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! iy = diskusijas par makslu
90. gadu pirmaja puse i
mediju cildinasanu ienaca arf fotografija, galvenokart ka dokumentals
izteiksmes lidzeklis. Seit iespéjams sniegt tikai nelielu ieskatu tajas
daudzveidigajas publiskajas diskusijas, kuru dé| 21. gadsimta sakuma
fotografiju, tapat ka, pieméram, kustigu attélu vai skanu, uztveram ka vienu
no laikmetigas makslas izteiksmes lidzekliem.

Fotomakslas jédziens, sauri piesaistits konkrétajam medijam un ar savu

specifisko atsauci uz padomju laika kultivéto amatieru fotografu kustibu,
90. gadu sakuma pamazam nogaja no profesionalo diskusiju skatuves.
Lidzigi termini ir,videomaksla’, ,land-art”, ,net-art” u. c.,, kuri uzsver konkréta
medija prioritati makslas darba - Sie jédzieni paredz, ka lidz ar medija
tehnisko iespéju izsmelsanu tie vairs neko daudz neizteiks. Toties atseviski
S0 visu -artu elementi, vienlidz bieZi izmantoti laikmetigaja maksla, turpina
kalpot ne vairs viena medija iztirzajumam vai kritikai, bet autora pozicijas,
idejas pausanai. Ta 90. gados, runajot par laikmetigo makslu, klTst skaidra
tendence lietot vardu “fotografija’, atstajot “fotomakslu” vésturei. Ka jau
1990. gada intervija noradijis fotografs Aivars Liepins: “Vini Rietumos
nejauc kategorijas — amatierus ar profesionaliem, salonfotografus ar preses
fotografiem. Medalas médz dalit amatieriem, lai stimulétu vinu vélésanos

Vispirms, lai fotografija pilntiesigi piedalitos laikmetigas makslas procesos,

tai vajadzibas gadijuma bija jak|ast arT par fotoinstalaciju. Jau 90. gadu
pasa sakuma dokumentala fotografija no Latvijas piedalijas starptautiskas
makslas izstadés. “Valts Kleins, pazistams latviesu fotografs, 1991. un

Zvidre |. Latvijas fotografi Sveicé // Latvijas Jaunatne. 1990, 22. aug,, 4. Ipp.

! of the 1990ies, along with a
In The WETFST hah( celebration of different media as such,
photography arrived in the art discourse — mainly as a documentary medium
of expression. Here we can provide just a brief insight into the various public
discussions, which at the turn of the 21st century resulted in photography,

alongside moving pictures and sounds, being perceived as a means of
expression of contemporary art, .

The concept of “photographic art’, narrowly tied to the particular medium and

specifically referring to the amateur photographer activity cultivated in the
Soviet era, gradually left the centre stage of professional discussion in the early
1990ies. A similar fate befell video art, land-art, net-art and other terms which
emphasise the precedence of a specific medium in a work of art: these concepts
imply loss of all significance as soon as the medium’s technical possibilities are
exhausted. However, individual elements of all these -arts, used in contemporary
art with equal frequency, are still employed not just in description or critique
of a single medium, but as a tool for conveying the author’s position or idea.

So, in the 1990ies, in terms of contemporary art there formed a clear tendency
to use the word “photography”, leaving “photographic art” behind. In a 1990
interview photographer Aivars Liepins comments:“In the West they keep their
categories straight — amateurs and professionals, salon photographers and

press photographers. Awards are usually given to amateurs, to stimulate their
enthusiasm. Here in Latvia all these criteria are completely mixed up."

