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Vienas su laivu ,Sovetskaja Litva“ susijes okupuotos Lietuvos
istorijos faktas.

1970 m. per JAV ir SSRS Zvejybos organizacijy atstovy susi-
tikima, vykusj JAV teritoriniuose vandenyse, Klaipédos laivyno
plaukiojanciosios bazés ,Sovetskaja Litva“ jlreivis radistas
Simas Kudirka persoko j JAV pakrantés apsaugos laiva ,Vigilant*
ir papraseé politinio prieglobscio. JAV pakranciy apsaugos
pareigtinai, ignoruodami savo $alies tradicija suteikti politine
globa, sudaré salygas jareivj sulaikyti ir prievarta graZinti j SSRS
laiva. 1971 m. S. Kudirka buvo nuteistas 10 mety kaléti uz tévynés
iSdavima, taciau 1974 m., jo motinai suteikus JAV pilietybe,
i$ kaléjimo buvo ileistas ir su Seima emigravo j JAV.

Sis komentaras, zinoma, nepublikuotas sovietmeciu.

Vaclovas Straukas,
Uoste, 1977







Pratarme

Si eiliné dokumentiné fotografija iliustruoja Zinute, paskelbta
1956 m. Zurnalo ,Svyturys® skiltyje ,Tai mums nepatinka®, Kriti-
kuotas Kauno autobusy stoties darbas: eilés prie biliety kasos, lau-
kian¢iy keleiviy spustis stoteléje, véluojantys arba neatvykstantys
autobusai. Tokia sovietinés Lietuvos kasdienybé buvo pazjstama
ir neslepiama — juk tai tik menkos socialinés problemos. Tad nihil
obstat — niekas nekliudo publikuoti fotografijos, tereikia retusuoti
kareivj, kad nekilty jokiy abejoniy ar nereikalingy klausimy, kad
neatsirasty jokiy poteks¢iy. Sena ir patikimai veikianti baznyti-
nés cenzaros formulé atspindi ir socializmo doktrinos diegimo
pobudi — gali viesai reikstis, jeigu paisai partijos apibrézty dogmu,
jeigu tavo idéjos yra politiSkai sgmoningos ir sutampa su partijos
tikslais, jeigu tavo veiksmai adekvatis socialistinei gyvensenai ir
padeda partijai jgyvendinti savo planus.

Gimiau ir augau gudziais sovietiniais laikais, ta¢iau, sistemos
taisykles perpratusi jau vaikystéje, taip ir nei$mokau prie jy prisitai-
kyti. Galbut dél to taip vélai, tik nepriklausomybés metais, sugebé-
jau save realizuoti. Si knyga atskleidzia vieng mano mégstamiausiy
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moksliniy interesy sri¢iy — Lietuvos fotografija sovietmeciu, kuria
nuosekliai tyrinéju nuo 2003 mety. Uz tai, kad buvau jtraukta j

Lietuvos gyventojy genocido ir rezistencijos tyrimo centro moks-
liniy tyrimy programa ,Kultarinio gyvenimo sovietizavimas

Lietuvoje 1940-1990 m.; esu dékinga dr. Aranui Streikui, kurio

kompetentingi ir i$mintingi patarimai lydéjo mano tiriamajj darba

nuo pirmojo straipsnio iki paskutinio $ios monografijos puslapio.
Giliau pazvelgti j sovieting kultara paskatino brity dokumenta-
listas Richardas Heringas — a¢ia jam uzZ individualias paskaitas

apie Vakary sovietologijos mokyklas, Sergejaus Eizensteino filmy

struktiira, Dmitrijaus Sostakovi¢iaus kiriniy groteska ir, Zinoma,
uz paskatinima ne sekti jo pateiktais pavyzdziais, o iSreiksti as-
meninj mokslinj poziarj j problemga. Tai ir stengiausi saZiningai

atlikti — iStirti, suprasti, susisteminti ir atrasti savo metodine pri-
eiga prie dramatigko laiko, kontroversiskos talentingy karéjy elg-
senos ir jy karybos. Ta¢iau vargu ar pavykty i$gryninti svarstymus

ir i$vengti klaidy be Lietuvos istorijos, kultaros ir meno teorijos

specialisty vertingy patarimuy, patikslinimy, nuorody ir kolegiskos

kritikos. Dékoju uz tai istorikams dr. Sauliui Kaubriui, dr. Algirdui

Jakubdioniui, dr. Valdemarui Klumbiui, dr. Rasai Cepaitienei,
dr. Marijai Drémaitei, dr. Ramiinui Trimakui, Daliui Zygeliui,
kuris labai padéjo dirbant su Ypatingojo archyvo bylomis, meno-
tyrininkéms dr. Skaidrai Trilupaitytei, dr. Erikai Grigoravi¢ienei

ir dr. Laimai Lauckaitei.

Taip pat esu labai dékinga visiems autoriams, kurie priémé gal-
bat ne visada jiems palankias ir patrauklias mano jzvalgas, taciau
be kompromisy suteiké galimybe susipazinti su jy kolekcijomis
ir publikuoti pasirinktus karinius. Savo tiriamajame darbe gausiai
remiuosi archyviniais $altiniais, kuriems tirti puikias salygas sudaré
Lietuvos literataros ir meno archyvas ir Lietuvos centrinis vals-
tybés archyvas. A¢i $iy institucijy vadovams Daliui Ziziui ir Vidai
Siménaitei, taip pat $iy archyvy darbuotojams, kuriy operatyvi
pagalba buvo ypa¢ reikalinga. Rengiant monografija ne karta teko
kreiptis j Lietuvos fotomenininky s3jungg ir Siauliy ,, Ausros“ mu-
ziejy — ¢ia sukaupti vieni vertingiausiy lietuviy fotografijos meno
rinkiniy ir turtingiausios specializuotos bibliotekos. Jy neistyrus,
mano studija baty gana ribota. Susiduariau tik su geranoriskumu
ir atvirumu — uz tai esu labai dékinga.



Mano ypatinga padéka skiriama Lietuvos dailés muziejui, nes
¢ia dirbdama patyriau, ka i$ tikryjy reiskia antrieji namai. Acia
direktoriui Romualdui Budriui ir mano tiesioginiams vadovams
Vytautui Bal¢ianui, Laimai Bialopetravi¢ienei, Loretai Meske-
levi¢ienei, Laimai Sazonovai, kad suprato ir padovanojo bran-
giausig moksliniam darbui dalyka - laika. O mieloms Aldonai
Rudzevicienei, Ilonai Mazeikienei, Reginai Urbonienei ir kitoms
muziejaus kolegéms dékoju uz tikra draugyste. Joms ir savo $eimai,
ypa¢ mano Julijai, kuri kartu su manimi patyreé visus pakilimus
ir nuopuolius, lieku skolinga ne uz vieng dziaugsmo ir liadesio
valandg, praleista kartu. DZiaugiuosi, kad $ia knyga teko rengti su
dailininku Tomu Mrazausku, filologe Indre Makauskaite ir foto-
grafu Vaidotu Aukstaiciu — zavi juy profesionalumas, kiarybingumas
ir gili vidiné kultara. Uz supratima, rapest] ir parama nuosirdziai
dékoju Jonui Dovydénui.

Si monografija — vienas Vilniaus dailés akademijos moksli-
niy tyrimy projekto ,Lietuvos fotografijos istorija: sociopoliti-
niai, estetiniai ir komunikaciniai aspektai“ darby. A¢ia dr. Agnei
Narusytei, kad inicijavo tokia reik§minga moksline programa,
kuri, akivaizdu, turés ne tik isliekamajg istorine verte, bet ir tes-
tinumg. Su didele pagarba ir dékingumu miniu Vilniaus dailés
akademijos leidyklos direktoriy Mariy Ir§éng, kantriai ir kilniai
besidarbuojantj mokslo ir meno leidybos baruose.
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Jvadas

Lietuvos fotografijos sovietmeciu retrospektyva atskleidzia sudé-
tingus formavimosi procesus, kuriuos nulémé siauras ideologinis
kultaros valdymas. Sovietiné fotografija, jtvirtinta kaip programi-
niy komunizmo idéjy propagandos priemoné, turéjo atspindéti
absoliutaus teisingumo iliuzija — pasitelkus vizualaus kodavimo
metodus, manipuliuojant simboliais ir ikoniniais siuZetais, buvo
kuriama mitologiné tikrové, pagrjsta politinémis vertybémis ir
prasmémis. | fotografijoje reprodukuojama socialing realybe
implikuoti totalitariniai idealai diegé atrankinj ir neobjektyvy
sovietinio Zmogaus poZitrj j ji supan¢ia aplinka — taip jo samoné
buvo izoliuota nuo abejoniy ir sukurtos stabilizuojancios salygos
sovietinei visuomenei vystytis. Kryptingas ir arSus fotografijos
sovietizavimas vyko pirmaisiais Lietuvos okupacijos ir pakarto-
tinés okupacijos metais. Sustabdzius visus karybinius procesus
ir fotografy veikla jspraudus j siaurg funkcionavimo laukg, buvo
suformuota jtaigi ir veiksminga sovietinés ideologijos sklaidos
priemoné. Fotozurnalizmas, kaip pagrindiné raiskos sritis, buvo
sutapatintas su fotografijos menu, nes tai buvo labai palanku die-
giant socrealizmo principus.

Nikitos Chrus¢iovo politinio valdymo metais pripazinta, kad
fotografija patyré nuosmukj, pradéta atvirai kritikuoti pokariu
jsivyravusius reikalavimus, keltus fotografijos stilistikai, ta¢iau sta-
linizmo metais jdiegta fotografijos kontrolé isliko iki pat Lietuvos
nepriklausomybés atkarimo. Nors bendros Soviety Sajungos po-
litikos tendencijos suponavo kultaros poky¢ius, kurie paskatino
lietuviy fotografus atsiriboti nuo funkcionalaus (spaudos) doku-
mentalizmo ir plétoti profesionaly fotografijos meno sritj, jos so-
vietizavimas teseési, tik kiek lanks¢iau — aktualizuotas socialistinis
humanizmas, pagristas ,bendrais“ individo ir sistemos interesais.

»Atsilimo“ kartos novatoriskuma bandyta suvaldyti ir pateikti kaip
planinga vystymosi etapg, laiku nukreipiant ir jteisinant kaip tam
tinkamg priemone. Tad knygoje aptariamas $io etapo objektas su-
siauréja — tiriama tik meniné fotografija, nes batent jos ideologinio
valdymo metodai buvo nuolat renovuojami, o fotozurnalizmas,
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i$saugojes propaganding misij ir formalig iliustravimo funkcija,
buvo visiskai sovietizuotas.

Kultaros sovietizavimo ideologams, i§saugojusiems politine
programg ir jos administravimo struktarg, nepavyko islaikyti vie-
nodos ideokrating sistemg i$sifruojancios ikonografijos. Postalini-
niu laikotarpiu susiformavusi vaizdiné kalba buvo grindziama ne
iSorine, deklaratyvia, o psichologine Zenkly sistema. Fotografijoje
iskilo nebe (arba ne tik) politiné ideologija, o egzistenciniai klau-
simai, kai simboliai ir metaforos esteti$kai akcentavo dvasinius
rei$kinius. Bet ir $ias universalias vertybes kvestionavo naujos,
cenziros nesuvaldomos meno tendencijos, kurios konceptua-
liai atskleidé tikéjimo tiesa ir groziu krize. Septintojo desimtme-
¢io pabaigoje iskilusi Lietuvos fotografijos mokykla suformavo
dokumentiskumu pagrijsta fotografijos meno samprata, o 8-ojo
desimtmecio pabaigoje naujosios kartos karéju, kurie kriti$kai
pazvelgé i tradicinj realybés reprezentavima, darbuose iSryskéjo
alternatyvioji raiSka, kuri paneigé jtvirtintos tradicijos vertybes.
Lietuvos fotografijos mene jy kiryba jkvépé postmodernistines
tendencijas jau gerokai susilpnéjusio, taciau vis dar ideologizuoto
kultaros suvarzymo aplinkybémis. Tad fotografija (jos funkci-
jos ir stilistiné forma) nebuvo vienalyté, o jos sovietizavimas,
nors ir vykdytas pagal programa, nenukrypstant nuo partijos
kurso, vis délto nepajégeé visiskai suvaldyti strategiskai svarbios
kultaros srities.

Viena pagrindiniy monografijoje vartojamy savoky sovietiza-
vimas nurodo j politinius interesus, jgyvendintus indokrinuojant
ir palaikant sovietine ideologija dviejose pagrindinése karybinés
veiklos srityse: raiskoje, vykdant fotografijos idéjos, turinio ir
formos sukarimo instruktavimg bei inspektavima, ir sklaidoje,
formuojant ir prizitrint sovieting ideologija propaguojancius fo-
tografijos platinimo kanalus (perioding spauda, knygas, parodas).
Propagandos budy kaita skirtingais sovietinio rezimo tarpsniais
nulémé fotografy stilistine kalba ir jy kirybos dalyvavima viesa-
jame meniniame diskurse, todél svarbu suprasti skirtj tarp savoky
sovietizavimas ir sovietizuotas (arba sovietinis), nes antroji yra pir-
mosios padarinys, visais vertinimo aspektais patvirtinantis jvykusj
prisitaikymo prie sovietinés ideologijos akta, kurio negalima tai-
kyti visiems Lietuvos kultaros reiskiniams. Pasak rusy istorikés
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Jelenos Zubkovos, Maskva turéjo atsizvelgti  ,Baltijos problemos®

specifiky, i$siskiriancia provakarietiska orientacija, silpna komu-
nistinés ideologijos jtaka, nepriklausomybés atgavimo viltimis,
aktyvia ir net ginkluota sovietizacijos politikos opozicija’.

I8 oficialios sovietinés leksikos tokia reik§minga politinés ko-
munikacijos savoka kaip sovietizavimas iSnyko 6-ajame de$imt-
metyje, kai Komunisty partija ne tik jtvirtino savo valdzia visose
politikos, tkio ir kultaros srityse, bet ir pagrindé naujos visuome-
nés formavimo galimybe. Sovietizavimo programa formaliai buvo
igyvendinta, j pakeité komunizmo statybos aktualijos. O kadangi
politiniy jvykiy samprata formuojama nustatytomis sgvokomis ir

skryptingas zenklinty terminy-ideogemy vartojimas buvo ir i§lieka
masinés samonés valdymo priemoné“?, besitesiancius sovieti-
zavimo procesus apibadino naujo turinio Zodynas. Jis niveliavo
socialineg realybe ir jtvirtino politine iliuzija, i tikryjy soviety
valdZia, oficialiai konstatavusi galutinj visuomenés sovietizavima,
nebuvo tikra dél pasiekto rezultato stabilumo, todél nuolat atnau-
jindavo kontrolés priemones ir budus, kurie atitiko totalitarinio
arba pototalitarinio rezimo salygas.

Atsizvelgiant j JAV politology Carlo J. Friedricho ir Zbigniewo
K. Brzezinskio teorinj totalitarizmo modelj® bei jy pateikta pa-
grista ,totalitarizmo sindroma’, knygoje remiamasi ir vokieciy po-
litikos analitiko Richardo Léwenthalio pototalitarizmo samprata®,
apibudinancia Soviety Sajungos valdymo forma po Josifo Stalino
mirties. Totalitarizmo teorijas nagrinéjes ir tris pagrindinius eti-
niy (nemarksistiniy) komunizmo koncepcijy tipus (komunizmo
kaip totalitarizmo, komunizmo kaip kelio j modernybe ir komu-
nizmo kaip neotradicionalizmo koncepcijos) apibrézes sociologas
Zenonas Norkus kritigkai vertina totalitarizmo savokos vartojima
siaurame istorijos tyrimy tinkle, kai j ji nejtraukiama ekonominé

1 Jelena Zubkova, Pabaltijys ir Kremlius: 1940-1953, Vilnius: Mintis, 2010, p. 9.

2 AaBI/IA (DeA]:AMaH, TepMHHOAOZuﬂ sracmu: Cosemckue noAumueckue mepmuHbol
8 UCOPUKO-KYAbIYpHOM KoHmekcme, MockBa: PoccHIICKHIIT TOCyAQPCTBEH-
HbIM T'YMaHUTAPHBINM YHUBEPCHUTET, 2006, P. 10.

