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5. NODARBIBA

PARALELAS PLUSMAS
FOTOGRAFIJA

Fotografiju Latvija lidz 80. gadiem

var dévét par ,.citu” mediju vizualaja
maksla. Ta netika uzskatita par makslu
vai ko lidzigu tradicionalajiem makslas
medijiem. Tai pasa laika pastavéja
radosas, no vizualas makslas atskirigas
un ar fotografijas izmantojumu saistitas
prakses, kuras var apskatit ka dazadu
limenu paralélas plasmas.

Pirmkart, nemot véra tradicionalo
mediju attiecibas ar fotografiju, ka ari
atskirigas institucionalas sistémas, kuras
tas darbojas, iespéjams izgkirt makslas
fotografiju (fotomakslu) un fotografiju
maksla.

Makslas fotografija attistijas fotoklubos
un fotopulcinos. Tie galvenokart veidojas
60. gadu sakuma pie visdazadako
instituciju arodbiedribam un kulturas
namos ka viena no izvérstajam radogas
paddarbibas praksém, kuras uzplauka
lidz ar Hrus¢ova politisko atkusni. 60.
gadu vidi no fotoentuziastu loka saka
izvirzities lokali un velak ari starptautiski
atziti autori, kuriem fotografija apzinati
bija kluvusi par makslas praksi -
fotomakslu. Liela méra ta balstijas uz
vizualas makslas paradigmam, kas
saturiski ar visparinatu téelu palidzibu
veda pie novéranas no dokumentalas
konkrétibas. Kompozicionalie principi
tika aizgati no tradicionalas makslas,

ka ari paraléli notika eksperimenti ar
fotografijai specifiski piemito$o vizualo
télainibu, tai skaita dazadam fotografijas
tehnikam - solarizaciju, izohéliju u. c.,
kas lava fototehnikas darinatos darbus
tuvinat grafikas izteiksmibai. Izstadé
skatami fotoklubos darbojo$os autoru
galéjie eksperimenti ar fotografijas
iespéjam — fotogrammas (Zenta

Dzividzinska un Gunars Binde, Valters
Janis Ezerins).

Sakot ar 60. gadu beigam, par fotografiju
intereséjas atseviski profesionali
makslinieki, kuri foto izmantoja ka
vienu no saviem rado$as darbibas
medijiem. Rodas gan vélme integrét

foto vizualas makslas valoda (Atis
leving), gan par mekléjumi, kas saistiti

ar attéla veido$anos un semantiku
(Valdis Celms). Sos piemérus neakceptéja
ne makslas fotografijas vide, kura
makslinieku veidotie foto darbi neatbilda
estétiskam kvalitatém, ne ari vizualas
makslas institucijas, kuras fotografiju
bija iespéjams integrét tikai ka grafika,
dizaina vai lietiskaja maksla tapusu
darbu elementu.

Fotomakslas un ar fotografiju saistitas
makslinieku prakses nav viena otru tiesi
ietekméjusas, tomer tajas ir $kietami
lidzigi saturiski vai formali risinajumi. Lai
uzskatami registrétu $o kustibu estétiskas
at8kiribas, abas iespéjams skatit saistiti.

Otrkart, fotomaksla bija estétiska
opozicija preses fotografijai, kas tika
devéta par dokumentalo fotografiju.
Tadél dokumentala skatijuma mekléjumi
taja netika akceptéti, vai ari tie nonaca
marginalas pozicijas, fotomaksla veidojot
estétiski paralélu plasmu.

Gunara Bindes fotografijas, kas tapusas,
sadarbojoties ar Arnoldu Plaudi un
modeliem, ir vieni no spilgtakajiem
fotostudijas tapugiem darbiem. Tajos
jutama gan télu visparinajuma tendence,
gan redzama klasisku kompozicijas
principu ievérogana. Vienlaikus $o

darbu veido$ana nozimigs ir bijis
performativais aspekts.