First, in order to become a fully fledged participant of the processes of

contemporary art, photography had to be able to transform into a photo
installation if need be. In the early 90ies Latvian documentary photography was
already part of international exhibitions.“In 1991 and 1992 Valts Kleins, a well-
known Latvian photographer, took some pictures of runaway children and kids

|. Zvidre, “Latvijas fotografi Sveicé’, Latvijas Jaunatne, 22.08. 1990, p. 4.
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1992. gada fotograféja no majam bégulojosus bérnus,

ka arl bérnu nama audzéknus. Ikviena fotografija ir istens
originals, jo katrs bérns uz sava portreta ir uzrakstijis
véstijumu — véstijumu pasaulei. Par fotoinstalaciju sis
fotografijas kluva 1992. gada, kad V. Kleins ar o darbu
“Més gribam — més vélamies” piedalijas Baltijas jdras
biennalé Rostoka!” Ta par Valta Kleina dalibu jau minétaja
ietekmigaja izstadé “Zoom faktors”rakstijusi Heléna
Demakova izstades kataloga 1994. gada.

Laika starp “Zoom faktoru” (1994) un Baltijas jaras biennali
Rostoka (1992) — 1993. gada 18. maija — apmeklétajiem
tika atklata Rigas Véstures un kugniecibas muzeja

2. Demakova H. RobeZparkapéji jeb dazi teorétiski parspriedumi un vésturiski
fakti par Latvijas netradicionalo makslu // Zoom Faktors. Katalogs. Riga:
SMMC-Riga, 1994, 16. Ipp.

struktOrvieniba — Latvijas Fotografijas muzejs (dibinats
1991. gada). K& muzeja darbibas koncepcija rakstijis
muzeja vaditajs Vilnis Auzins, “LFM virsuzdevums ir

pétit fotografijas ka kultlras fenomena attistibu visa
Latvijas teritorija un nacionalas kultdras konteksta visa
tas pastavésanas laika. Muzeja izvélétais pétniecibas
modelis ka primaro objektu pétniecibas struktlra nosaka
personibu, saprotot ar to jebkuru personu, kura izmanto
fotografiju jauna kultdrfakta radisanai. (.) Muzeja izvéles
diapazons aptver autorus, kuri izmanto fotografiju ka
subjektivu estétisku télu radisanai, ta ari subjektivu
istenibas komentaru radisanai, vai ar notikumu un
objektu fiksacijai” [izcélums mans - A. T]?

Auzins V. Latvijas Fotografijas muzeja darbibas koncepcija. Informativa lapa.
Riga: Latvijas Fotografijas muzejs, 1996.
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Valts Kleins. No cikla Més gribam — més vélamies. 1990-1992.

ish. 1990

Valts Kleins. From series We Want - We

in children’s homes. Each photo is a true original, because
each of the children has written a message on his or her
portrait —a message to the world. These pictures became a
photo installation in 1992, when Valts Kleins took part in the
Baltic Sea Biennial in Rostock with this work We Want - We
Wish,”” Helena Demakova writes of Klein's participation in
the aforementioned influential Zoom Factor exhibition in its
catalogue, published in 1994.

In the time period between Zoom Factor (1994) and the
Baltic Sea Biennial in Rostock (1992), on May 18, 1993, the
Latvian Museum of Photography (founded in 1991), which
represented a new branch of the Museum of the History
of Riga and Navigation, welcomed its first visitors. In the
museum'’s operation policies its director Vilnis Auzins writes:

Heléna Demakova, “Tresspassers or Some Theoretical Debate and Historic
Facts about the Untraditional Art of Latvia”. In: Zoom Faktors. [Catalogue].
SMMC-Riga (1994), p. 17.
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“The main task of the LMP is to examine the evolution of
photography as a cultural phenomenon in the territory of
Latvia and within the context of the national culture over the
entire span of its existence. The research model chosen by
the museum focuses on personality as the primary object
of the research structure, defining personality as any person
who uses photography to create a new cultural fact. [.]

The museum’s selection range includes authors who use
photography to create subjective aesthetic images and
subjective commentaries of reality, or for capturing
events and objects.” [Emphasis mine - AT]

Here, at least in theory, a special emphasis is placed on the

subjectivity of photography, which, in turn, contradicted the
then-dominant trend of seeking objectivity, “truthfulness”
and documentalism in photography; in the 1990ies, praise

Vilnis Auzins, Latvijas Fotografijas muzeja darbibas koncepcija [Informative
pagel. Riga: Latvijas Fotografijas muzejs (1996).