3 Carl]. Friedrich, Zbigniew K. Brzezinski, Totalitarian Dictatorship and Auto-
cracy, New York: Praeger, 1968.

4 Richard Léwenthal, ,Beyond Totalitarianism® in: 1984 Revisited: Totalita-

rianism in Our Century, ed. Irving Howe, New York: Harper and Row, 1983,
p- 209-267.
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ir socialiné problematika®. Aptardamas Hannah Arendt iSplétota
teorija, mokslininkas pripazjsta, kad ,totalitarizmas yra ideokra-
tiné visuomené®, kurios valdymas grindziamas ne vien teroru, bet
visy pirma masinés informacijos priemoniy monopolizavimu ir
ju panaudojimu masiy mobilizacijai®. Vienas autoritetingiausiy
totalitarinio meno tyrinétojy Igoris Golomstokas, nagrinéjes
XX a. politiniy sistemy i$kelta ypatingg kultaros fenomeng, kuris
savita specifine ideologija ir estetika labiausiai pasireiské fasis-
tinéje Italijoje, Trec¢iajame Reiche ir stalininéje Soviety Sajungoje,
teigé, kad butent pastarojoje totalitarinis meno valdymas isliko
iki Michailo Gorbaciovo pradétos valstybés pertvarkos’. Lietuvos
fotografijos sovietizavimo problemoms tirti naudoti archyviniai
ir publikuoti $altiniai taip pat atskleidZia visais sovietmecio pe-
riodais praktikuota Komunisty partijos diktata srities adminis-
travimui, Zinoma, kintantj pagal vidaus politikos tendencijas: nuo
grieztos kontrolés iki liberalesnio, taciau vis dar centralizuoto
operavimo fotografija. Z. Norkaus nuomone, C. J. Friedricho
ir Z. K. Brzezinskio totalitarizmo koncepcija galima taikyti tik
Soviety Sajungos socialinei tikrovei iki 1953 m., bet N. Chrus¢iovo
rezimui jis sialo ,totalitarizmo be teroro” arba ,populistinio to-
talitarizmo“ pavadinima, o Leonido Breznevo valdymga jvardija
totalitarizmu ne tik be teroro, bet ir be ideologijos®, arba ,,poto-
talitarizmu“®. Ta¢iau knygoje, koncentruojant démes; j tiriama
problematika ir nenukrypstant j politologinj polemizavima, varto-
jami tik du rezima apibidinantys terminai - totalitarinis ( J. Stalino
valdymo metai) ir pototalitarinis (postalininis laikotarpis).
Vienas svarbiausiy fotografijos sovietizavimo tiksly siejamas
su naujos idéjinés realybés konstravimu. Tikrovés matymo ir
suvokimo interpretacijos parodo jvairig prieiga prie problemos,
ta¢iau jy negalima tiesiogiai taikyti $io mokslinio darbo objekto

5 Zenonas Norkus, ,,Andropovo klausimu. Komunizmas kaip lyginamosios
istorinés sociologinés analizés problema (1) in: Sociologija: Mintis ir veiks-
mas, 2007, Nr. 1 (19), p. 7, 8.

6 Ibid., p. 14.

7 Urops I'oaommrrox, Tomasumaproe uckyccmso, Mocksa: aaapr, 1994, p. 12.

8 Zenonas Norkus, Kokia demokratija, koks kapitalizmas? Pokomunistiné trans-
formacija Lietuvoje lyginamosios istorinés sociologijos poZiiiriu: Moksliné mo-
nografija, Vilnius: Vilniaus universiteto leidykla, 2008, p. 220.
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apibréztims. Siekiant pateikti tikslesne visos sovietinés fotografi-
jos realybés atvaizdo charakteristika, jvedamas naujas terminas —
altrealybé®, kuris ne tik nurodo j reiskinio pobidj (kaip, pavyzdziui,
hiper-'°) arba jo masta (kaip, pavyzdziui, total'"), bet ir pagrindzia

ideologine siekiamybe sovietine realybe reprezentuoti idealizuo-
tai, t. y. jvaizdinti ja kokybinémis kategorijomis (aukstis, gelmé,
platybg, tolis). Totalitarinio rezimo fotografija turéjo ne inertiskai

reprodukuoti realybe, o sukurti simboliniy ver¢iy tikrove, kurios

démuo yra ne tik idéjiné erdve, bet ir laikas. Jos démenis naujos

formacijos ideologai surinkdavo tikslingai, visuomenés vystymosi

perspektyva nubréze a priori. Fotografijoje konstruojama idéjiné

»tiesa“ sovietinés ateities modelj pateiké kaip dabarties patirtj. Taip

buvo ne tik niveliuota riba tarp realybés ir jos simbolinio vaizdo,
bet simbolinis vaizdas netgi pradéjo dominuoti.

Pototalitariniu laikotarpiu propagandiné fotografijos kaip
altrealybés paskirtis isliko, tac¢iau pasitelkta nauja stilistiné lek-
sika. Mitinés realybés scenografija pakeité romantizuoti kasdie-
nybés vaizdai, kuriais skleidZziama humanistiné pasauléjauta ne
tik nepriestaravo partinéms direktyvoms, bet jas iSreiské daug
prasmingesniu turiniu ir jtikinamesne forma. Panasia reik$me turi
kategorija sublime'?, i$plétota Jeano Francois Lyotard’o, kuris ja
pritaiké kaip estetinj kriterijy parodant ribas tarp modernizmo ir
postmodernizmo®>.

Knygoje vartojamas ir kitas altrealybés sampratai oponuojantis
terminas — alterrealybé'*, apibiidinantis xx a. 8-ojo desimtme-
¢io pabaigoje iskilusiy naujos lietuviy estetinés raiskos karéjy

9 alt|um (lot.) - ,aukstumas, gilumas, platybé, toluma“; Kazimieras Kuzavinis,
Lotyny-lietuviy kalby Zodynas = Dictionarium Latino-Lituanicum, Vilnius:
Mokslo ir enciklopedijy leidykla, 1996, p. so.

10 hiper- (gr. hyper-) — ,pirmoji sudurtiniy Zodziy dalis, rodanti normos vir-
$ijima“; Tarptautiniy ZodZiy Zodynas, ats. red. Valdemaras Kvietkauskas,
Vilnius: Vyriausioji enciklopedijy redakcija, 1985, p. 200.

u total- (lot.) — ,visas, visikas, i$tisas“; Kazimieras Kuzavinis, op. cit., p. 870.

12 sublimle, is (lot.) — ,auk$tuma, aukstybé, vir§iné®; ibid., p. 823.

13 Jean-Francois Lyotard, Lessons on the Analytic of the Sublime, Stanford, CA:
Stanford University Press, 1994.

14 alter (lot.) — ,vienas i§ dviejy, antras, kitas“; Kazimieras Kuzavinis, op. cit.,
p- 49. Siame darbe alterrealybés samprata néra gretinama su Nicolas Bour-
riaud altermoderno teorija.
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alternatyvy santykj su jsigaléjusia realybés refleksija sovietinéje
fotografijoje.

Aktualizuota fotografijos sovietizavimo problema yra tarpda-
lykinio tyrimo objektas. [ istorine analize integruojamos politolo-
gijos ir meno sociologijos mokslinés patirtys, o ai$kinant vaizdine
kalbg taikoma menotyrinés interpretacijos prieiga. Istorinis po-
zitris formuojamas ie$kant fotografijos sasajy su politiniais jvy-
kiais ir sociokultariniais veiksniais. Autoriy ir jy meninio braizo
formavimasi bandoma suprasti analizuojant bendrus visuomenés
ry$ius su komplikuota istorine situacija — sovietiné ideologija
konstravo uzdarg ir tam tikra prasme sakralizuotg erdve bei mitinj
laika. Nagrinéjant vienos vaizduojamojo meno sri¢iy sovietiza-
vima, tenka ieskoti jung¢iy tarp sistemos, asmenybés ir sukaupto
kirybos arsenalo. Siuos visus elementus siejant j bendra saveikos
struktiirg, nustatoma hierarchiné ir priezastiné rysiy seka bei domi-
nuojantys santykiai. Analizé néra paremta kategoriskais teiginiais,
jilabiau nukreipta j sovietizavimo tendencijy atskleidimg, taikant
verifikacijos principg — faktai grindziami ne tik karybinés veiklos
rezultatais, bet ir surinktos priestaringos informacijos kompleksu
(nuo autentiskuose dokumentuose aptikty oficialiy nuostaty iki
pokalbiuose su fotografais i§reik$ty nuomoniy). Aptariant vieng ar
kitg fotografijos reiskinj, svarbu nustatyti jj charakterizuojancius
rodiklius bei jvertinti pagal poveiki lietuviy fotografijos raidai,
surasti bendrumy arba nesutapimy su Vakary erdve ir laiku, todél
vienas svarbesniy darbe taikyty metody - lyginamoji analizé, kuri
atskleidé ne tik vietinj, bet ir pasaulyje vyravusiy meniniy idéjy
bei estetiniy principy konteksts.

Istorinéje retrospektyvoje modeliuojant karybinius ir juos
nulémusius ideologinius procesus taikytas sisteminis principas:
empirinés analizés pagrindu (pasitelkta didelé Saltiniy bazé) i3-
ai$kinti pagrindiniai elementai, atskleista vidiniy rysiy struktara,
nustatyti iSorinés saveikos principai. Sukauptos informacijos
sintezé leido skirti dominuojancéius ir sovietizavimo reiskinio
tyrimui aktualiausius komponentus, atskleidé istoriniy etapy su-
siformavimo prieZastis, padéjo nustatyti jy ribas. Istoriografijos
tyrimai pasitelkti projektuojant teorine konstrukcija, tikslingai
pasirenkant ir pagrindziant terminus, taciau, neaptikus tiesiogiai
pritaikomy formy, pasiiilytos originalios (id¢jinés tiesos kaip
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altrealybés samprata) arba savitai mokslinei problematikai adap-
tuotos savokos (naujasis dokumentalizmas, devizualizavimas), teo-
ri$kai ir istoriskai argumentuotas jy vartojimo prasmingumas.

Sovietinés kultaros normatyvai, disonuojantys su demok-
ratiniy idéjy apraiska, lémeé fotografijos, kaip integralios posis-
temés, funkcija reprezentuoti rezimg ir kurti jo pozityvy jvaizdj.
Tadiau, pagrindus srities ideologizavimg, i$lieka fotografijos pra-
nes$imo interpretavimo problema. Vaizdo analizés kriterijy lau-
kas modeliuojamas pasitelkiant semiotinj (2enkly, kompoziciniy
schemy, didaktinio arba naratyvinio pobiidZio nuorody) metoda.
Nustatant sovietmediu vyravusius estetinius désnius ir etines ver-
tybes, pasauléjautos ypatumus ir pasauléZiaros gaires, iryski-
nama ne tik sovietizuotos fotografijos semantiné vienove, bet ir
ja ardantys veiksniai. PagrindzZiant atskirus autorinés fotografijos
rai$kos ypatumus ir bendrus programinius sklaidos principus,
daug démesio skiriama stilistinés leksikos konstravimo principy
ir socialiniy komunikacijos formy i$ai$kinimui. Kompleksine
analize siekta nustatyti sudétingus rysius tarp ideologiniy dogmy
ir karybinés reakcijos, i$kelti epochg jprasminusius Zenklus: nuo
totalitarinés atributikos iki universaliy vertybiy.

Viesojoje erdvéje funkcionavusios ir kontroliuojamos profe-
sionaly fotografijos sovietmeciu (1940-1941,1944-1989) tyrimai
padeda i$samiau perteikti soviety kultaros valdymo charakteris-
tikg, iry$kinant nacionalinés patirties integravimo j sovietinés
pasaulézitros formavimo politika. Lietuviy fotografijos, kuri
Soviety Sajungoje buvo pripazinta ir pagristai laikyta sektinu
pavyzdziu, raidos tyrimams traksta istorinés kritinés analizés,
vyrauja idealistinis poziaris j lietuviy fotografijos fenomena.
Ivairiais aspektais nagrinéjant fotografijos raiskos procesus, su-
bjektyviai, o kartais ir hipertrofuotai vertinama Lietuvos fotog-
rafy nepriklausoma karybos ideologija, nesiejama su soviety
valstybéje reglamentuota vertybiy sklaida. Apie §j istorinj perioda
paskelbti apzvalginio pobiidzio tekstai'® nukreipti j faktografinj
fotografijos raidos rekonstravimg arba karybos turinio interp-
retavima be istoriniy veiksniy ir rysiy analizés, nesiremiama
Sigitas Krivickas, Trys rakursai, Vilnius: Mintis, 1981; Skirmantas Valiulis,
Stanislovas Zvirgidas, Fotografijos slépiniai, Vilnius: Lietuvos fotomenininky
sgjunga, [t. 1], 2002; [t. 2], 2006.
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bendresniu kultarologiniy ir politologiniy teorijy pagrindu,
ignoruojamas faktas, kad sovietinés kultaros standartus ati-
tiko ne tik karyboje demonstruojamas meistriSkumas, bet ir
ideologinis patikimumas.

Kryptingus aptariamo laikotarpio fotografijos problemy
mokslinius tyrimus atliko dailétyrininké Agné Narusyté, kuri
isplétojo 9-ojo desimtmecio lietuviy fotografijos raiskos analize,
stilistikos ir karybinéms idéjoms pagristi taikydama nuobodu-
lio estetikos kategorija'®; komunikacijos teoretikas Vytautas
Michelkevicius, kuris, gilindamasis j Lietuvos fotografijos meno
draugijos veiklos sovietmeciu socialinj, kultarinj ir komunikacinj
konteksta, savo tyrimus nukreipé j medijos analizés metodolo-
gija'’; dailétyrininké Eglé Jaskaniené, kuri iStyré 1953-1988 m.
taikomaja fotografija'®. Sioje kygoje pirma karta pateikiama
nuosekli lietuviy fotografijos raidos sovietmeciu istorinio mo-
delio versija, kai sovietizavimas akcentuojamas kaip esminis,
daugiausia jtakos stilistinés rai$kos sanklodai darantis ir foto-
grafijos sklaidg bei vaizdo ,prane$imy” rezonansg visuomenéje
kontroliuojantis veiksnys.

Fotografijos sovietizavimo tyrinéjimai Lietuvoje tik pradéti'®,
taciau pasaulyje kultaros ir meno istoriky padarytos jzvalgos
taikytinos tyrinéjant ir vietos problemas. Lyginamuoju metodu
konstruojant analogijas, tiriamasis objektas ne tik prasmingiau
analizuojamas ir vertinamas, bet ir integruojamas j bendra istori-
niy tyrimy laukg. Sovietinés fotografijos raida glaudziai susieta
su Komunisty partijos propagandos istorija, todél kiirybiniams
procesams ir jy valdymo specifikai atskleisti pasitelktos amerikie-
¢iy istoriko Richardo Pipeso jzvalgos apie komunistinio rezimo
griuties priezastis — viena svarbiausiy mokslininko nurodyty

Agné Narusyté, Nuobodulio estetika Lietuvos fotografijoje, Vilnius: Vilniaus
dailés akademijos leidykla, 2008.

Vytautas Michelkevi¢ius, LTSR fotografijos meno draugija: Vaizdy gamybos
tinklas, Vilnius: Vilniaus dailés akademijos leidykla, 2011.

Eglé Jagkaniené, Lietuvos taikomoji fotografija 19531988 metais: Daktaro
disertacija, Vilnius: Vilniaus dailés akademija, 2011.

Pirmosios Lietuvos fotografijos sovietizavimo problemoms skirtos moks-
linés publikacijos ir disertacija yra $ios knygos autorés; Margarita Matulyteé,
Fotografijos raiskos ir sklaidos Lietuvoje sovietizavimas: Daktaro disertacija,
Vilnius: Vilniaus universitetas, 2011.
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utopinio eksperimento nesékmeés salygy yra pasirinkimo laisvés
suvarzymas>’. Tyrinéjant fotografija, §i problema taip pat domi-
nuoja visose karybinés veiklos grandyse, pradedant vie$osios
sklaidos tinklo organizavimu ir baigiant individualia autorine
rai$ka. Jvardijant fotografijos sovietizavimo tikslus, aktualas
politinio socializavimo klausimai, kuriuos nagrinédami JAV
politologai Richardas E. Dawsonas ir Kennethas Prewittas so-
vietinio identiteto susiformavima i$kélé kaip esminio komunisty
ideologijos siekio rezultata®'. Jy tyrimus tesusi Gayle Durham
Hollander viena pirmyjy gana detaliai i$tyré Ziniasklaidos ir agita-
cinio bei propagandinio aparato veiksmus, nukreiptus j sovietinio
pilie¢io, kaip politinio kolektyvo nario, ugdyma*?, ir rekonst-
ravo sovietinio zmogaus idealo portreta®?, kurio charakteristika
patvirtina J. Stalino mety valdymo totalitariné fotografija. Tai
rodo, kad sovietinio identiteto modelis buvo jtvirtintas laikan-
tis griezty normatyviniy nuostaty. O mokslininkés nustatyti
propagandos kokybés kriterijai** totalitarizmo laikotarpiu be
islygu galiojo ir lietuviy fotografams. Nors ,,at$ilimo® laikotarpio
kartos karyboje jie jau neturéjo tiesioginiy atgarsiy, vieSose kal-
bose jie nuolat skambéjo. Diferencijuota komunistinés doktrinos
poveikj sovietinei visuomenei atskleidzia amerikieciy politolo-
gas Thomasas F. Remingtonas, svarstydamas apie dogmatiskos

Richard Pipes, Communism: The Vanished Specter, Oslo: Scandinavian Uni-
versity Press, Oxford: Oxford University Press, 1994, p. 53.