Dokumentalitate ka svarigs fotoattélu
uznemsanas veids 60. gadu beigas

ir raksturiga Marai Bra§manei un
Zentai Dzividzinskai. Kop$ 90. gadu
beigam abas strada ar saviem 60.-70.
gadu fotoarhiviem, jo vinu darbu
stilistika ilgstosi neatbilda fotomakslas
estétikai. Abas pievérsas dzives telpas
konkrétibai, netiecoties visparinat

télus, bet veltot uzmanibu lauku sétai
(Zenta Dzividzinska) vai pilsetai (Mara
Brasmane). Pilsétvides dokumentésana
stabilas, sakartotas un uz plaknu un
liniju attiecibam balstitas kompozicijas
no 70. gadu vidus ir aktuala ari
Egonam Spurim.

Radikali atskirigi ar dokumentalitati un
tas manipulésanas iespéjam stradaja
makslinieku t. s. ,Pollucionistu” grupa
(Maris Argalis, Janis Borgs, Valdis
Celms, Karlis Kalsers, Kirils §me1kovs),
veidojot montazas ciklu ,Savadota
Riga” (1978). Taja autori dokumentali
uznemtos kadrus papildinaja ar

tiem neatbilstosiem dokumentaliem
fragmentiem un grafiskiem
iestarpinajumiem, kuri disonéja ar
ierasti tveramo Istenibu un noderéja
pasu autoru iecerétai skatitaja uztveres
,atmodinaganai”.

5. UZDEVUMS

Visbeidzot, vizualas makslas estétika
kopuma, sakot ar 70. gadu nogali, var
saskatit parmainas, kas saistitas ar
fotografiskuma izpratni. To rezultata 80.
gados foto integréjas maksla ka nosacits
apziméjams ,jaunais medijs” ar laikam
pienemamu, saprotamu un aktualu
vizualitati. Ta ka fotografijas attistibu

ir grati apraut ar 1984. gadu, kas ir
izvelétais izstades laika galéjais punkts,
un ta ka izstades koncepcija paredz

izcelt tos virzienus, kuri ir atgkirusies

no oficialas vai visparpienemtas makslas
estétikas, izstadé ieklautas tikai tas
paradibas fotografija, kuras kopéja medija
attistibas plusma demonstréjusas citadus
estétisko uzstadijumu un kuras savu
pilnasinigo manifestaciju piedzivojusas
lidz 80. gadu sakumam.

Liga Lindenbauma
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Valdis Celms sadarbiba ar ,Pollucionistu”

grupu / within ,Emissionist” group.
LAuto —maja” / Auto — house. 1978.

Zenta Dzividzinska. ,Bez nosaukuma”. No cikla
.Maja upes krasta” / Untitled. From the series

A house on riverbank”. 1965.
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Translation from pages 12-13.

LESSON 5

PARALLEL CURRENTS IN
PHOTOGRAPHY.

Before the 1980s, photography in Latvia
was considered to be a , different” visual
arts medium. It was categorically not
considered to be an art form or the equal
of traditional artistic media. At the

same time, there were creative practices
connected with photography that differed
from visual art which can be viewed as
parallel streams at various levels.

Firstly, taking into account the
relationship between traditional media
and photography and the differing
institutional systems in which they
operate, it is possible to differentiate
between photographic art (art
photography) and photography in art.

Art photography developed within photo
clubs and groups. A large number of

such organisations sprang up in the early
1960s under the auspices of various trade
unions and culture centers as one of the
forms of amateur creative expression
that flourished during Khrushchev’s
thaw. From the mid-1960s this band

of enthusiasts began producing locally
and later internationally renowned
authors who consciously perceived
photography as photographic art. To a
large extent, this was based on a visual
art paradigm that in terms of content
meant rejecting documental concreteness
with the aid of generalised figurativeness.
Compositional principals were taken from
traditional art, and in parallel there were
experiments with visual imagery specific
to photography, including photographic
techniques such as solarisation, isohelia
etc., which brought works produced with
photographic equipment closer to graphic
expressiveness. The exhibition includes
utmost experiments by members of these
photo clubs, such as photograms (Zenta
Dzividzinska and Gunars Binde, Valters
Janis Ezerins).

In the late 1960s, professional artists
began using photography as a medium in
their creative work. This involved both a
desire to integrate photography into the
language of visual art (Atis Ievin$), as
well as explorations in image creation and
semantics (Valdis Celms). It should be
noted that these works were rejected by
both the art photography milieu because
they did not comply with aesthetic
qualities, and by visual art institutions
which considered that photography could
only be integrated as an element of a
graphic, design or applied art work.