Vismaz teorija Seit Tpasi izcelta fotografijas subjektivitate,

kas, savukart, ir pretruna ar tolaik valdoso tendenci
meklét fotografija tiesi objektivitati, “patiesigumu’,
dokumentalitati - lielakoties tajos gadijumos, kad
fotografija minéta analitiski un laikmetigas makslas
konteksta, 90. gados dominéjoss ir dokumentalitates
slavinajums. Acimredzot tada veida izpauzas ari zinams
protests pret savulaik fotoamatieru pulcinu un klubu
koptas estétikas diskreditéto “fotomakslu” (nereti ar to
saprotot tiesi inscenéto fotografiju, kura Latvija stabili
saka atgriezties laikmetigaja maksla bez aizspriedumiem
lietojamo izteiksmes lidzek|u arsenala péc 2000. gada).

90. gadu pirmaja pusé aktuala kluva arm multimediju maksla,

par ko, ka jau par katru jaunumu, tika diskutéts piesardzigi
un ar saubam. Pieméram, Francijas Arlietu ministrijas
rikotaja multimediju makslas projekta ,Regards Croises”
("Atminu celojumi”) piedalities bija aicinati ari makslinieki
no Latvijas — Andrejs Grants, Valdis Poikans un Juris Boiko.
Projekta téma bija Negreni gadatirgus Rumanija, kura
kultras mantojuma statusu pétit un apstiprinat bija
jeldgti Eiropas valstu makslinieki. Andrejs Grants intervija
makslas zinatniecei Ingai Steimanei 1994. gada atbildéja
uz jautajumu, kas ir multimedijs: “Ideala izpausme tas
varétu bat ta: viena lieta tiek atklata ar vairakiem dazadiem
panémieniem, kur kada pieeja var bat eksaktaka, kada -
télainaka. Teiksim, gramata, filma un skanu materials. Ta ir
loti perspektiva forma. Makslu no paréja multimedija nav

for documentalism dominated mostly when photography
was considered analytically and within the context of
contemporary art. Evidently, it was also a way to protest
against the “photographic art” discredited by the once-
prospering aesthetic that was cultivated in photo amateur
societies and clubs (often applying this term in particular to
staged photography, which since 2000 has been making its
gradual and solid retreat to the arsenal of untainted means
of expression of contemporary art in Latvia).

The first half of the 1990ies saw the arrival of multimedia art,

which, like any novelty, was discussed warily and with some
difidence. For example, among those invited to participate
in the Regards croisés (Cross Perspective) multimedia art
project, organised by the French Ministry of Foreign Affairs,
were some artists from Latvia — Andrejs Grants, Valdis

Poikans and Juris Boiko. The theme of the project was the
Negreni Fair in Romania, the cultural heritage status of

which was to be evaluated and confirmed by artists from
different European countries. In an interview given to art
critic Inga Steimane in 1994, Andrejs Grants answers the
question “What is a multimedium?”:“In its ideal expression

it could be something along these lines: a single thing is
discovered through several different techniques, where some
approaches may be more exact, others — more imaginative in
style. For instance, a book, a film and some sound material. It
is a discipline with so much potential. It is difficult to separate
art from the rest of what constitutes a multimedia work. To
firmly classify it as art is very daring."

viegli nodalit. Noteikti apgalvot, ka ta ir maksla - ta ir liela
uzdrosinasanas.