Richard E. Dawson, Kenneth Prewitt, Political Socialization: An Analytic
Study, Boston: Little, Brown and Co., 1969.

Gayle Durham Hollander, Soviet Political Indoctrination: Developments in
Mass Media and Propaganda since Stalin, New York: Praeger, [1972], p. 4.
Pasak autorés, sovietinio Zmogaus idealo portreta sudaro $ie bruozai: mégs-
tantis darbg ir aktyviai dalyvaujantis keliant $alies materialine gerove; visiskai
politizuotas (tikintis partijos politika, individualius interesus ir poreikius
aukojantis bendram labui, nekritigkas ir entuziastingai priimantis partijos
nustatyta tvarka); aktyvistas — visuomeninio gyvenimo dalyvis; politigkai
apsisvietes; nespontaniskas ir disciplinuotas; budrus su priesais; symoningai
solidarus su visy $aliy proletariatu; patriotas; kolektyvistas ir antiindividua-
listas, antiegoistas; kilnus ir nesavanaudis (o tai politi$kai naudinga); ateistas;
ibid., p. 8, 9.

Remiantis esminiais komunistiniais principais: parti$kumu, idéjiskumu, pi-
lietisSkumu (patriotitkumu), teisingumu, liaudiskumu, masigkumu ir kritika

(savikritika); ibid., p. 39.
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ideologijos efektyviomis priemonémis formuota masinés ko-
munikacijos sistema*®.

Fotografijos, kaip informacijos ir meno medijos, tyrimui ak-
tuali kompleksiné Vakary tyrinétojy Lilitos Dzirkals, Thane’o
Gustafsono ir A. Rosso Johnsono atlikta sovietiniy respubliky
(tarp jy ir Lietuvos) medijos bei jos kontrolés analizé. 1978-1981 m.
lyginamosios studijos i§samiai aptaria uzdaroje komunistinéje
sistemoje funkcionavusios medijos struktiirg ir ribotas funkcijas.
Remiantis jvairiy Vakary sovietologijos mokykly interpretacijy
konstravimo metodologijomis, atskleidziami verbaliy ir vizualiy
prane$imy niuansai bei jy ,skaitymas tarp eilu¢iy“?®. Beje, lygina-
mojoje analizéje Lietuvos medijy situacija apibadinama kaip viena
palankiausiy, nes vietos cenzira toleravo tautinio turinio temas
(kitaip nei Latvijoje, kuri buvo labiau priklausoma nuo tiesioginés
Maskvos kontrolés). Toks teiginys grindziamas ne tik Baltijos
respubliky partiniy vadovy nuostatomis, bet ir kiek skirtingai
organizuota respublikine propagandos ir kontrolés struktiira®’.
Aiskinantis ideologinés cenzaros Lietuvoje specifika, knygoje
remtasi istoriko Ariino Streikaus tyrimais®®, kurie aprépia visa
sovietinj periodg ir pateikia empirinj pagrindg gilesnei kultaros
sovietizavimo problemy analizei.

Filosofiniai Roland'o Barthes’o svarstymai apie atvaizdo reto-
rika®® padéjo suformuluoti pagrindine $io tyrimo prieiga — idéji-
nés realybés sampraty ir jos konstravima sovietinéje fotografijoje.

25 Thomas F. Remington, The Truth of Authority: Ideology and Communication
in the Soviet Union, Pittsburgh, Pa: University of Pittsburgh Press, 1988;
idem, Soviet Public Opinion and the Effectiveness of Party Ideological Work,
Pittsburgh, Pa: Russian and East European Studies Program, University of
Pittsburgh, 1983.

26 Lilita Dzirkals, Thane Gustafson, A. Ross Johnson, The Media and Intra-Elite
Communication in the USSR, Rand Report No. R-2869, Santa Monica: Rand
Corporation, September 1982.

27 Ibid., p. 29, 30.

28 Artnas Streikus, ,,Ideologiné cenziira Lietuvoje 1948-1955 m.: sistemos
derinimas®, in: Genocidas ir rezistencija, 2009, [Nr.] 2 (26), p. 73-90; idem,

,Ideologiné literataros ir meno cenzara Lietuvoje 1956-1972 m.; in: Kultiiros
aktualijos, 2008, Nr. 1, p. 37-40; idem, ,Ideologiné literataros ir meno cen-
ziira Lietuvoje ,brandaus socializmo* salygomis (1972-1989) in: Kultiros
aktualijos, 2008, NI. 2, p. 31-34.

29 Roland Barthes, , Atvaizdo retorika®, in: Baltos lankos, 2003, Nr. 17, p. $5-74.
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Sovietiné fotografija kaip altrealybé:
idéjinis laukas ir jo ribos

1.1



»”

1 NeZinomas foto-
grafas, zurnale Svyturys
publikuota iliustracija:
,Po keliy minuciy masina
su raudona juosta sustojo
prie namo, kuriame gy-
veno jtariamasis*, 1956

Tai tik kriminalinio nusi-
kaltimo tyrimo epizodas,
bet toks ,voronokas* prie
tavo namy galéjo priva-
Ziuoti bet kurig akimirka
ir dél kity priezas¢iy.




Altrealybés istoriniai
modeliai ir analogai

Originalios mokslinés teorijos apie vizualiomis priemonémis
kei¢iama arba perkuriamga realybe buvo paremtos tikrovés trans-
formacijy analogijomis ir | civilizacijy kultaros istorija jvedé
naujy, tyrimy jzvalgas apibendrinanciy sampraty. Vienas labiau-
siai $iuolaikinéje istoriografijoje paplitusiy tikrovés ir jos regi-
mybés sarysio aiskinimy yra simuliakry teorija®, kurig Jeanas
Baudrillard’as, remdamasis Karlo Marxo iSvestu visuomenés
bazés ir jos antstato (kaip atspindzio) dialektiniu rysiu, isplé-
tojo filosofijos ir sociologijos problemy sankirtoje. Atskleides
naujo darinio — hiperrealybés — postmodernybéje susiforma-
vimg, pranciazy mokslininkas teigé, kad simuliakras ne tik yra
nepriklausomas ir nereferentigkas, bet ir kvestionuoja pacios
realybés pirmaeiliskuma®’.

Istorine $ios sampratos analize atlikes amerikie¢iy meno is-
torikas Michaelas Camille’is apibendrino jvairiy laikotarpiy ir
kryp¢iy filosofy jzvalgas ir pagrindé lotynigkojo termino simulac-
rum®? prasminius pradmenis Platono dialoguose. Rasytoja Susan
Sontag Platono olos alegorija palygino su fotografijos fenomeno
poveikiu Zmogaus pasauléjautai, realybés sesélius sugretino su

Jtiesos atvaizdais®, diktuojanciais, ,j ka zitréti verta ir kg stebéti
turime teise’, ir fotografijas pavadino ,matymo gramatika ir dar
svarbiau - jo etika“®®. Jkalintiesiems oloje vienintelis realus reis-
kinys yra $e$éliai, o XX a. Zmogus tiki fotografijos vaizdais sukurta

60 Michael Camille, ,Simulacrum’, in: Critical Terms for Art History, ed. by
Robert S. Nelson, Richard Shiff, Chicago: The University of Chicago Press,
1996, p. 35-50.

61 Jean Baudrillard, Simuliakrai ir simuliacija, Vilnius: Baltos lankos, 2002, p. 8.

62 simulacr|um (lot.) — ,paveikslas, atvaizdas, statula; panasumas, regimybé¢;
apsimetimas; panasiai; $meékla, vaiduoklis; $e$élis; sapnas®; Kazimieras
Kuzavinis, op. cit., p. 796.

63 Susan Sontag, Apie fotografijq, Vilnius: Baltos lankos, 2000, p. 13.



istorija. Sis mitas aktualus ir sovietinei fotografijai, kai simuliacija
organizave partiniai ideologai sieké sukurti nauja idéjine realybe —
altrealybe. Antikos mastytojo aptarti meno, kaip vienos esminiy

tobulos visuomenés karimo priemoniy, principai grindziami

objektyvaus idealizmo mokymu®*. Teisinga santykj su valstybés

idéjine sistema pajégus formuoti prasmingai kuriamas menas,
kurio galia aukléjant pilietj yra didziulé, todél daugiausia déme-
sio turi buti skiriama jo kryptingai plétotei — tinkamos estetikos

diegimui, aukstai moralei kenksmingy jtaky ribojimui, grieztai

priezitirai. Sios salygos, sukurianios politinj, siaurai ideologijai

pavaldy mena, be abejonés, artimos totalitariniam visuomenés

valdymui. Sovietinéje kultiroje i$nyksta riba tarp politinés ir
meninés kompetencijos — valdzia ne tik sprendzia apie galuti-
nio rezultato efektyvumg, bet ir nurodo menininkui, kaip, kokiu

stiliumi ir kokiomis priemonémis jis turi sukurti karinj. Jdiegto

socrealizmo pritaikymas fotografijai taip pat buvo normatyvinio

pobudzio — aiskiai apibrézti Zanriniai ir tipologiniai reikalavimai,
pasialyti tikslingiausi vaizdo kirimo metodai.

Rusy menotyrininkas Igoris Golomstokas, svarstydamas apie
totalitarinio meno prigimtj, nejzvelgé sasajy su Platono idéjomis,
taciau pritaiké amerikie¢iy istoriko Lewiso Mumfordo aprasyta
socialinés sistemos modelj — megamasing, skirtg totalitarinés
valstybés idéjoms jtvirtinti. Siam tikslui pasiekti monopolizuoja-
mos, grieztai kontroliuojamos ir vienos ideologijos propagandai
pasitelkiamos visos kultaros sritys. Menas ideologiniy dogmuy
zaliavas perdirba j visuomenei vartoti skirta jvaizdziy ir mity kura,
o visus totalitarinés kultaros elementus iskelia ir idéjiskai sujungia
tam tinkama vienintelé stilistiné kryptis — totalusis realizmas®®.
Tokiy megamasiny struktara funkcionavo totalitariniy rezimy
$alyse, skleisdama, daugindama ir stiprindama politinés valdzios
pagrinda. Metaforinj megamasinos atitikmenj — fabrika — kultaros
karimo ir valdymo aspektu nagrinéjo Vytautas Kavolis. Jis skyré
gamtos, fabriko ir meno tvarkas, kai vidiniai ir saveikaujantys pro-
cesai lemia bendra kultiiros eiga®. Sociologas, pastebéjes i simbo-
line fabriko schema orientuotos socialinés veiklos rezultatyvuma,

64 Platonas, Valstybé, Vilnius: Pradai, 2000.

65 Hropp I'oaommiTok, op. cit., p. 9, 10.
66 Vytautas Kavolis, Civilizacijy analizé, Vilnius: Baltos lankos, 1998, p. 183.
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pazyméjo, kad tai pasiekiama , platesnio gamtinio, socialinio ir
moralinio konteksto, kuriame vyksta pageidaujami poky¢iai, su-
naikinimo kaina“?’.

Pirminéje soviety valstybinés santvarkos organizavimo stadi-
joje i politinius procesus jtraukti avangardinio meno kiréjai (be
i$lygy bolseviky vadinti futuristais) tapatino save su revoliucijos
$aukliais, nes sutapo siekis radikaliai pakeisti pasaulj. Kurj laikq
menininkams pavyko i§saugoti nevarzomy karybiniy metody po-
zicija ir nukreipti démesj j patetiska bei optimistinj turinj. Soviety
Sajungoje avangardinis menas toleruotas tol, kol buvo surasta tin-
kamesné, t. y. liaudZiai suprantama, meno kalba. Tokioje postavan-
gardo terpéje fotografija pasitelkes konstruktyvistas Aleksandras
Rod¢enka visu pajégumu i$naudojo jos taikomaja (propagandos ir
masinés agitacijos) funkcija, jkinydamas sovietinés dvasios - jégos,
darbo, kovos ir pergalés — heroika. Herojinio realizmo® sasauky
gausu Benito Mussolini palaimintame italy meniniame judéjime
Novecento, tik jis buvo labiau nukreiptas j nacionalinés tapatybés
dailéje akcentavima. O universalig socialinés realybés alternatyva
fotografijoje pasialé JAV sociologas ir fotografas Lewisas Hineas.
Didziosios depresijos metais i$ realiy gyvenimo situacijy itraukes
herojinius pavyzdzius, jis suformavo iki $iol kultivuojama ameri-
kieti$kojo charakterio jvaizdj: viena ryskiausiy jo sukurty metafory
yra dangoraizio ,,Empire State Building“ Niujorke statyba®.

Gretinant XX a. 4-ojo de$imtmecio soviety ir amerikie¢iy fo-
tografija, dél gana deklaratyvaus fotografijy kompozicijos konst-
ravimo L. Hine’as vadinamas , rusiskojo” stiliaus sekéju7°. Tadiau
amerikietis sukaré anuomet $aliai gyvybiskai reikalingg altrea-
lybe, kuri suteiké idéjinj pagrinda nugaléti dabarties negandas
ir tikéti savo paties, bet ne partinés diktataros kuriama ateitimi.
O totalitarinése valstybése jgyvendinant ,naujojo zmogaus® su-
karimo projekta, esmine teorine baze tapo batent meno par-
tiskumas, kurj pabrézé Adolfo Hitlerio knygoje ,Mein Kampf*

67 Ibid., p.197.
68 Hrops [oaommmTOK, 0p. cit., p. 49.
69 Lewis W. Hine, Men at Work: Photographic Studies of Modern Men and Machines,

New York: Dover Publications, 1977.

70 Ian Jeffrey, ,The Way Life Goes®, in: A New History of Photography, ed. by

Michel Frizot, K6ln: Kénneman, 1998, p. 517.
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2 NeZinomas foto-
grafas, fotomontazas

Jie pralenkia laikg, 1948.

Publikuota Zurnale
Svyturys, 1949, Nr. 1

(liet. ,Mano kova“) suformuluoti ,fiurerio principai“ ar SSRS
radytojy sajungos suvaziavime 1934 m. jtvirtinti Josifo Stalino
socialistinio realizmo metodai. Kaip teigé amerikieciy sociologas
Robertas Maclveras, visuomenés egzistavimo pagrindas yra jos
»mitiné sistema®, sudaryta i§ vyraujanciy jsitikinimy ir idéjy, ku-
riomis ir dél kuriy tos visuomenés nariai gyvena bei kuriy laikosi:
»Kiekviena civilizacija, kiekvienas laikotarpis, kiekviena nacija turi
savo budingg mitine visumg, kurioje gladi socialinio vientisumo
ir testinumo paslaptis”* Ta¢iau totalitarinés valstybés ideologija,
anot sovietinio disidento, istoriko Michailo Gelerio, grindziama
didZiojo inkvizitoriaus triada: stebuklu, paslaptimi ir autoritetu,
o savo politinés mitologijos pamaty stabilumg islaiko tik todél,
kad visigkai infantilizuoja pilie¢ius — kuria paklusniy, i$gasdinty,
neiniciatyviy, ,tévy“ nurodymais visais gyvenimo klausimais be-
sivadovaujanéiy ,vaiky“ visuomene’?. Kitaip nei demokratinése

71 Robert Maclver, The Web of Government, New York: The Macmillan Company,

1947, p- 4, 5-

72 Muxaua I'eanep, op. cit., p. 34, 35.
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$alyse, kuriose skatinamos laisvés ir atsakomybés vertybés, sovie-
tiné valstybé sukaré tokiy socialiniy priemoniy arsenalg, kuriuo
modifikuodavo asmenybe ir jg pritaikydavo sistemos reikméms,
t. y. gamindavo megamasinos ,varztelius.