Although art photography and artists’
practices connected with photography
have not influenced each other, they
seemingly reveal similar solutions of
content or form. Both movements can
be viewed in relation to each other in
order to clearly register their aesthetic
differences.

Secondly, art photography was in
aesthetic opposition to so-called
documentary press photography.
Therefore, attempts to find a
documentary angle in art photography
were either rejected or marginalised,
creating an aesthetic parallel stream in
art photography itself.

Some of the most outstanding studio-
produced works are the photographs
made by Gunars Binde in collaboration
with Arnolds Plaude and models. Both a
tendency toward figurative generalisation
and respect for classical principles of
composition can be seen in them. The
performative aspect was also significant
in the creation of these works.

Documentality was an important aspect
of capturing photographic images in the
works of photographers Mara Bradmane
and Zenta Dzividzinska in the late

1960s. Since the late 1990s both of these
artists have been working on their photo
archives from the 1960s and 1970s, as
their works were not stylistically included
in the aesthetic of art photography

for along time. Both photographers
focussed on the concreteness of living
space without aiming for figurative
generalisation, capturing countryside
(Dzividzinska) or cities (Brasamane).
From the mid-1970s, Egons Spuris
also concentrated on documenting the
urban environment in stable, orderly,
proportionate compositions.

The so-called Emissionist group’s (Maris
Argalis, Janis Borgs, Valdis Celms, Karlis
Kalsers, Kirils Smelkovs) montage series
Bizarred Riga (1978) took a radically
different approach to documentality and
the possibilities for its manipulation. The
authors of the series added unrelated
documentary fragments and graphic

Finally, from the late 1970s changes
linked to a sensing of the nature of
photography could be observed in the
overall visual arts aesthetic. As a result,
in the 1980s photography was integrated
into art as what could tentatively be
described a ,new medium,” with a
contemporary, understandable and
relevant visuality. Since it is difficult

to draw an arbitrary line under the
development of photography in 1984,
the exhibition’s cut-off point, and also
because the exhibition is dedicated to
highlighting artistic trends that differed
from the official or generally accepted
aesthetic, only photographic phenomena
which demonstrated aesthetic principles
that differed significantly from the

mainstream and which had been full
bloodedly expressed by the early 1980s
are included.

insertions to documentary shots, which
created dissonance with conventional
reality and would, according to the
authors’ idea, ,awaken” the viewer’s

perception. Liga Lindenbauma

EXERCISE 5 ANSWERS 5. UZDEVUMA PAREIZA ATBILDE:

Art photography was in aesthetic opposition to the so-called documentary press photography. It
developed within photo clubs and groups. Enthusiasts would experiment with various photographic
techniques such as solarisation and isohelia. The performative aspect had been important in the
creation of many works of art photography. For a long time the documentary stylistic was not part

of the aesthetic of art photography. At the end of the 1960s individual professional artists turned to
photography using it as one of the media for their creative activities. Their works were not accepted in
art photographers’ circles or in institutions of visual art. In the 1980s photography became integrated
into art as a questionably described ,,new medium” with an understandable and topical visual quality
acceptable for the times.

Fotomaksla bija estétiska opozicija par dokumentalu dévétajai preses fotografijai. Ta attistijas
foto pulcinos un klubos. Entuziasti eksperiment€ja ar dazadam fotografijas tehnikam, pieméram,

solarizaciju un izohéliju. Daudzu fotomakslas darbu veidoSana nozimigs ir bijis performativais aspekts.
Dokumentala stilistika ilgstosi neieklavas fotomakslas estetika. 1960. gadu beigas fotografijai pievérsas
atseviski profesionali makslinieki, kas to izmantoja ka vienu no saviem radosas darbibas medijiem. Vinu
darbi netika akceptéti ne makslas fotografu vide, ne ari vizualas makslas institicijas. 1980. gados foto

integréjas maksla ka ,jaunais medijs” ar laikam pienemamu, saprotamu un aktualu vizualitati.
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