Viens no butiskakajiem elementiem fotografijas organiskai

ieklausanai laikmetigas makslas aprité 90. gadu vidu
neap3aubami bija Ingas Steimanes kuratores darbiba,
Tpasi projekti kluba “Slepenais eksperiments” (1995-1998)
un LN galerija. Ka par to raksta pati |. Steimane, “1995.
gada maija Riga tiek atklats klubs “Slepenais eksperiments’,
kura paraléli izklaides industrijas pamatfunkcijai ieklauta
ari makslas programma. Sakotnéji klubs, kura viens no
dibinatajiem ir “Nebijusu sajutu restauracijas darbnicas”
aktivists Aigars Sparans (1955-1996), saucas “akciju klubs’,
un tas ir pirmais méginajums Latvija radit dinamisku,
eksperimentiem atvértu akciju, performancu “skatuvi””
STizstazu sérija ir atseviska pétijuma téma, $eit sniegts
tikai neliels ieskats. Pieméram, viens no projektiem kluba
“Slepenais Eksperiments” bija izstade “Piens” (1996) —
kuratores Ingas Steimanes iecere izstadit Arna Bal¢us
fotografijas (jauniesu portretus) kopa ar $o pasu fotografiju
Arvida Alksna digitali apstradatam datorizdrukam un
Sandija Greiskana fotografiju parnesumu zZiméjuma. “Saja
nelielaja izstadité, ja ir tada nosliece, var atrast gana vietas
hipotézém, asociacijam un dazadas ievirzes pardomam.
Tostarp ari par to, kalab masu maksla fotografija lidz sim
izmantota tik maz, kalab musu fotografi itin ka nevélas

4

B

Steimane |. Melnais ezers // Literattra un Maksla. 1994, 15. apr, 6. Ipp.
Steimane |. Janis Vinkelis. Riga: Neputns, 2002, 67. Ipp.

Among the decisive elements in the organic inclusion of

photography in the contemporary art circulation of

the middle of 1990ies undoubtedly were the curatorial
activities of Inga Steimane, especially her involvement with
projects at the Slepenais eksperiments (Secret Experiment)
club (1995-1998) and LN Gallery. In her own words, “Club
Secret Experiment was opened in Riga in May 1995; next to
serving the basic function of the entertainment industry

it also housed an art programme. At first the club, one of
the founders of which was Aigars Sparans (1955-1996),

an active member of the 'Workshop for the Restoration of
Nonexistent Sensations, was called an‘action club’; this

was the first Latvian attempt to create a dynamic art

action and performance ‘stage’which would be open to
experimentation.” This series of exhibitions presents a
whole new subject for examination — we can only provide

a brief insight. For example, one of the projects at the Secret
Experiment club was the exhibition “Piens"(Milk,1996) —
curator Inga teimane’s idea of exhibiting Arnis Balcus's
photographs (portraits of young people) with digitally
processed computer printouts of the same pictures by Arvids
Alksnis and Sandijs Greiskans'transposition of the photos into
drawings.In this little exhibition, should you be so inclined,
you will find enough space for hypotheses, associations and
different lines of contemplation. Including the reasons why
photography has so far been so underused in our art, why
our photographers seem to be uninterested in using the
opportunities presented by the context of contemporary

Inga Steimane, “Melnais ezers’, Literatara un Maksla, 15. 04. 1994, p. 6.

5.

Inga Steimane, Janis Vinkelis. Riga: Neputns, 2002, p. 67.
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izmantot tas iespéjas, ko paver iesaistisanas musdienu
(télotaj)makslas konteksta, stdrgalvigi paliekot vai nu
zurnalistikas, vai specifiskaja “fotomakslas”laucing,
recenzija par izstadi rakstija Antra Klavina.