Stalininés altrealybés
konstravimas

Maksimaliai ideologizuoto meno paskirtis buvo apibrézta socia-
listinés santvarkos $lovinimo programa, tik ne futuristinéje per-
spektyvoje, o realybés simuliacijoje. ,Praktiskai Stalinas bandé
jtvirtinti kursg j sovietine tikrove idealizuojantj meng: komu-
nistiné santvarka turéjo ne tik pateisinti save ateities perspekty-
voje, bet ir egzistuoti dabartyje.”> Menininkas turéjo jtvirtinti
ir paveikiai ,,parodyti“ idealizuota teisinguma. Vienintelé tokios
uzduoties teisingo rezultato garantija galéjo buti rezultato Zinoji-
mas i anksto’*. Butent tokia kryptis ir stilistika buvo skiepijama
Lietuvos mene, taip pat ir fotografijoje pirmaisiais $alies oku-
pacijos bei pakartotinés okupacijos metais. Sovietinés kultaros
politikos ideologiné infrastruktara Zaibiskai jdiegé fotografijos,
kaip idéjinés iliustracijos, samprata — lietuviy nacionalinio foto-
grafijos meno karéjai jau 1940 m. vasarg sovietizuotoje spaudoje
demonstravo naujos ,tiesos” supratima ir publikavo fotografijas,
priestaraujancias jy ankstesnéms paZiaroms, taciau visiSkai ati-
tinkancias sovietinés valdzios uzmojus.

Tikrovés lietuviy fotografijoje samprata buvo grindziama ben-
drais socialistinés kultaros principais [2]. Fotografija, kaip ir kitos
meno sritys, turéjo plétoti socialistinio realizmo metodus, o dau-
gybé $ios srities problemoms spresti skirty publikacijy centrinéje
spaudoje pabrézé fotografijos propagandinj vaidmenj. Remtasi
leninine ir stalinine meno parti$kumo metodologija, kai meno
kariniai vertinami pagal ju reik§me, jtvirtinant socialistine san-
tvarka ir propaguojant valstybés politika. Partiniai ideologai mani-
puliavo esmine fotografijos ypatybe — referentiskumu, privalomu

73 Erenuit I'pomos, Cmaiun: eracms u uckyccmeo, Mocksa: Pecrry6anxa, 1998,

P- 259.
74 Baapumup ITanepusiit, Kysvmypa 2, Mocksa: HoBoe aurteparypHoe 0603-
peHwe, 1996, p. 240.
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realiu vaizduojamy objekty egzistavimu. Taip tikrovés dokumento
statusa jgyjanti fotografija tam tikra mitine tikrovés idéja galéjo
pateikti kaip nekvestionuojama fakta.

Vykdant radikaly visy kultaros sri¢iy sovietizavima, fotografija,
kaip operatyvus, lengvai cenziiruojamas ir jtaigus ,ginklas‘, puikiai
tiko propagandinei uzduodiai atlikti — ,teisingai” atspindéti sovie-
tinj gyvenima, t. y. sukurti ikonografine altrealybés terpe. Aiskiai
suformuluoto tikslo ir teisingo rezultato Zinojimas i§ anksto bei
privalomas jo siekimas sukaré specifine fotografija: redukuota
iki Zurnalistinio reportaZo tariamai meniné rai$ka niveliavo fo-
tografijos ir karybinés asmenybés potenciala. DidZiuliais tirazZais
spaudoje platinta fotografija efektyviai vykdeé vaizdine agitacija —
milijony Zmoniy atmintyje nuguldavo trafaretinés schemos,
kaip atrodo sovietiné laimé ir ko turéty siekti sovietinis Zzmogus.
Gerovés absoliutas, Zinoma, galéjo egzistuoti tik soclagerio zonoje,
o iliustruojant laukinio kapitalizmo $aliy gyvenimg nebuvo ga-
lima rodyti to, kas trikdyty vergiska pilie¢iy paklusnuma ir — juo
labiau — griauty santvarkos prasmingumg. Fotoiliustracijos, kaip
vaizdinés masinés agitacijos ir propagandos priemonés, aprépé
visas akio ir kultaros sritis. Totaliai eskaluotos darbo Zzmoniy i$-
sivaduojamosios kovos, broliskyjy sovietiniy respubliky $eimos,
zemés ukio ir pramonés suklestéjimo bei laiméjimy, socialistinio
darbo pirmany heroikos, partijos vady $lovinimo temos tapo
pagrindinés, kuriant optimistinj sovietinés santvarkos ir naujo
Lietuvos gyvenimo jvaizdj. Fotografai, perprate naujosios tikrovés
konstravimo technologija, i§ esmés ne tik klastojo dabartj, bet ir
keité istorine perspektyva.

Jau pirmuose sovietizuotos spaudos numeriuose pradéta publi-
kuoti Vladimiro Ilji¢iaus Lenino, Josifo Stalino, Via¢eslavo Molo-
tovo, Michailo Kalinino, Antano Sniec¢kaus ir kity soviety valdZios
atstovy portretus tokiose skiltyse kaip , LK partijos dienos uzda-
viniai ,Laukiame tavo Zodzio, Maskva!®, o vedamuosius straips-
nius iliustravo pagrindiniy jvykiy fotografijos: ,Kuriame teisinga ir
$viesig Taryby Lietuva®, ,Socialistiniy Lietuvos pramonés jmoniy
naujas gyvenimas"“ ir t. t. Propagandiniam jtaigumui reikéjo he-
rojuy, raginanciy sekti jy pavyzdziu, tad jvairiy profesijy atstovai
demonstravo savo ideologine pozicija ir pasiryZzima kurti soviety
respublika. Pirmaisiais Lietuvos okupacijos ménesiais dienos
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herojumi galéjo tapti tapytojas Vaclovas Kosciuska ir skulptorius
Bronius Pundzius, kuriantys J. Stalino portretus, kumeté Maré
Baltieng, gavusi zemeés ir pradedanti nauja gyvenimg, darbininké
Marija Paukstiené, nutarusi mokytis rusy kalbos’*. Pokariu $ia
portrety galerija papildé nauji sovietiniy pirmany veidai, tik pa-
teikiami i$radingiau ir jspadingiau: akcentuojant odos galanterijos
kombinato ,Raudonoji zvaigzdé” masininkés Anelés Galinaitienés
darbo rezultatus, j pirmajj plang iSkeliama raudona gairelé su jrasu
75 Marés Baltienés, Marijos Paukstienés, Jono Séerbakovo, Vaclovo Koscius-

kos ir skulptoriaus Broniaus Pundziaus fotografijos publikuotos laikrastyje
Tiesa, 1940-09-29, Nr. 93; 1940-10-09, Nr. 101; 1940-08-28, Nr. 65.
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3 A. Kurmelis,
Raudonoji véliavéle -
geriausiam darbininkui.
Vilniaus ,,Raudonosios
ZvaigZzdés*“ kombinato
stachanovininké Anelé
Galinaitiené kasdien
jvykdo 240-260 proc.
darbo normos, 1952.
Publikuota Zurnale
Svyturys, 1952, Nr. 22
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,Geriausiam stachanovininkui®. Pavadinimas, beje, jradytas jau
fotografijoje, retusavus vaizda ir panaikinus jrasa rusy kalba — taip
informacija pritaikyta lietuvisko zurnalo skaitytojui [3].

Idéjine tiesa pagrisdavo tokios temos kaip darbininky ir vals-
tie¢iy gyvenimo salygy gerinimas arba bendro Respublikos
vaizdo kitimas. Vienas pirmuyjy $ios aktualijos reportazy pasirodé
»Tiesoje” 1940 m. rudenj, kai viena po kitos skelbtos fotografijos
su komentarais: ,Skurdziyjy lasny gyventojai, kurie jau pradeda
i§ jy kraustytis j Zmoniskus butus® ,Gana la$nose gyventi. Kaune
pradéti griauti burzuazijos sukurti skurdo lizdai. Juose vargusios
darbininky $eimos keliamos j kg tik pastatytus kultaringus butus®
,Vergijos lizdai galutinai panaikinti“’¢. Reportazy ciklo autorius fo-
tografas Vytautas Augustinas komentavo, kad skubota kampanija
buvo visiskai propagandiné — darbininkus perkélé j nebaigtus ir
apgyvendinti neparuostus namus’’. , Tiesoje“ deklaruojama tiesa
igavo nauja prasme: i§ faktografinés ji pavirto idéjine, dél kurios
tapo pateisinamas melas ir klastoté.

»Tikroviskame® gyvenimo atspindyje skleidési partinés idéjos,
ta¢iau jos buvo pateikiamos kaip autentiska visuomenés - liaudies -
pasauléziura: ,Sovietinis skaitytojas nori matyti laikrastyje turi-
ningas, aiskias ir techniskai gerai atliktas fotoiliustracijas, ryskias
ir jtikinamas nuotraukas, kurios, kaip ir visa kita medziaga bolse-
vikinéje spaudoje, mobilizuoja skaitytojus, padeda produktyviau
darbuotis, moko statyti, kvie¢ia pirmyn, naujiems Zygdarbiams
Tévynés garbei.”® Kita vertus, ir pati liaudis, tiksliau - jos atstovai,
vie$ai deklaravo, kad geresnés alternatyvos néra ir negali bati: ,Mes
norime matyti tokius gyvenimo atvaizdus, kaip mes jj suprantame
irjau¢iame, nes gyvenimas tik toks ir yra:’? Zinoma, ¢ia kalbama
ne apie egzistencine estetika, nes mintys ir jausmai buvo nukrei-
piami ne j momenting kasdienybe, kurioje gausu atsitiktinumy

76 Testinis Vytauto Augustino fotoreportazas publikuotas laikrastyje Tiesa, 1940-
09-12, Nr. 78; 1940-10-29, Nr. 118; 1940-10-30, NI. 119; 1940-11-07, Nr. 126.

77 1§ autorés pokalbio su Vytautu Augustinu, Vilnius, 1997.

78 , O KadecTBe raseTHbIX HAAKOCTpanuit’, in: ITpasda, 1950-08-19, Nr. 231, p. 2;
IOpuit Exeavunk, H306pasumeivroe macmepcmeo 8 gomozpaduu, Mocksa:
TockunoM3AAT, 1951, P. 6, 7.

79 Kompozitoriaus Jono Svedo jratas Povilo Karpavitiaus spalvoty nuotrauky
parodos [1953] atsiliepimy knygoje, in: LLMA, f. 146, ap. 1, b. 137, 1. 8.
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23 llja Fiseris, J. Vietlavas
su Seima savo bute, 1952

24 Vitas Luckus, i$ al-
bumo /spidZiai, 1986




Socrealistinés fotografijos

kdrimo principai

Dél specifiniy rai$kos metody totalitariné fotografija buvo pajégi
suteikti aiskias, taisyklingai artikuliuojamas, idéjines nuostatas.
Jos leksika, sudaryta i§ ikonografiniy siuzety ir simboliy, buvo
skirta mastymo ir elgesio totalitarinéje valstybéje normy visumai
iSreiksti, altrealybei sukurti ir jos mitais pagrjstai istorijai ,para-
$yti“. Ukrainieciy politologas Georgijus Pocepcovas pastebéjo,
kad totalitarizmas, nejsileidZiantis alternatyvumo (tik vienas
variantas, viena galima interpretacija), sukuria tam tikro tipo
laikras¢ius, literatira, daile, kina, kurie atlieka ne tik ideologine,
bet ir hedonisting funkcija**®. Taciau tokios rasies gyvenimo
malonuma buvo galima jpirsti tik infantiliam, j autonominj pa-
saulj teisés neturin¢iam pilie¢iui. Tuo pat metu ugdyta ir kita
jo savybé — anonimiskumas, t. y. priklausymas bendram tipui,
nepretenduojant j asmenybés i§skirtinuma. Tokj poziarj diktavo
visa unifikacija ir kolektyvizma skatinanti sistema, todél ,,anoni-
mizacija kaip kategorija yra tokiy procesy kaip lygybé (kuri buvo
tik deklaracijose) ir paslaptingumas (kuris nebuvo deklaruoja-
mas, bet buvo jvestas j gyvenima realiai) atspindys“**’. Taciau
anonimi$kumas nereiske atsiskyréliSkumo, priesingai, kolektyvo
(3eimos nariy, bendradarbiy, kaimyny) vykdoma kontrolé pa-
lengvindavo , priziarétojy” darbg, nors motyvuodavo tokia globg,
zinoma, apverte vertes — juk pagal partijos nuostatas ,Zmogus
galéjo atsiskleisti tik kolektyve. Jo nepriimdavo kaip atskiro atomo,
jis turéjo teise egzistuoti tik neperzengdamas socialinés mole-
kulés riby.“>*® Tokia totalitarinés politikos socialine orientacija
iliustruoja socrealistiné fotografija — ji tam i$naudojo ne tik turi-
nio, bet ir formos konstravimga.

236 TI'eopruit [lovenmios, Tomaiumapnuiii werosex: Ouepku momaisumaprozo
cumsorusma u mugorozuu, Kues: Taobyc, 1994, p. 15, 16.

237 Ibid., p. 61.

238 Ibid., p. 53.
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Aiskiai ideologiniai uzdaviniai fotografijos meno fronto dar-
buotojams buvo suformuluoti jau 1934 m. ,Sovetskoje foto” re-
dakcijos. Reaguodama j Josifo Stalino pranesima VKP(b) xvi1
(nugalétojy) suvaziavime apie partijos vadovavima kovai uz visiska
ir galutinj issilaisvinima i§ senojo pasaulio ir naujos socialistinés
visuomenés pergalg, ji sukaré nauja programine strategija: ,mes
turime fotografijos priemonémis parodyti, kaip vyksta tas per-
galés margas j socializma.**® Vienas svarbiausiy fotozurnalistams
keliamy reikalavimy buvo konkretumas, operatyvumas, fakto at-
vaizdavimas su ,meniniu teisingumu® ir tikslingas jo parodymas
milijonams Zmoniy: ,musy tikrové suteikia nei§semiama me-
dziaga meniniams fotokariniams, bet kad jie buty sukurti, reikia $ia
tikrove suprasti, pazinti ir giliai pamatyti.**° Svarbiausiu fotografi-
jos prana$umu tapo ne istorinis ir dokumentinis, o politinis ir pro-
pagandinis efektas. Intensyvy socializmo statybos tempa galéjo
garantuoti tik visuomenés aktyvumas, todél fotografija turéjo bati
nukreipta j mases, ji turéjo pasiekti kiekvieno ,statytojo“ samone,
t. y. tapti visuomeniska. Fotografas, kaip herojinio momento liu-
dytojas, turéjo paisyti trijy pagrindiniy salygy: i§samumo - kad
nebuty praleistas né vienas badingas istorinio vyksmo epizodas;
teisingumo — kad jvykiy eiga buty atspindéta politiskai teisingai,
atkreipiant démesj j pilie¢iy organizuota dalyvavimga visuose pro-
cesuose; tinkamos meninés formos — kad realybé baty pateikiama
israiSkingai, emocionalia forma**".

Kaip pagrindiné vertybé igkelta ,meniné tiesa’, kuria socrea-
listiné fotografija turéjo sukurti dokumentalizmo pagrindu, ta-
¢iau ne tiesiogiai fiksuodama objekta ar sekdama spontaniska
ir subjektyvy impulsa, o samoningai orientuodamasi j tikroveés
konteksta, i$skirdama i§ jo esminius reiskinius. ,Socialistinio rea-
lizmo mene atsispindi dvasiné ir moraliné sovietinés visuomenés

sveikata“**?, — tokia totalitarinés valstybés ideology pozicija lemé

»/\NPEKTHBBI BEAHKOTO Che3Aa — B OCHOBY BCelt paborsr' in: Cosermckoe omo,
1934, Nr. 2, p. 1.

240 Ibid., p. 2.

A. Mexepuuep, ,Teporka, BoraoleHHast B CHUMKaxX ', in: Cosemckoe ¢omo,
1934, Nr. 4-5, p. 6.

242 A. 3ucs, ,0 COIMAANCTHIECKOM PeaAr3Me B HCKyccTBe ¢poTorpadumu’, in:

Cosemckoe ¢omo, 1965, Nr. s, p. 20.
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siaurg fotografijos paskirtj. Palyginti su Vakaruose nuo x1x a. fo-
tografijoje plétotu realizmu, pirmasis skirtumas, Zinoma, buvo

fotomenininko santykis su tikrove — ne kritinis, ne socialinis, bet ir
ne reprezentacinis. Soviety reikalavimas giliai ir i§samiai parodyti
»tobula“ liaudies gyvenima igkélé savitos stilistinés leksikos mena.
Jo novatoriskumas sietinas su tikslais — ,kovoje uz socialistinj

pasaulio pertvarkyma’, ir metodais — ,tai ne tik naujas aukstesnis

etapas pasaulio meninés kultaros istorijoje, bet ir naujas meninio

mastymo tipas“**.

