sugebé¢jo daugintis milziniSkais mastais tiek
socialingje, tick technologinéje sanklodoje. Si jzvalga galéty tapti galimo skaitmeninés
fotografijos dispozityvo tyrimo, o veliau — ir jo palyginimo su Siame darbe tirtu ir

atskleistu istoriniu sovietmecio fotografijos medijos dispozityvu pagrindu.
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