Informéjot par makslas aktualitatém Rietumeiropa, makslas

zinatniece Iréna BuZinska laikraksta “Literattra. Maksla.
Més"lappusés 1996. gada konstatéja: “Ja Riga fotomaksla
tikai Sovasar ieguva vienadas tiesibas eksponéties lidzas
gleznam makslas muzeja telpas, tad redzétais Londona
paradija jau talakas perspektivas — § medija arvien lielako
popularitati un Tpatsvaru muzeju kolekcijas.” Ka allaz,
trapigs ir makslinieces Aijas Zarinas vértéjums — komentéjot
2.Visparéjo latviesu makslas izstadi (1998), gleznotaja
teikusi: "Ekspozicija ir arl skaistas vietas, kas aizkustina un
liekas pozitivas, teiksim, fotografijas iesaistisana. Ta visu
laiku mums ir bijusi, bet tagad tiek paradita ka maksla. Tiesi
fotografijas iesaistiSana ainu izstadé padara laikmetigu”®

Pretrunigs ir fotografu, kuratoru un makslas zinatnieku

viedoklis par to, kas ir galvena fotografijas vértiba.
lespéjams, viena no zimigakajam kustibam bija diskusija
par dokumentalas fotografijas vértibu un tiesibam
atrasties izstazu zalés péc ieilgusa fotomakslas valdisanas

laikmeta. Péc pozitivam atsauksmém par divpadsmit
Latvijas fotografu® darbiem starptautiska Austrumeiropas
foto izstade Lozanna, Sveicé, 1990. gada fotografs un
viens no dalibniekiem Aivars Liepin$ apgalvoja: "Mdsu
cilvéku fotografiska domasana ir iebazta tada ka spanu
zabaka, ka zina tikai to “augsto fotomakslu”un paréjos tikai

Klavina A. Piens. Attéli. Sejas // LiteratQra. Maksla. Més. 1996,
31. okt-7.nov,, 13. Ipp.

Buzinska I. Londonas fotorudens // LiteratQra. Maksla. Més. 1996,
17.-24.sept, 21. Ipp.

Ansone E, Slava L. Lokalais laiks // Studija. 1998, Nr. 2 (3/4), 36.-39. Ipp.

(fine) art, stubbornly keeping to journalism or the specific
field of ‘photographic art;® Antra Klavina writes in her review
of the exhibition.

In her article on the actualities of art in Western Europe,

published by the Literatdra. Maksla. Més newspaper in 1996,
art historian Iréna Buzinska states: “Unlike Riga, where it
took until this summer for photography to acquire the
right to be shown next to paintings on the premises of the
art museum, the situation in London clearly shows more
advanced development - the growing popularity and
concentration of this medium in museum collections!” As
always, artist Aija Zarina was apt in her evaluation —in her
comments on The 2nd World-wide Latvian Contemporary
Art Exhibition (1998) she says, “The exhibition has its
beautiful moments, moving and positive, for example,

the involvement of photography. It has always been
around, but is only now shown as art. It is the addition of
photography that makes the overall look of the exhibition
so contemporary.”®

Photographers, curators and art critics held differing views on

what constitutes the main virtue of photography. Perhaps
one of the most notable movements was the discussion
on the value of documentary photography, and its right
to enter the exhibition halls after the prolonged reign

of “photographic art”. After the works of twelve Latvian

o

Klavina, A."Piens. Attéli. Sejas”. Literatdra. Maksla. Més, no. 44 (85), 1996, p.13.
Miaksla. Més. No. 37 (180)

Buzinska, |.“Londonas fotorudens”. Literatara.
1996, p. 21.

Elita Ansone, Laima Slava, “Lokalais laiks’, Studija, no. 2 (3/4), 1998
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Egons Spuris, Inta Ruka, Aivars Liepins, Martins Zelmenis, Vilhelms
Mihailovskis, Uldis Brauns, Uldis Briedis, Andrejs Grants, Valts Kleins, Modris
Rubenis, Janis Buls, Gvido Kajons.

Aivars Liepins. No cikla Teicu purvs. Siksala. 1990. gadu sakums.

Aivars Liepins. From series Teici Sv

mp. Siksala. Beginning of 90ies.

photographers® received glowing reviews at an international
Eastern European photo exhibition in Lausanne, Switzerland,
photographer and participant Aivars Liepin$ commented

in 1990:“The photographic thinking of our people has

been stuffed into a kind of Spanish Boot; it knows only

‘high photographic art’and recognises the rest only to the
extent that it is published in the press. No more than that.