243 Ibid., p. 23.
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25 L. Binevicius, Kauno
Valstybinio taikomosios
ir dekoratyvinés dailés
instituto diplomantas
Viadas Zuklys prie dip-
lominio darbo - Vinco
Mickeviciaus-Kapsuko
paminklo projekto, 1950
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26 V. Vanagaitis, Skulptoriai Napoleonas
Petrulis ir Bronius VysSniauskas kuria skulp-
tirine kompozicijq ,,Pramoné ir statyba“
statomam Zaliajam tiltui, Vilnius, 1951




Jo totalus (visose meno ir kultaros srityse) diegimas ypa¢
ryskiai atsispindi V. Vanagaic¢io kadre - i$raiskingoje dviguboje
(skulptiiros ir fotografijos) kompozicijoje: skulptoriai Napoleonas
Petrulis ir Bronius Vy$niauskas 1951 m. statomam Zaliajam til-
tui kuria skulptaring grupe ,Pramoné ir statyba“ [26]. Vaizde
gausu simboliniy sasajy: tiek plastinés formos, tiek idéjineés is-
rai$kos. Nejmanoma nuspéti, kaip tokie vaizdiniai veiké pilie¢iy
samone ir ar jy autoriai tikéjo konstruojamais siuzetais. Tikrasis
santykis, suprantama, buvo nutylimas. Reta i$imtis — jrasas ant
L. Bineviciaus 1950 m. fotografijos [25], vaizduojanéios Kauno
Valstybinio taikomosios ir dekoratyvinés dailés instituto diplo-
mantg Vlada Zuklj prie diplominio darbo — Vinco Mickevic¢iaus-
Kapsuko paminklo projekto®**. Kitoje originalo puséje kazkas,
veikiausiai vienas i$ fotografija spaudai rengusios ,Svyturio re-
dakcijos darbuotojy, jragé: ,Zmoniskalba, a§ tau parodysiu i$ kur
kojos dygsta.“ Neadekvatus tam laikui ir situacijai i$$ukis atidengia
jokios propagandos nejveiktas, gilia ,,burzuazine” erozija (pasak
sovietiniy ideology) padengtas inteligenty sielas.

Rusy Zurnalistas ir fotografijos istorikas Leonidas Volkovas-
Lanitas, ir postalininiu laikotarpiu likes istikimas socrealizmo
principams, apibendrino sovietinio fotomeno esme ir skyré pa-
grindine — komunizmo statytojo — tema. Kreipdamasis j sovieti-
nius fotografus, jis apeliavo j pilieting pareiga laikytis , Komunisty
partijos manifesto® ir jausti laiko pulsa. L. Volkovas-Lanitas buvo
tvirtai jsitikines, kad liaudi$kumo ir parti$kumo principais pa-
gristas socialistinio realizmo metodas yra pats objektyviausias,
suteikiantis galimybe sukurti idéjinj ir humanistinj meno karinj,
ta¢iau jtikinamam jvaizdziui sukurti, be idéjinio pamato, butinos
ir estetinés ypatybés. Remdamasis Friedrichu Engelsu, rusy teo-
retikas teigé, kad ,sintezé, reiskiniy tipizavimas sustiprina idéjinj
emocinj fotografijos poveikj. Apibendrinimas, i§saugant atskiry
detaliy autentiskumga, garantuoja ,tipisky charakteriy tipiskose
situacijose” tikruma.“*** Fotomenininko pasaukimas tiesiogiai sie-
tas su politiniais $alies interesais, jpareigojant kirybine asmenybe

244 Fotografija publikuota zurnale Svyturys, 1950, Nr. 12; originalas, in: LLMA,
f.s1,ap. 2,b. 45,1 1.

245 Aeonup Boakos-Aanuur, ,,CTponTeAb KOMMYHU3MA — BeAyIasi TeMa COBET-
ckoro $oTouckyccrpa’, in: Cosemcrkoe $omo, 1962, Nr. 2, p. 2.
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paklusti totalitarinio rezimo reikalavimams ir prie jy prisitaikyti.
Fotografija, beje, tokj spaudima patyré labiausiai, nes i$ kity meno
sri¢iy i$siskyré dokumentisku funkcionalumu.
Reikia pripazinti, kad fotografija, kaip propagandiné priemoné,
valdzios buvo i$naudojama visais laikais ir ne tik totalitarinio
rezimo valstybése. Vienas pavyzdziy — amerikieciy fotografo
Walkerio Evanso priesinimasis politiniam uzsakymui, kai i§ jo rei-
kalavo tikslingy propagandiniy iliustracijy apie Amerikos tkininky
socialing padétj Didziosios depresijos metais**®. Fotodokumenta-
vimo projekty koordinavusios Persikélimo reikaly administraci-
jos (Resettlement Administration) Istorijos skyriaus vadovas Roy
Strykeris, badamas populistas ir fotografija suprasdamas tik kaip
beasmenio reportazo perteikimo priemone, nepaisé W. Evanso au-
toriniy (nesalisky ir apolitisky) principy ir pateikdavo fotografui
tokius uzsakymus kaip $is: , Pasistenk mums padaryti keleta miely
,saldziy” [sirupy] kaimisky sceny ir bendresnio peizazo vaizdy,
skirty virdeliams.**” Situacija analogiska Antano Sutkaus patiréiai
sovietinéje ziniasklaidoje, kai , Literataros ir meno“ redaktorius
Vacys Reimeris jo taip pat paprasydavo jspudingy iliustracijy:
»,Duok nuotrauka pavasariniam vir$eliui, ir kad baty — oho!“%48
Tiesa, mazinant programos biudzeta, W. Evansas buvo pirmas i§
darbo atleistas fotografas, nes taip ir nesugebéjo prisitaikyti prie
keliamy ideologiniy reikalavimy. Fotografo nuostatas iSreiskia jo
rankrastinis memorandumas: ,Niekada jokiomis aplinkybémis
nedaryti jokiy panasiy dalyky. Nedaryti fotografiniy ataskaity
arba padienio darbo Vyriausybei arba kam nors i§ Vyriausybés,
kad ir kokia buty jtaka, — tik gryng vaizdavima, o ne propaganda.

246 1935-1937 m. fotografas Walkeris Evansas dalyvavo fotodokumentavimo pro-
jekte, koordinuotame Persikélimo reikaly administracijos, kuri véliau buvo
renovuota j Ukio apsaugos administracija (Farm Security Administration) ir
vykdé Franklino Roosevelto politikos programa (Roosevelt Administration’s
New Deal); Walker Evans: Public Photographs 19351937, [exhibition, Art Gal-
lery, 20 March - 24 April 1998, curated by Bruce Jackson, Samuel P. Capen],
Buffalo: State University of New York at Buffalo, 1998.

247 Roy Strykerio laiskas Walkeriui Evansui, datuojamas 1936 m. gruodziu —
1937 m. sausiu; Jerry L. Thompson, John T. Hill, Walker Evans at Work, New
York: Harper and Row, 1982, p. 118, 119.

248 ,Fotografija — Zmogaus sugalvotas budas sustabdyti laika', in: Lietuvos rytas,
1999-07-13, priedas Miizy malinas, p-12.
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Verté ir, jeigu pageidaujate, net propagandiné reik§mé Vyriausybei

slypi pacioje ataskaitoje, kuri ilgalaikéje perspektyvoje pasirodys 27 Vytautas Stanionis,

kaip i$mintingas ir toliaregiskas darbas. Jokios politikos, kad ir ~ Geguzés pirmosios

kas bt “?*° Si tatas W. E . Ko i dinti demonstracija Alytuje,
as baty. ias savo nuostatas W. Evansui pavyko jgyvendinti .,

1936 m. kartu su ragytoju Jamesu Agee vykdant zurnalo , Fortune®
projekta. Visuomeninés sazinés vardg turéjusio amerikietiskojo

verslo zurnalo redakcija gana atsargiai sutiko autoriy surinktg at-
vira ir kritiska medziaga apie fermeriy gyvenima Amerikos pietry-
¢iuose, ta¢iau 1941 m. jy knyga ,Let Us Now Praise Famous Men*
(liet. ,O dabar paslovinkime jzymybes) vis délto buvo isleista.
1960 m. ji buvo perleista ir pripaZinta populiariausia dél autentisky

$alies ekonominés ir socialinés situacijos atodangy.

Si analogija iliustruoja politiniy uzsakymy pragmatizma, kai,
prisidengiant valstybés interesais, niveliuojamas objektyvumas,
etika ir individualus karybinis poziaris. Taciau ji taip pat parodo,
kad asmenybé demokratijos salygomis turi galimybe pasirinkti
ir iSreiksti savo nuomone, kuri ne visada sutampa su oficialigja,
o sovietinéje $alyje alternatyvaus kelio néra. Reta i$imtis Lietuvos

249 Jerry L. Thompson, John T. Hill, op. cit., p. 112.
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pokario fotografijoje — Alytaus fotozurnalisto Vytauto Stanionio
karyba [27]. Dailétyrininké Agné Narusyté, iStyrusi laikradtyje
,Tarybiné Dzakija“ nuo 1950 m. publikuotas V. Stanionio foto-
grafijas, atkreipia démesj i netipiska anam laikui stilistine kalba:
,Nedramatizuodamas Stanionis vis délto uzfiksavo savo laiko su-
détingumg ir, pripazinkime, dramatizma. Lyg tarp kitko mestas
zvilgsnis, prasiskverbes pro renginio rezisarg ir pavertes ja niekais,
lyg paklastant valdziai vykdytas projektas, lyg nety¢ia iSplaukes
vaizdas - ir optimisti$ka tarybiné ramybé sutrinka. Ne akivaiz-
dZiai - nes taip negalima, - tik Zitirovo galvoje.**° Provincijoje
dirbusio fotografo Zzmogiskas pozitris j aplinka (santiriai i$reiksta
atjauta, démesys fotografuojamam jvykiui ar zmogui) rodo, kad
autorius nepaisé socrealizmo principy, arba tiksliau - juos ka-
rybigkai i$plétojo, o laikra$¢io redakeija toleravo tokig autorine
raiSka, kuri gal ir neatitiko jprasty trafaretiniy schemuy, tadiau ir
neigiamo politinio rezonanso sukelti negaléjo.

Nors Soviety Sajungoje ar$aus totalitarizmo fotografijos raiska
buvo bandoma ir véliau i§saugoti senais pagrindais, fotografijos
leksika kito, ir jg santykinai galima diferencijuoti pagal tris stilisti-
nes bangas: stalininiu laikotarpiu klestéjo socrealistinis fotozurna-
lizmas, postalininiais metais dominavo socialinio peizazo karimas
humanistinés estetikos pagrindais, o paskutiniu sovietmecio de-
§imtmeciu pradéjo reikstis nebesuvaldomi eksperimentavimo ir
konceptualizavimo procesai, prie$taraujantys totalitarinio meno
prigimciai ir paskirciai.

Altrealybés elementai

Altrealybés, arba fotografijos laiko ir erdvés, karimas J. Stalino
valdymo metais primena Zaidima su kaladélémis — vaizdo kom-
pozicija sudaro privalomi elementai, i$ kuriy déliojami bokstai,
statomos paprastos ir sudétingesnés konstrukcijos, igaunamos
originalios variacijos, bet karybinguma vis tiek riboja kaladéliy
forma, prie kurios tenka derinti jungtis. Taciau tik taip ir pasie-
kiamas ,smélio dézés” efektas, kai filtruojama realybés materija

250 Agné Narusyteé, ,Tas ir ne tas pokaris: Vytauto Stanionio fotografijy albumas,
in: 7 meno dienos, 2003-06-06.
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Svarbesni Lietuvos
fotografijos jvykiai

1940

Vilniuje surengta jungtiné Lietuvos foto-
meégéjy draugijos ir Lietuvos matininky
ir kultartechniky sajungos Fotosek-
cijos paroda.

Vidaus reikaly ministro nutarimu ,,Dél visy
iki 1940 m. birzelio 20 d. jregistruoty
draugijy ir jy skyriy veiklos sustabdymo®
nutraukta Lietuvoje veikusiy fotografijos
organizacijy veikla.

Lietuvos Respublikos telegramy agentara
ELTA reorganizuota j sovieting.

1952

,Svyturio® redakcijos iniciatyva surengta
pirmoji kolektyviné Zurnalistinés foto-
grafijos paroda.

1953
Vilniuje surengta pirmoji pokariu persona-
liné (Povilo Karpaviciaus) spalvotosios
meninés fotografijos paroda.

1958
Lietuvos SSR Zurnalisty sajungoje jkurta
Fotografijos sekcija.
Vilniuje surengta pirmoji kolektyviné meni-
nés fotografijos paroda.

1961
Ileista Povilo Karpavi¢iaus knyga
»Spalvotosios fotografijos praktika“

1963
Tkurtas Kauno fotoklubas.
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1965
Surengta pirmoji Kauno fotoklubo mégéjy
meninés fotografijos paroda.
Isleistas Romualdo Rakausko ir Antano Sut-

¢

kaus fotoalbumas ,Vilniaus $iokiadieniai‘

1966
Organizuota Lietuvos fotokluby taryba.
Tkurtas Siauliy fotoklubas.

1967
Pradétas leisti zurnalas ,Nemunas“
Pradétas leisti metrastis ,Lietuvos
fotografija“
Tkurtas Panevézio fotoklubas.

1968
LSSR dailés muziejuje surengta keturiy
fotozurnalisty — Algimanto Kun¢iaus,
Viliaus Naujiko, Romualdo Rakausko
ir Antano Sutkaus — paroda.

1969
Vilniaus dailés parody ramuose su-
rengta meninés fotografijos paroda
,Lietuva — 69
Tkurtas Klaipédos fotoklubas.
Isteigta Lietuvos fotografijos meno draugija.
Maskvoje surengta Lietuvos fotografijos
(Mariaus Baranausko, Vitalijaus Buty-
rino, Algimanto Kunc¢iaus, Vito Luc-
kaus, Aleksandro Macijausko, Antano
Miezansko, Romualdo Rakausko, Liud-
viko Ruiko ir Antano Sutkaus) paroda
»9 Lietuvos fotografai®.
Isleistas Algimanto Kun¢iaus albumas
»Senojo Vilniaus vaizdai®

1970
Plateliuose atidaryta pirmoji fotografijos
paroda ,,Zmogus ir Zemeé*®

Siauliuose jvyko pirmasis fotografy
seminaras.

Vilniaus dailés parody ramuose surengta
pirmoji tarptautiné meninés fotografijos
paroda ,Jiir jis“

Lietuvos fotografai dalyvavo pirma karta
JAV Soviety Sajungos surengtoje foto-
grafijos parodoje ,Soviety Sajunga $ian-
dien. SSRS fotografija "70“ (Soviet Union
Today. USSR Photo ’70).

1971
Kaune, Siauliuose ir Panevézyje jsteigti Lietu-
vos fotografijos meno draugijos skyriai.

1972

Leningrade surengta didziausia sovietmeciu
lietuviy fotografijos paroda (eksponuoti
72 autoriy 724 darbai).

1973
Atidaryta Vilniaus fotografijos galerija.
Siauliuose jkurtas Fotografijos muziejus.
Nidoje pradéta rengti kasmecius fotografijos
seminarus.

1974
Ivyko Lietuvos fotografijos meno draugijos
pirmasis suvaziavimas.

1976
Vilniuje surengta pirmoji jaunujy fotografy
(Romualdo Pozerskio, Virgilijaus Sontos
ir kt.) paroda.
I8leistas Mariaus Baranausko, Romualdo
Rakausko, Liudo Ruiko ir Antano
Sutkaus albumas , Taryby Lietuva®.

1977
Lietuvos fotografijos meno draugijoje
jsteigta Jaunujy fotomenininky sekcija.

Svarbesni Lietuvos fotografijos jvykiai



1978
Vilniuje surengta antroji jaunyjy fotografy
(Mildos Drazdauskaités, Romo Jugkelio,
Aleksandro Ostasenkovo, Vytauto V. Sta-
nionio ir kt.) paroda.

1979
Atidaryta Kauno fotografijos galerija.

1980

Ivyko Lietuvos fotografijos meno draugijos
antrasis suvaziavimas.

Vilniuje surengta trecioji jaunujy fotografy
(Algirdo Seskaus, Alfonso Budvytio,
Vytauto Bal¢ycio, Remigijaus Pacésos,
Violetos Bubelytés ir kt.) paroda.

Isleista Povilo Karpaviciaus knyga ,Foto-
grafijos vadovas®

1982
Vilniuje surengta ketvirtoji jaunujy foto-
grafy (Klaudijaus Driskiaus, Algimanto
Maldutio, Viktoro Trublenkovo ir kt.)
paroda.

1983
Vilniuje surengta pirmoji fotografijos ir
tapybos (Algirdo Seskaus ir Raimundo
Slizio) paroda.

1985
Vilniuje surengta penktoji jaunujy foto-
grafy (Artino Kulikausko, Alvydo Lukio,
Sauliaus Saladano, Gintauto Stulgaicio,
Gintauto Trimako, Rimaldo Viksraicio
ir kt.) paroda.
Kauno ,Santakos® kino teatre surengta
pirmoji ,plésriujy sekcijos” paroda
»Autoportretas ir natiurmortas®

Svarbesni Lietuvos fotografijos jvykiai

1986

Vilniaus dailés parody riimuose surengta
pirmoji dailés ir fotografijos paroda
,,Zmogus ir aplinka®

Ivyko Lietuvos fotografijos meno draugijos
treciasis suvaziavimas.

Kaune surengta Baltijos respubliky jaunujy
fotografy paroda.

Vilniuje surengta $estoji jaunujy fotografy
(Sauliaus Paukséio, Raimundo Urbono,
Remigijaus Zolubo ir kt.) paroda.

Isleistas Romualdo Rakausko albumas

,,Zydéjimas“.

1987
Vilniaus dailés parody riimuose surengta
pirmoji fotografijos paroda ,Portretas®.
Lietuvos fotografai dalyvavo Budapeste
surengtoje tarptautinéje parodoje
,Siuolaikinis menas“ (Art of Today).

1988
Surengta septintoji jaunuyjy fotografy
(Remigijaus Treigio ir kt.) paroda.

1989
Lietuvos fotografijos meno draugijos pa-
grindu jsteigta Lietuvos fotomenininky
sgjunga.
Vilniaus dailés parody riimuose surengta
pirmoji Lietuvos fotomenininky sajun-
gos ir i§eivijos fotografy paroda.



Santrumpos

LCVA - Lietuvos centrinis valstybés archyvas
LDM - Lietuvos dailés muziejus

LFMD - LSSR fotografijos meno draugija
LES - Lietuvos fotomenininky sajunga

LYA - Lietuvos ypatingasis archyvas
LLMA - Lietuvos literatiros ir meno archyvas
SAM - Siauliq »Ausros“ muziejus

VDKM - Vytauto Didziojo karo muziejus



Saltiniy ir literatdros
sgrasas

Archyviniai dokumenty 3altiniai

LCVA, {. 853, laikras¢io Komjaunimo tiesa
redakcija (1940-1990)

LCVA, f. rR-62, laikrad¢io Tiesa redakcija
(1940-1990)

LCVA, f. R-257, laikras¢io Taryby Lietuva
redakcija (1940-1941)

LCVA, f. rR-550, Lietuvos telegramy
agentura prie LSSR Ministry Tarybos
(ELTA) (1940-1990)

LDM archyvas, £. 1, Lietuvos dailés muzie-
jaus veiklos dokumentai

LYA, f. k-1, LSSR valstybés saugumo komi-
tetas (KGB)

LYA, f. v-102, LSSR vidaus reikaly minis-
terijos (MVD) Milicijos valdybos Pasy
registracijos skyrius (PRS)

LLMA, f. 45, laikrasc¢io Literatiira ir menas
redakcija (1953-1989)

LLMA, f. 51, Zurnalo Svyturys redakcija
(1949-1990)

LLMA, f. 77, Zurnalo Jaunimo gretos redak-
cija (1944-1986)

LLMA, f. 116, zurnalo Kultiiros barai redak-
cija (1965-1991)

LLMA, £. 146, LSSR dailininky sgjunga
(1940-1988)

LLMA, {. 287, zurnalo Nemunas redakcija
(1967-1989)

LLMA, f. 350, LSSR dailés fondas
(1945-1990)

LLMA, f. 476, Kultaros $vietimo jstaigy
komitetas prie LSSR Ministry Tarybos
(1944-1953)

LLMA, f. 501, LSSR Zurnalisty sajunga
(1957-1989)

LLMA, f. 503, LSSR fotografijos meno
draugija (1969-1988)

Archyviniai fotografijy saltiniai

Algimanto Kunciaus asmeninis archyvas

Algirdo Segkaus asmeninis archyvas

Antano Sutkaus asmeninis archyvas

Genocido auky muziejaus fotografijy rinkinys

Gintauto Trimako asmeninis archyvas

Tljos Fi$erio negatyvy kolekcija

Lietuvos centrinio valstybés archyvo Foto-
dokumenty skyriaus fondas

Lietuvos dailés muziejaus istorinés ir meni-
nés fotografijos rinkiniai

Lietuvos fotomenininky sajungos fotogra-
fijy archyvas

Lietuvos literataros ir meno archyvo Zurnaly
Kultiaros barai, Nemunas, Svyturys, laikras-
¢io Literatira ir menas redakcijy fondai

Siauliq »~Ausros” muziejaus Fotografijos
skyriaus rinkinys

Vilniaus miesto savivaldybés Kultaros pa-
veldo skyriaus archyvas

Publikuoti dokumenty Saltiniai

Fotografijos parody metrastis, 1986, Vilnius:
Lietuvos SSR fotografijos meno draugija,
1988.

Lietuvos kultiira sovietinés ideologijos nelais-
véje 1940-1990: Dokumenty rinkinys,
sud. Juozapas Romualdas Bogu$auskas,
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Arunas Streikus, Vilnius: Lietuvos gyven-
tojy genocido ir rezistencijos tyrimo
centras, 2005.

Snie¢kus Antanas, Stiprinkime spaudos rysj
su masémis: Prane$imo pirmajame res-
publikiniame darbininky ir valstie¢iy
korespondenty suvaziavime sutrumpinta
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Vilnius: ,Tiesos” leidykla, 1949.
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Lietuvos fotomenininky sajungos
Klaipédos skyrius, 2009.
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Nihil obstat
Lithuanian Photography
during the Soviet Era

Summary

This monograph provides the first comprehensive historical model of
the development of Lithuanian photography, highlighting Sovietiza-
tion as the most contingent factor to have influenced the evolution of
stylistic expression, as well as to have regulated the dissemination
of photography and public reaction to its visual “messages”.

A retrospective study covering fifty years of the Sovietization of
Lithuanian photography reveals complex, creative processes under the
influence ofideological supervision over culture. Soviet photography, an
established instrument of propaganda for the communist platform, had
to render an illusion of absolute truth by constructing a mythical reality
based on political values and meanings through the use of totalitarian
visual coding methodology and the manipulation of symbols and iconic
themes. The totalitarian ideals that were injected into the photographi-
cally reproduced social reality infused Soviet individuals with a selective
and subjective view of the surrounding environment, consequently iso-
lating individual consciousness from the capacity to doubt and creating
stabilizing conditions for the development of Soviet society. The deliber-
ate and zealous Sovietization of photography occurred throughout the
first occupation of Lithuania, as well as during its subsequent occupation.
A powerful and effective means of spreading Soviet ideology was formed
by suppressing all creative processes and squeezing photographic activity
into a narrow field of operations. Being the main sphere of expression,
photojournalism was equated with photography art; this was particularly
beneficial to the inoculation of socialist reality principles.

Totalitarian ideology constructed a new category for the expres-
sion of ideological “truth” and mythical reality: altreality', which was

One of the most important objectives of photography Sovietization can be linked
to the construction of a new ideological reality. In order to present a more accurate
portrayal of reality in Soviet photography, a new concept, altreality, is introduced
in this monograph; the concept not only refers to the nature of the phenomenon
(e. g hyper-) or the degree (e. g. total), but also justifies ideological aspirations
to represent an idealized version of Soviet reality, i. e. to illustrate it in qualitative
dimensions (height, depth, width, distance).
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instilled in Soviet culture with the use of various linguistic and visual

means. Photography was one of the most effective tools of altreality,
since it portrayed images in a documentary and, therefore, persuasive

manner. The photography of a totalitarian regime had to not only re-
produce existing reality, but also create a reality of symbolic values

that included a time constituent as well as one of ideological space.
Ideologists of the new system assembled its components purposefully,
superimposing an a priori perspective on societal development. The

ideological “truth” that was being formulated in photography portrayed

a Soviet model of the future as experience in the present. This not only
constituted a fine line between real and symbolic, but the symbolic

reality began to take over. Socialist realism methodology was used to

depict a positive image of the socialist order and to illustrate the happy

existence of Soviet citizens. This presented opportunities to manipulate

objective reality and create a fictionalized narrative describing a Homo

Sovieticus, what his values are supposed to be, and how harmoniously
the entire social system functions according to those values. During the

Stalinist period photography lost its status as an art form, a field that

was globally established in the late nineteenth century, acknowledged

in pre-war Lithuania, and had performed its restricted propagandistic

function in Soviet photojournalism. By featuring examples of typical

heroes and chrestomathic depictions of their actions, Soviet ideolo-
gists were able to create a unified iconographic picture that “testified”
to the complete victory of communist ideals during the Soviet occu-
pation of Lithuania.

The purpose of maximally ideologized art was determined by the
socialist regime’s glorification programme, but in a simulation of re-
ality instead of a futuristic perspective. The artist was supposed to
strengthen and “exhibit” ideologized truth in an inspiring manner.
The only guarantee of correctly fulfilling this task was by knowing the
results beforehand. It is precisely this type of tendency and style that
was instilled in Lithuanian art, including photography, during the ini-
tial years of the country’s occupation and its reoccupation. Works of
art were evaluated according to their significance in strengthening the
socialist order and promoting official policies. Party ideologists used
credibility, the very nature of photography, for manipulation in order
for a photograph that had the status of documented reality to be able
to present a fictitious concept of reality as indisputable fact.

In executing the radical Sovietization of all spheres of culture, pho-
tography, as a cooperative, easily-censored and commanding “weapon’,
was perfectly suited to complete its propagandistic task by “correctly”
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depicting Soviet life, which meant creating an iconographic altreality
environment. Prior knowledge of the clearly formulated objective and
the correct result, as well as the necessity to achieve it, created a specific
photograph. Reduced to the status of media reportage, this so-called
artistic expression suppressed photography’s potential and individual
creativity. The photographs that were circulated in huge numbers in
the press implemented visual campaigns effectively: the minds of mil-
lions retained stereotypical images of what Soviet happiness looks like
and what a Soviet person should strive for. Completely exaggerated
themes about the liberated working class, families in brother Soviet
Republics, the prosperity and accomplishments of agriculture and in-
dustry, the heroics of socialist achievers and Party leader glorification
became the norm in creating an optimistic image of the Soviet order
and the new Lithuanian existence.

Photography experienced an acknowledged decline during the
political leadership of Nikita Khrushchev. Post-war requirements
of photographic style began to receive criticism. However, control
over photography, secured during the reign of Stalin, continued up
until the restoration of Lithuanian independence. Although general
political tendencies in the Soviet Union indicated cultural change,
prompting Lithuanian photographers to distance themselves from
functional (media) reportage and to advance photography as profes-
sional art, Sovietization of the field continued, it just became more
flexible through the introduction of socialist humanism based on the

“unified” interests of the individual and the system. Attempts were made
to suppress the innovativeness of the Khrushchev Thaw generation by
depicting it as a planned stage of development and using timely diver-
sions, legitimizing it as a suitable instrument for a particular purpose.
In the monograph, the focus on the research subject converges and
is limited to the field of photography art, as this is the only sphere in
which methods of ideological control were continuously modified.
Photojournalism, which maintained its propagandist mission and
formal illustrative function, was completely sovietized. In preserving
their political programme and administrative structure, ideologists of
culture’s Sovietization were unable to maintain a unified iconography
to decipher the idiocratic system. The diachronic function that was
becoming established in the sphere of photography (between jour-
nalism and art) was a precursor to the birth of subjective, difficult-to-
censor visual information in Lithuanian photography. Photojournalists
Adauktas Marcinkevi¢ius and Vytautas Stanionis were among the first
to communicate using multi-lingual photographic terms in the Soviet
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press. They did not provoke readers to challenge social conflict, which
is naturally characteristic of any regime, especially a totalitarian one,
but they brought ideological reality back down to earth and laid it on
a plane of comprehensible reality by unravelling their predecessors’
pre-constructed plans.

The propagandistic altreality function of photography persisted in
the post-totalitarian period (the post-Stalin years), though it was sup-
ported by a new stylistic lexicon. Reality’s mythical setting was replaced
by romanticized scenes of daily life. The humanistic views portrayed
in these scenes did not contradict Party policies. Moreover, they were
conveyed with much more meaningful content and in more persua-
sive form. Lithuanian photographers, the first in the Soviet Union
to reawaken aesthetic attitudes, not only broadened the spectrum of
representing Soviet life, but also distanced themselves from pseudo-
realist expression. Admittedly, they depended on “social requisitions”
for work and participated diligently in the propagandistic politics of
culture, balancing between journalism and art and dealing with the
conflict between official interests and creative ideas. Paradoxically
the topic of man and earth, which had a clearly nationalist undertone,
became a unifying link because the homeland and its traditional code
of ethics was the main source of inspiration for Lithuanian photogra-
phers; but there was no direct nostalgic reference to a bourgeoisie past
or critical exposure of the present in the photographs. This allowed
the works of new generation photographers to be incorporated into
the ideological programme being cultivated by the Soviets. It must be
acknowledged that the uniqueness of the stylistic language and the ver-
satility of the content remain relevant and influential to this day, while
altreality’s impact has not diminished either. This was determined
by the following major factors: a sincere and unfeigned relationship
between author and surrounding reality evident in the photographs;
individual and original expression based on a synthesis of documentary
style and psychologism; the elevation of existential issues.

Cultural policies essentially did not change after Leonid Brezhnev
took over political rule of the country in 1964. On the contrary, a stag-
nant view of creative processes emerged, one which did not tolerate,
but unavoidably promoted, double standards. Journalistic photogra-
phy directly fulfilled “social requisitions”, but “current events” were
just as apparent in the photography art that had begun to disassociate
itself from formal documentary photography. The Lithuanian school
of photography was recognized after the Lithuanian Photography
Exhibition of 1969 in Moscow which featured an artistic programme
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that emphasized the following: a close and sensitive relationship with
one’s land; unity between individual and country, man and nature;
creative ethics and a sense of responsibility; harmony of beauty and
meaning; poetics of cognition. Socialist realism was implemented in
official domains, for instance in the Tiesa (eng. Truth) daily newspa-
per, the Svyturys (eng. Lighthouse) publishing house, in official albums
representing the Soviet Republic, as well as in thematic exhibitions;
meanwhile, the aesthetics of modern photography was maintained in
humanitarian realms like the Literatiira ir menas (eng. Literature and
Art) and Nemunas magazines, as well as in signature albums and exhib-
its. The new photographic reality, fairly uniform in both Lithuania and
throughout the entire Soviet Union, was formed in the 1960s by pho-
tographers like Antanas Sutkus, Vitas Luckus, Aleksandras Macijauskas,
Algimantas Kunc¢ius, Romualdas Rakauskas, Vilius Naujikas and oth-
ers. The state of the public Soviet cultural domain, into which the new
documentarians began to incorporate themselves, was not favourable
or inclined to promote innovative ideas, but the humanistic nature
of their views did not contradict Party directives. The new form of
altreality proposed by Lithuanian photographers in the Soviet Union
was accepted primarily for its imposing artistic language, which was
significantly stronger than in socialist realism reportage.

A dual concept influenced the representation of reality and the crea-
tion of photographic reality in the 1970s and 1980s. On one hand official
ideological attitudes continued to remain in place, on the other the pos-
tulates of influential Lithuanian photographic traditions were already
having an effect. New generation artists responded to the entirety of
conflicting theoretical directives in different ways: some remained true
to tradition and created documentary-based metaphorical photography,
others chose alternative expressions and violated the natural doctrines
of mimicry for the first time in the history of Lithuanian photogra-
phy. Incidentally, all photography artists who were protected by the
status shield of the Lithuanian school of photography were, without
exception, already bravely ignoring the Party’s demagogical demands
in their own works (except for propagandistic projects) — demands
that still applied to photojournalists. The Photography Art Society of
Lithuania® could only preserve this artistically beneficial niche by co-
operating with the Soviet government and by declaring its loyalty to
communist ideas. The Society guaranteed its ideological faithfulness
by evaluating the political situation: it was its only means of existence

The Photography Art Society of Lithuania was established in 1969.
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and the only way for it to be able to create and distribute its work both
athome and abroad, as well as to be bestowed with better working and
living conditions, i. e. to get the whole prosperity “package” that was
reserved for the cultural elite and could only be claimed by members
of art societies. The Society was the first and only public organization
of its kind in the Soviet Union to unite photography artists.