Egons Spuris, Inta Ruka, Aivars Lieping, Martins Zelmenis, Vilhelms
Mihailovskis, Uldis Brauns, Uldis Briedis, Andrejs Grants, Valts Kleins, Modris
Rubenis, Janis Buls, Gvido Kajons.



tik daudz, cik publicéjas presé. Tas ari viss. To, ka strada
Marting [Zelmenis — A. T], nemaz nezina. Pazist tikai tie, kas
patiesam intereséjas un apskata mazas izstadites, kas nav
plasi reklamétas. Bet to, ka tads ir vesels virziens pasaules
fotografija...""°

“Dokumentala fotografija paradijas gluzi ka jaunais medijs

muUsu izstazu dzivé, ieklaujoties uz vienlidzibas pamatiem
izstazu ietvaros lidzas gleznam, grafikam, télniecibai,
instalacijai, video utt,"'ka 2000. gada rakstija makslas

Zvidre |. Latvijas fotografi Sveicé // Latvijas Jaunatne. 1990, 22. aug., 4. Ipp.

Demakova, Heléna. Makslas darbu stilistika un tematika saistiba ar sabiedriska
konteksta mainu 20. gadsimta 80. un 90. gados. Gram.: Demakova, H. Citas
sarunas. Riga: Vizualas komunikacijas nodala, 2002, 388.Ipp.

Atis levins. Bez nosaukuma. 90. gadu sakums.
Atis levins. Untitled. Beginning of 90ies.

They know nothing about Martin$ [Zelmenis — AT, about
the way he works. He is known only to those who truly take
an interest and visit the little exhibitions that are not widely
advertised. As to the fact that it is an entire worldwide
movement in photography..."°

“Documentary photography appeared like a new medium in

our exhibition practice gaining equal terms with paintings,
graphic, sculptures, installations, video, etc.’1'" in 2000
wrote art critic and curator Heléna Demakova. Countless

|. Zvidre, “Latvijas fotografi Sveic&’, Latvijas Jaunatne, 22. 08. 1990, p. 4

Demakova, Heléna. The Stylistics and Subject Matter in Works of Art with
Reference to the Changes in the Social Context in the 1980s and 1990s. In:
Demakova, H. Different Conversations. Writings on Art and Culture. Riga:
Vizualas komunikacijas nodala, 2002, p. 389.

kritike un kuratore Heléna Demakova. Neskaitamas

90. gadu publikacijas akcentéta fotografa dokumentéjosa
loma. Pieméram, recenzija par Ata levina fotografiju
izstadi galerija “Ciris” 1996. gada: “Nekas te nav izdomats,
tikai ieraudzits, vins pats saka. Atis netiksminas,
neizskaistina un nedramatizé: vins nem dzivi, realitati
tiesi tadu, kada ta ir — ka mednieks, ka dakteris, ka
profesionalis/"? Jau 1989. gada Andris Bergmanis raksta
par fotografa Ulda Brieza izstadi pauda $im laikam
raksturigu attieksmi: “Fotomaksla mani saistas ar kaut ko
salonisku, lielakoties neistu. No tas, pat mdsu dizmeistaru

Raiskuma I. Sev, comiem un citiem // Literatra. Maksla. Més. 1996,
31.0kt.-7.nov, 8. Ipp.

publications from the 90ies stress the documentary
function of photography. Here, for example, is a review
of Atis leving's photo exhibition at Ciris gallery in 1996:
"He will tell you nothing here is fictional, everything has
been simply noticed and observed. Atis does not indulge,
embellish or dramatise: he takes life and reality just the
way it is — as a hunter, a doctor, a professional.”'? Already

in 1989 Andris Bergmanis in a review of an exhibition

by photographer Uldis Briedis expressed an attitude
characteristic to this era: “For me, fine art photography has
connotations with something of the salon, something that
is for the most part fake. This kind of work, even that of our

leva Raiskuma, “Sev, comiem un citiem’, Literatara. Maksla. Més, no. 44
(85),1996, p.8.
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darbos, mazliet oz péc snobisma. Uldis tver mirkli. Nevis
katru, bet to, kurs vinam skiet batisks."'