In this time period the Society hosted seven exhibits that featured
young photographers, introducing new artists who had an opportunity
to not only express their loyalty to tradition (Romualdas Pozerskis,
Virgilijus Sonta, Vytautas V. Stanionis and others), but to also unveil
a trend that was in contradiction to modern romanticism (Algirdas
Seskus, Alfonsas Budvytis, Vytautas Balcytis, Remigijus Pa¢ésa and
others). The young artists alleged that the creation of photography is
the creation of a new reality and, consequently, defining the bounda-
ries of photography as an art form became an insurmountable point
of disagreement. This still young and as of yet unappreciated expres-
sion of art was the cause of much scepticism; “what is depicted in
this photograph?” became the main standard question. Foremost, the

“corrupted” eyes of those who regulated Soviet cultural politics would

notice atypical and alien social depictions that could provoke one of
the most terrible and intolerable elements in Soviet reality: the expo-
sure of a spiritual crisis in the society that is not at all in keeping with
the Soviet programme of portraying reality. The third generation of
photography artists defined avant-garde trends, disassociated them-
selves from all representational forms injected during the Soviet era,
and announced a purely artistic approach to photographic interpreta-
tion. Anti-aesthetic expression, which arose in the late 1970s, concep-
tually illustrated that photography can be more than just a reflection
or a direct result of political and social facts; it demonstrated that it
can also be an independent and unique work of art, an alterreality?,
which is created by the author’s consciousness and makes use of real-
ity only for material.

The new artists not only opposed the traditional altreality, they
picked apart alterreality as well, that is, its ideological structure, and
demonstrated their solidarity through postmodernist properties.
Nonetheless, even back then it was their unity in searching for new
creative strategies, not individual authors, which created a pretext for

The altreality concept used in this study is countered by another term introduced

here, altreality. It describes a twentieth-century alternative to the established por-
trayal of reality in Soviet photography by Lithuanian artists with a new aesthetic

form of expression in the late 1970s.
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speaking about a movement and stimulated change in theoretical ap-
proaches to issues of photographic reality. Since such a concept was
not dominant (dispersion was limited and it was understood by only
a small circle in the cultural sphere) and had no influence on public
views, the Soviet government treated it as experimental and tolerated it,
using it to demonstrate the obviously contemporary positions of Soviet
culture. The niche that embraced the dissemination of alterreality was,
in truth, rather narrow: avant-garde photographs were not printed in
the periodical press or representational albums for the Soviet Union,
and they were not shown in the more significant themed or centennial
exhibits. In the meantime Sovetskoye foto (eng. Soviet Photography) the
methodological and ideological shaper of photography that had ex-
peditiously responded to the escalation of the traditional Lithuanian
school of photography and had often published the works of its au-
thors (in comparison to those of Latvian and Estonian photographers),
attempted to remain oblivious to the new Lithuanian photographic
phenomenon. To accept Lithuania’s “new vision” meant stirring the
fundamental waters of Soviet photography art that had been formed
throughout the decades.

This situation shows that the twenty-year concept of altreality,
which had been created according to a traditional comprehension
of the school of photography, remained sufficiently uniform in the
public domain. However, these universal values were challenged by
the new trends that could not be suppressed by censorship, abstractly
unveiling the crisis through belief in truth and beauty. The Lithuanian
school of photography that emerged during the late 1960s conceived
a documentary-based conception of photography art. At the close of
the 1970s an alternative expression, which contradicted the established
norm of values, surfaced in the works of new generation artists who
viewed the traditional representations of reality with scepticism. Their
work inspired postmodernist tendencies in Lithuanian photography
art within an environment of the substantially weakened, though still
ideologized, repression of culture. Therefore photography, in terms
of function and stylistic form, was not uniform; but its Sovietization,
though implemented programmatically with no deviation from the
Party platform, was nonetheless unable to enjoy absolute control over
this strategically significant branch of culture.

The evolution of photography in the Soviet era is directly linked
with stages in the political process and can be observed in the for-
mation of three artistic waves: the photojournalism of Stalin’s so-
cialist realism was all-encompassing; the policies implemented by
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Khrushchev created conditions for a new documentary form directed
at the social environment; while the devisualization movement con-
veyed Brezhnev’s stagnation crisis and brought significance to post-
modernist views. The differences delineated in these artistic trends
are encountered within the creative processes and artistic strategies
of photography.

Expression was completely regulated during the occupation pe-
riod. Chanonas Levinas, Judelis Kacenbergas, Ilja Fi$eris and other
photographers were guided by a strictly-regimented construction of
images based on the iconography of Soviet symbolism and the crea-
tion of generalized content. By avoiding spontaneous documentary
photography, which may have led to unpredictable consequences, they
implemented Communist Party objectives and participated in the
falsification of history. Due to its specific methodology of expression,
totalitarian photography was able to record the experiences of a ma-
terial culture, as well as present clear ideological principles. The lexi-
con, consisting of iconographic themes and symbols, was dedicated
to expressing an entire set of standards for thinking and behaving in
a totalitarian society, creating altreality, and “writing” its myth-based
history. The impact of political propaganda, not documentary his-
tory, became the most significant virtue in photography. Activeness
of society was the only factor that could guarantee an intense pace of
building socialism, so photography had to be directed at the masses,
ithad to reach the consciousness of every “builder* i. e. become com-
munal. As a witness to this heroic moment, the photographer was to
heed three main conditions: comprehensiveness (so that not a single
moment pertaining to the historical event would be missed), cor-
rectness (so that the series of events would be portrayed politically
correctly with a focus on the coordinated participation of citizens in
all processes), and appropriate artistic form (so that reality be pre-
sented eloquently). “Artistic truth” was posed as the fundamental
value. They used rather primitive distortion methods in an attempt to
strengthen the impact of an image, ideologize it or even falsify events
in life. Symbols of a sacred idea, transferred from reality to altreality,
became symbols of “truth® If these were not encountered in the sur-
roundings when they were needed, they were simply built into the
picture. The manipulation of reality became justifiable in the name
of ideological truth. Correcting the scene became standard: insert-
ing Party leader portraits, editing two photographs together for dis-
tribution to a crowd at a mass meeting, touching up a shot to cover
elements of a bourgeoisie past. A system of consistent brainwashing
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that used a combination of tools (naive deception and convincing
propaganda alike) was conceived.

The essence of the basic method used to depict socialist realism
involved the construction of a declarative and generalizing snapshot.
In attempting to illustrate a certain topic, the photographer chose the
setting, exploited a typically suitable environment and characters, and
then staged the actions. In such instances specific dates, locations or
names, though often noted, became meaningless because the photog-
rapher’s most important function was to emphasize the image’s main-
stream value, not its uniqueness. In all cases, specific elements were
exaggerated and factographic snapshots gained greater significance,
since their evaluation was more greatly emphasized than the process.
This was a reliable method because the photographer avoided coinci-
dences and undesirable, obscure elements. The creation of ideological

“announcements” about typical heroes and situations with the use of
similar (guaranteed) methods preordained a monotonous portrayal of
Soviet life. It is doubtful as to whether the repetitive photo composi-
tions, formal reportage and lack of surprise or provocation attracted the
attention of readers, but the totality of their propagation had a hypnotic
effect: the “truth” was absorbed effortlessly. However, the fabrication
of a documentary shot, executed with primitive tools, did not have as
much impact as the power of a real situation caught on camera might
have had. This is why photographers often created the scenes for events
to be documented on site, making slight corrections and adapting real
subject-matter to illustrate the topic. The photographer constructed
the shot right there, without affecting events. By choosing an appro-
priate background, positioning real event participants for a pose and
removing disruptive elements, the photographer was simply making
the present more beautiful instead of reconstructing an event. A care-
fully chosen snapshot (selective composition) was effective because
it mirrored programmed standards in condensed form.

Photographers utilized instantaneous snapshots for photo chronol-
ogy. Factographic shots differ from scenic ones in that factographic
images do not generalize or summarize. The snapshot is taken sponta-
neously by catching the most characteristic moment and “clipping” a
suitable fragment out of the time and the place. In a printed article the
main ideological visual burden fell on the text (the commentary of the
image), which often began with the words “we see in the photograph’”,
describing what should be seen in the image. Especially during the
first years of the establishment of the totalitarian regime in Lithuania,
it was important to explain typical examples methodically, leaving no
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room for questions, because results had to be achieved with lightning
speed: the communism that was being created at the present period
of time accommodated the future as well.

The victory model being developed by the totalitarian system was
reflected in depictions of society as well; no matter what perspec-
tive you viewed it from, it was the very best and the most perfect in
the world. It was not the anthropological, ethnographic or social sta-
tus that was significant, but the personality of the future individual
who was being shaped by the new conditions. The Soviet citizen was
presented with sample references that were to be aspired to, picture-
perfect portraits that embodied generalized images of an academic,
writer, worker, peasant, soldier, pioneer, etc. A photographer’s talent
was demonstrated by his ability to persuade the subject in the portrait
to generate the image he needed, and to reduce the individual to the
status of a rubber stamp. The media, filled to the brim with portraits
of leaders and working class people of the hour, urged citizens to fol-
low in the footsteps of the heroes.

Very often portraits of an average Soviet person were published
alongside the formally executed images of Party leaders (whose signifi-
cance required no explanation). This served to elevate an individual’s
character and spiritual status in order to form a generalized image of a
representative of a certain profession or social class. The photographer
was to present a picture of a communism-building, new and ostensibly
free person, a master of his own existence. Most importantly the por-
trait was to elicit that which represents the subject’s reliance on Soviet
society and to illustrate it so appealingly that other members of that
community would want to and strive to be the same. Photographers
were not required to join the ranks of the Communist Party of the
Soviet Union, although Party affinity had to be self-evident in their
ability to analyze and evaluate historical processes and to create the
image of a modern citizen. Ideological traps even existed in ordinary
landscapes that were meant to help citizens acquaint themselves with
the vast expanse of the homeland and the changes taking place within
it, both in an urban setting and in a natural landscape. Overcoming the
most complicated natural barriers was intended to reveal the extent of
industrialization and the might of the Soviet individual: conquering
taiga and tundra, “assimilating” mountains and prairies. Additionally,
emphasis was placed on the declaration that all of this belongs to each
and everyone together. While viewing these scenes of glory, citizens
of the USSR were supposed to be smitten with bliss and proud of the
fact that they had been fated to live in such a “wonderful” country.
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The most important task of all was to create a reality of symbolic values:
altreality was sought with the assistance of all genres of photography,
as well as with widespread utilization of a great variety of “subject-
matter” from everyday life.

Engineering a photographic image was justified by a set of fairly
obvious principles. An image was supposed to portray a generalized
idea, so naturalism and any other details which served to draw atten-
tion away from this made the picture not ideological. The choice of
topic was also determined by requisitioned task: to depict the great
works of the builders of communism, emphasizing only the progress
that is characteristic of the Soviet order. Photography was to express
the author’s communist views and classic position. The subject of the
image had to be chosen with particularly care — an uncharacteristic
or insignificant subject could illustrate reality inaccurately. Socialist
realism in photography was directed at the portrayal of so-called typi-
cal elements in socialist reality; however, the elements that were con-
sidered to be typical could not be frequently recurring or statistically
average, they had to consist of phenomena that fit the meaning of a
specific societal strength. The powers bestowed upon photography to
create and promote the ideal Soviet order surpassed expectations: the
history shaped by photographs in the press is completely positive. This
is characteristic of the photography created under strict management
during the first stage of Sovietization.

Favourable conditions for the creation of landscapes were only
formed during the Khrushchev Thaw, when postures of socialist real-
ism style that had prevailed for a decade in the stagnant partisan press
gave way to new concepts of artistic expression. It is worthwhile to
analyze the changes in photography more as a repercussive occurrence
rather than a phenomenon that was influenced by a new paradigm in
culture, giving new meaning to both the title and the standpoint of
Ilya Ehrenburg’s 1954 novel The Thaw. The hierarchal pyramid fell apart
after Stalin’s “Cult of Personality” was denounced. It had been using
the same old quick fix instrument, the public, only now the binding
material was ordinary prose instead of heroic myth. The Thaw was oc-
curring in people’s relationships and re-evaluation of values.

The photography of this period, in part because it implemented
the Party’s undertaking of “writing” present-day history, adopted an
obviously publicistic mannerism. The humanist aestheticism of pho-
tography that was spread by Western artists was also acceptable to
Soviet artists who pondered existential issues, only they solved them
by different methods. In Soviet ideologist comprehension, humanism
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did not comprise a system of global viewpoints, because it consisted of
somewhat different ethical and ideological factors in countries within
the socialist camp: personal optimism, work pathos, friendship of
nations and communist morals — precisely the elements that photog-
raphy was commissioned to find, isolate and augment as values. By
interpreting and evaluating creative works according to such criteria,
objectivity did not express the fundamental forms and relations in
reality, but rather their separation into two opposing political poles:
photography representing the capitalist world is not objective, while
that which represents the socialist world is objective.

Even though Lithuanian realism was based on humanist aesthet-
ics, it progressed quite a bit further: photographers developed their
own unique social landscape. Observation of daily events depicted
in the works of photographers did not always acquire a romantic or
uplifting mood: there was a fair amount of drama, nostalgia, demysti-
fication and irony. Unfortunately however, the Soviet imagery “mar-
ket” was dominated by eloquent metaphors and these creations were
not fully unmasked. Stylistic expression was “conveniently” wedged
into the definition of a Lithuanian school of photography phenom-
enon. The characterizations that were carefully provided by Soviet
historians of art still influence interpretations of Lithuanian works
to this day. Admittedly, initial perceptions were sound and objective,
but they were directed at culture within the country. For obvious rea-
sons, no correlation with world tendencies was sought at the time:
comparisons between Soviet and Western cultures were made only
as a basis of opposition. Perhaps this is why the most important fea-
ture of the second wave of photography remained unnoticed: a new
type of documentary photography that could be linked to an analo-
gous phenomenon in American photography known in histography
as the social landscape concept. Pioneers of this stylistic movement,
Garry Winogrand, Lee Friedlander and other politically unmotivated
photographers, used a synthesis of documentary style and psycholo-
gism in their own works by drawing attention to insignificant objects.
American and Lithuanian photographers each responded differently
to their social environments, although both avoided playing the role
of “reformer”, “herald” or “prophet”. But the new documentary pho-
tographers in America and the Soviet Union were observing different
societies and models of existence, so creative strategies, not the con-
tent of the photographic reality, should be compared.

One of the first in Soviet photography to be programmatically
geared towards the observation of daily existence was Sutkus, whose
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basic strategy hinged on Henri Cartier-Bresson’s “the decisive mo-
ment” tactic and the power of aesthetic documentary style. Through
his work the author emphasized that each moment is important and
that every person you meet on the street is significant. In the contem-
porary Western world the complex photographic language of the new
documentary photography became a symbol of spiritual and intel-
lectual progress. Metaphorical images that elicited an instantaneous
reaction (emotion, comprehension, recollection, connection) were
significantly more effective in the Soviet Union. They represented
the nation’s archetypal view of the world and, through it, the univer-
sal values of a Soviet country. Rakauskas was guided by an idealistic
outlook. He depicted vivid scenes of blossoming to symbolize tran-
sience, while his photographic language form, metaphorical lyrics,
described the condition of his spiritual subject. Metaphorical images
did not raise the suspicions of Soviet censors because they did not
really provide a basis for detecting concealed anti-Soviet ideas in the
Aesopian Language.

Lithuanian photographers, particularly those of the traditional
school, avoided ideological provocation, although a fair number of
works exist that contain multiple meanings in terms of political and
social views. These are the works of authors who studied social sta-
tus. A sufficiently broad range of expression can be discovered in the
observation and poetization of everyday occurrences, as well as in a
more general interaction with the landscape. For example, the photo-
graphs of landscape artist Jonas Kalvelis are not meant to illustrate a
geographical corner of Lithuania, they simply utilize the location to
create a new artistic expression and special photographic form, as well
as to portray both an aesthetic and a social condition. This strategy
can also be taken to mean an escape from Soviet realities; withdrawal
of the lyrical subject into a nature setting can be interpreted as social
seclusion. Kunéius treats the subject-matter of reality in a completely
different manner: what it means to become part of a people, what
connects people to theirland and culture - these and other important
issues resonate from his photographs. The author features fragments
of existence and accentuates a state of social independence: harmony
with oneself. It is precisely this type of aesthetically well-balanced se-
renity that is missing in the works of Macijauskas. This author’s narra-
tive is rather temperamental and ironic. Rimaldas Vik§raitis, the most
explicit documentary photographer in the sphere of social landscape
creation, unveiled issues of severe degradation in the countryside and
exposed the infirmity of society. The political state of affairs is not the
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only influential factor promoting major change in social condition and
altreality photography; the entire postmodern world creates such bar-
riers and introduces new forms of coexistence. Zygmunt Bauman, one
of the most influential social theoreticians in the world, observed that
postmodernity itself, a condition that the rather secluded and “secure”
Soviet culture was not able to isolate itself from, promotes morality
without ethical code. The entire social structure of being changes:
humanist integrity disintegrates and a fragmented medium of societal
coexistence sets in.

Social landscape development was dominated by documentarians
who usurped the comprehension of fundamental creative principles
in photography (means, objectives, contemplation); consequently the
new wave that arrived, which can tentatively be called a devisualization
movement due to its fundamental creative strategy (alienation from
the meaning of the visual content), remained in the background for a
good decade (not just during the Soviet period, but also during the first
years of independence). The sociocultural status of this situation was
directly dependent on the dominant views of the Lithuanian school
of photography. The creative sector, which had been seamless from
the early 1980s until then, was split into central and outlying sections.
A clear boundary cannot be drawn between the two territories, since
steady communication was prompted by constantly intersecting in-
terests (both positive and negative), one side’s partial recognition of
the other and, ultimately, management of distribution channels. The
divided state of stylistic lexicon was a consequence of more than just
a change in creative ideologies; it was also formed by an unavoidable
transformation in society that was apparent in the emergence of mar-
ginal culture or subcultures. Conflicting models of cultural self-com-
prehension deterred and impeded the activeness of expression. On
the other hand, they prompted the substantiation of miscellaneous
values. Individual artistic experiments, often regarded as manifesta-
tions of inner turmoil and conflicts with the surroundings, actually
had more common roots; while the seemingly disruptive original
expression had a fairly constructive, conceptual base. Motifs of social
alienation, turmoil and apathy, intertwined with themes of liberation
from forced ideological “games”, represented views of a new nihilistic
generation. However, the first openly nonconformist act and incredible
show of creative progress during the Soviet period was demonstrated
by photographers from Kharkiv, not Vilnius, led by Boris Mikhailov
who can be deservingly regarded as the pioneer of Soviet conceptual
photography art.
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New derivatives of photographic lexicon that were rather unexpect-
edly emerging in Lithuania invoked critical evaluation. Due to firmly
lodged traditional positions the new expression was unable to gain
equal footing, but it was not assimilated either. This is because the stage
for its acknowledgement was set, at least in part, by the Lithuanian
school of photography classics Luckus and Kundius — the first to ques-
tion the prerogative of reality as the creative subject of art. The creative
individuality of the new wave of artists was primarily evident in the
technological ingenuity they employed to transform photo paper into a
work of art and to prove that it was considerably more than just a copy
of reality. The artists resisted classical maxims and broke traditional
standards of form, composition, resolution and other mandatory con-
ditions for creating a “good” photograph. The works of Bal¢ytis, one
of the most consistent authors of conceptual devisualization, feature
kiosks, commemorative plaques, empty billboards, ditches and other
objects in “quiet neighbourhoods”. But the author is not looking for
hidden metaphysical meaning in these spaces that are no longer signifi-
cant to the population; he is using them to accommodate his indiffer-
ence, which sometimes crosses over into irony. The obvious products
of ominous Sovieticus activities are not encountered in the marginal
spaces examined by Budvytis; on the contrary, the author engages in
cheerful collaboration with the environment. He is concerned with
a sociocultural realm that is inadequate and unnerving, and one that
he hates. Perhaps this is the reason he recreates it in his photographs,
as opposed to recording it. Seskus typically uses a completely differ-
ent method to retreat from Soviet routine by focusing on the nature
of an image and the decontextualization of subject-matter. This is ex-
pressed in his inconspicuous and “disorganized” snapshots through
expressionless, low-contrast and minimalist print formats, as well as
his choice of dull, worthless content.

As opposed to the creators of traditional aesthetics who responded
directly to the environment through empirical emotional experience,
those who devisualized the photographic image followed a deliberate
agenda of denaturalization, de-psychologism and deideologization;
refusing to passively record reality or spawn from it an altreality, they
created artistic phenomena by striving to discover their own unique
(signature) features. In articulating contemporary views, the new lexi-
con portrayed a radical change in values and the transition from an au-
thor’s subjective state of expression to a conceptual view of the subject.
These strategies brought photography closer to the sphere of art than
it ever had been before. Algirdas Seskus, Alfonsas Budvytis, Vytautas
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Bal¢ytis (Vilnius) and Ariinas Kulikauskas, Gintautas Stulgaitis, Saulius

Paukstys (Kaunas) and other new-outlook Lithuanian artists utilized

photography for the constructive, not visual, activity of shaping their
own artistic worlds, striving to convey what lurked within, identify-
ing with an object, and portraying things as they knew them to be, not
as they saw them.

The expressions originating from the third stylistic wave were un-
settling for cultural politicians, as well as the community of photogra-
phers that had been forming the criteria for the standard of values in
photography art for several decades. This type of photography lost its
significance as a visual tool because its meaning lurked in the artefact,
which young artists also illustrated in a form that was inadequate for
upholding aesthetic principles. Photography was labelled a modern,
but nonetheless “superficial” art by the school itself, and the pioneers
of the postmodernist philosophy instilled devisualization practices.
The sphere of photography experienced marked changes, from dec-
larations of visionary truth to conceptualization processes that chal-
lenge the nature of totalitarianism, despite the fact that there was an
attempt to sustain the totalitarian regime up until the very restoration
of Lithuanian independence.

The regulation of photography was dependent upon internal politi-
cal tendencies and wavered from strict to more liberal, but centrally
operated, administration. The Sovietization of Lithuanian photogra-
phy that occurred in the Soviet era was manifested through instruc-
tion and through examination of concept, content and form, as well as
through the formation and control of centralized channels of photog-
raphy dissemination. Management of the distribution of photography
was monopolized by institutions which answered to the Communist
Party dictatorship: agencies belonging to the Ministry of Culture and
Glavlit*, and other professional and artistic organizations. Therefore,
since art was directly dependent on politics, it had no opportunity or
niche for illegal operation. The public domain was completely control-
led, and the only photography art to reach the people was that which
had passed through censorship and ideological screening.

A doctrine of methodical references and network of regulating in-
stitutions were established in the attempt to turn photography into a
means of creating altreality. Particularly during the Stalinist period,
the subject-matter of totalitarian photographs was presented in strict

4 General Directorate for the Protection of State Secrets in the Press under the

Council of Ministers of the USSR.
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visual formats. The technology of creating images was completely insti-
tutionalized and generic. Hierarchal control guaranteed the credibility
of a photograph by using the self-preservation instincts of the author
(portray this and not that and to present only what is permissible and

how), through screening by a publication which approved or edited

it so that it would be precise and reliable, and through Glavlit censor-
ship (based on the ideological programme). In order to propagate the

objectives of communist ideals it was crucial that photographers not

deviate from the socialist “truth”, presenting it as passionately and op-
timistically as possible through memorable generic images portrayed

in a “language” that the people could understand.

After the Twentieth Congress of the Communist Party of the Soviet
Union, Soviet photography theorists urged photographers to make
use of the privileges presented by the documentary-style genre. But
photographers learned to manipulate through images and flexibly bal-
ance between the “can and can’t” The first upheavals in the sphere of
photographic image regulation are linked to a division of the Union of
Journalists of the Lithuanian SSR, established in 1958, which united and
coordinated the creative activities of photojournalists in the Republic.
Up until the establishment of the Photography Art Society of Lithuania,
this was the main, fairly prestigious organization that was responsible
for perfecting and promoting the expression of photography in the
Republic and beyond its borders. Having taken “management” under
its wing, the photography division attempted to revise the style of so-
cialist realism and renewed pre-war discussions on the purpose and
aesthetics of photography. Another methodical link that had been
formed by the photographers themselves was the existence of photog-
raphy clubs. Photographers from Kaunas, the most active in Lithuania,
joined together with Vilnius photographers and satisfied the expec-
tations of amateur photographers throughout the country: in 1966
they were successful in organizing a council of Lithuanian photogra-
phy clubs, which initiated the establishment of the Photography Art
Society of Lithuania in 1969. This was not only the first organization
in the Soviet Union to unite photo artists, but also the methodical
centre of administration for Lithuanian photography.

The Society was presented with a full range of opportunities to
display Lithuanian photography inside the Soviet Union, as well as
throughout the world, under the condition that the photographs depict
only a positive image of the country. This requirement was dutifully
executed by the Society’s administrative body. The Society coordi-
nated each step it took with the institutions that censored the field of
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photography. Although photographers humbly declared all aspects

of their creative activities, particularly means of public dissemination,
they did not always receive permission or an affirmative response. The

Art Council of the Society implemented the initial round of censor-
ship, which was directed at ideological circumstances but influenced

the general standards of the profession as well. Each photographer se-
lected works for an exhibit discriminatingly for purposes of self-pres-
ervation, of course, but self control was also employed while creating
the photographs. Few photos that criticize the regime can be found in

archives, and those that are encountered frequently expose the system

accidentally, not intentionally. Local exhibitions were censored just
as scrupulously as any other, while exhibits dedicated to illustrating
politically significant events were reviewed even more meticulously
than those being sent abroad for foreign viewing audiences.

The practical functions of the Society were two-fold: it was needed
by photographers who had no official opportunities to develop their
creative activities, but it was equally beneficial to the Soviet govern-
ment because, by taking over responsibility for this sphere, the Society
had to execute universal control over expression and dissemination.
The centralization of this field of art had both positive and negative
consequences: photography was finally acknowledged as a branch of
art and photographers were presented with more opportunities to
engage in professional artistic activities, but the domination of the
Lithuanian school of photography hindered the development of more
diverse forms of expression, while attempts to secure the organization
and increase its store of material resources only served to pander to
Soviet ideology and block ideas posed by authors.

The pragmatic public relations policies of the Photography Art
Society of Lithuania were directed at the integrality of photography
in the Soviet cultural realm. Intensive, purposeful coordination and
methodological work brought long-awaited results: the situation was
truly stable and governable up until 1980. However, the artistic negativ-
ism and intentionally amateurish style that emerged from a new gen-
eration of photographers threatened the basic principles of traditional
photography. Origins of expression and their connection to changes in
the field of fine arts were discussed at several public meetings. However,
the Society’s board did not demonstrate any “political correctness” on
an official level; on the contrary, it attempted to repress the “improper’
works created by the young generation and expressed concern regard-

”

ing the next group to take over the execution of political orders (why,
it was the only way to preserve the smoothly functioning structure that
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had been formed). Even though there was no apparent persecution of
alternative thinkers or open suppression of their works, the artists who
did not abide tradition experienced didactic pressure and restrictions
on the public exhibition of their works. However, it must be noted that
there was neither covert, nor public active opposition to this situation
(except for the disposition of individual artists).

Sovetskoye foto magazine formulated photography’s “proper” crea-
tive methodology arduously and decisively, assisted by most vigorous
artists, historians and critics of Soviet photography. It is here that stra-
tegic issues regarding trends in the field were solved, relevant themes
analyzed, orientational criteria for stylistic expression designated and
benchmark authors introduced. Incidentally, Lithuanian photogra-
phers were more apt to appeal to the authority of the USSR’s Institute
of Art Studies, because its academic researchers of artistic issues in
mass communications analyzed photography with much more depth
and interpreted it more broadly; in addition, they could do so with-
out being directly constricted by Party directives. Nemunas magazine,
which had published several controversial works that had been seen
in print for the first time, was one of the most beneficial niches used
by photographers to express artistic ideas and publish new works.
Ignoring allegiance to censorship requirements, the magazine’s edito-
rial board maintained a policy of open, or at least more liberal, views.
Admittedly, the works of authors belonging to the Lithuanian school
of photography were more readily published in Nemunas, while avant-
garde art remained on the sidelines.

The existence of a strong Lithuanian school of photography acti-
vated theoretical and creative processes of this branch of art through-
out the Soviet Union: its photographers were observed, followed and
looked up to. Acknowledgement of the photo artists’ hard-sought
status and the Society’s strengthened status prompted the develop-
ment of more diverse artistic expression and wider dissemination of
works. However, Lithuania’s photographers were able to attain such
favourable conditions only because they strategically executed politi-
cal projects, maintained good relations with the partisan and govern-
ment nomenclature, earned strong ideological backing in Moscow
and, most importantly, proved their absolute credibility through their
works (which were not primitive and quite skilful). Soviet ideologists
had confidence in Lithuanian photography - this is demonstrated
by the intensity and magnitude with which it was printed in various
publications, exhibited in the Republic and the USSR, and chosen
to represent the Soviet Union abroad. Mandatory topics and themed
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exhibits demanded creative liability of the collective to be a top prior-
ity and smothered personal initiative. Lithuanian photography artists
took full advantage of the opportunities handed down by the govern-
ment by demonstrating their Soviet allegiance; but by doing so they
failed to reveal their full creative potential and, as a result, limited their
chances for broader personal exposure and also restricted the emer-
gence of new artistic ideas.

During Mikhail Gorbachev’s perestroika, ideological control meth-
ods began to change drastically and regulation of all spheres of culture
became more relaxed. Though even after censorship was completely
abolished in Lithuania following the adoption of the Law on the Press
and Other Media by the Supreme Council of the Lithuanian SSR on
January 1, 1990, the Photography Art Society continued to have a con-
formist attitude up until the very restoration of independence: pho-
tography exhibitions could be held only under Society management
and subsequent to approval from Glavlit. But the constrictions placed
on art in the Soviet period were already being discussed by young
artists at the time in the increasingly emboldened press. Reactions of
Western theoreticians and exhibition curators to the obvious changes
in photography of the Soviet Union in the 1980s seemed paradoxical as
well. They focused more attention on predominant tradition, at least
at the beginning of the political reform, and were not even aware of
the new processes. Though admittedly, the Photography Art Society of
Lithuania was exhibiting original works by devisualization movement
authors more and more frequently than ever before at personal and
themed photography exhibits, and doing so particularly energetically
in various cities throughout the Soviet Union.

Nonetheless, continuity of the ideological school was victorious.
The newly acquired freedom of expression and substantially broader
opportunities for distribution presumably should have stimulated
discussions about dissolving the organization and creating new means
of coexistence. However paradoxical it may seem, when the Society’s
management raised the issue of joining and supporting the establish-
ment of a Union of Art Photographers in the USSR, a group of young
authors dissented but suggested only a single alternative: to establish
their own union as quickly as possible, before the constituent congress
of the USSR’s union. As it turns out, the thought of operating autono-
mously, without the support of a Soviet by-product like a collective, as
well as the support of the organization that runs it, did not even occur.
The entire field’s national financial backing, event coordination, not to
mention the long-established contacts with partners abroad, were all
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under one umbrella. At a time when significant change was occurring
in the creative and academic lives of artists from other genres, accom-
panied by open discourse, administrative reform and the formation
of new communities, the field of photography remained essentially
unchanged. Centralized management continued to hinder the expan-
sion of infrastructure for a comparatively long period of time, although
the Society no longer had the same influence it had enjoyed in the
past over the visionary-minded artists who gradually crossed over to
other cultural niches and integrated their projects into the sphere of
interdisciplinary arts.
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Monografijoje pateikiama nuosekli Lietuvos fotografijos raidos
sovietmeciu istorinio modelio versija, kurioje sovietizavimas
akcentuojamas kaip esminis, labiausiai stilistinés raiskos
sankloda nulemiantis, taip pat fotografijos sklaida ir vaizdo
,prane$imy” rezonansa visuomenéje kontroliuojantis veiksnys.

Sena ir patikimai veikianti baznytinés cenzaros formulé
nihil obstat atspindi ir socializmo doktrinos fotografijoje die-
gimo pobudj — gali viesai reikstis, jeigu paisai partijos apibrézty
dogmu, jeigu tavo idéjos yra politiskai samoningos ir sutampa
su partijos tikslais, jeigu tavo veiksmai adekvatis socialistinei
gyvensenai ir padeda partijai jgyvendinti savo planus. Sovietiné
fotografija turéjo ne pasyviai reprodukuoti esamg realybe,

o sukurti simboliniy ver¢iy tikrove — mitologizuota pasakojima
apie tai, kas yra sovietinis zmogus, kokios jo vertybés ir kaip
pagal jas darniai funkcionuoja visa socialiné sistema.

Taciau ,at$ilimo metais lietuviy fotografai, ignorave socrea-
listine rai$ka ir diege naujaji dokumentalizma, i§plété sovietinio
gyvenimo reprezentavimo diapazong — jy karybos vienijancia
jungtimi tapo akivaizdy tautinj atspalvj turéjusi zemeés ir
zmogaus, jo kasdienybés tema. O 8-o0jo desimtmecio pabaigoje
naujosios kartos karéjai paneige ir $ios jtvirtintos tradicijos
estetines vertybes — taip konceptualiai i$reiske tikéjimo tiesa
ir groziu krize.

Fotografijos karybiniy procesy ir jy kontrolés studija i$rys-
kina funkcijy bei stilistiniy formy skirtis, parodo, kad progra-
miskai vykdytas sovietizavimas nepajégé suvaldyti strategiskai
svarbios kultiros srities.
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