Kaut arT fotografijas objektivitate un dokumentalitate (tiesi
tapat ka subjektivitate) ir spekulativi un nebdt ne akmeni
kalti argumenti, tiesi veikla (“makslinieciska’, “prasmiga’,
“preciza’,"‘metafiziska” u. tml.) dokumentalo “mirk|u
tversana”un tadéjadi it ka realitates attélojums 90. gadu
publikacijas izvirzas par galveno attaisnojumu fotografijas
ieklausanai makslas teritorija. Makslas zinatniece Laima
Slava 1993. gada par Andreja Granta fotografijam rakstija:
“"Fotografija tver mirkli, un tas ir reals. Realaks neka jebkura

cita medija ietilpinatais.™*

13, Bergmanis, Andris. Visur bijis klat. Liesma, Nr. 3, 1989, 35.Ipp.

14. Slava L. Andreja Granta fotoizstade // Atmoda Atpatai. 1993, 12.jan,, 32. lpp.

Vel kads raksturigs vertéjuma piemérs — Helénas Demakovas

eseja“Grupas "A"ideala un reala telpa” (1991). Taja
aplukotais Intas Rukas fotografiju cikls “Mani lauku Jaudis’,
ka paregots raksta, nudien ir kluvis par hrestomatisku
Latvijas fotografijas vésturé, un par to H. Demakova
rakstija: “Vecmeistarigs — jo meistarigs. Klasisks — jo téma
ir maziga. Avangardisks — jo tas ir kas nebijis, jauns vietéja
fotoportretu ainava. Neraugoties uz lieliskajiem Gunara
Bindes un Jana Kreicberga portretiem, tacu tas vél ir foto
teatris [izcélums mans — A. T]. Neskatoties uz izcilajiem
Mihailovska portretiem, tacu tur vél ir tik daudz no pasa
autora [izcélums mans — A. T].""°

Demakova H. Grupas "A"ideala un reala telpa // Demakova H. Citas sarunas.
Riga: Vizualas komunikacijas nodala, 2002, 42. Ipp.

Andrejs Grants. Mike[tornis. 1994.
Andrejs Grants. Miketornis. 1994

finest masters, has a faint whiff of snobbism about it. Uldis
catches the moment. Not any moment, but that which
seems significant to him."'

Although any objectivity and documentalism of a photograph
(as well as its subjectivity) is a speculative and in no way
definite argument, it was clever (“artistic’, “skilful’, “precise’,
“metaphysical’, etc.) ‘capturing of moments”that came to the
fore in publications of the 1990ies as the main justification
for admitting photography to the territory of art and,
through it, what seemed to be the depiction of reality. In
1993, art historian Laima Slava wrote of Andrejs Grants'
photographs, “Photography captures an instant, and this

instant is real. It is more real than that contained in any other

"4

medium!

Another characteristic example of evaluation is Heléna

Demakova's essay “The Ideal and Real Space of Group A"
(1991). Its subject, which is a series of photographs by

Inta Ruka under the title My Country People, has indeed
become a chrestomathic fragment of the history of Latvian
photography, as predicted by the article. Demakova writes:
"Old masterly because it is masterly. Classical because the
theme is eternal. Avant-Garde because it has never been
done, something new in the local photo-portrait landscape.
Regardless of the great portraits by Gunars Binde and Janis

13. Bergmanis, Andris. Visur bijis klat. Liesma, Nr. 3, 1989, 35. Ipp.
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Laima Slava, "Andreja Granta fotoizstade’, Atmoda Atpatai, 12.07. 1993, p. 32.



Varam secinat, ka “foto teéatris” un fotografijai pievienotais
“tik daudz no pasa autora”tiek uztverti ka attistibas posmi
iedomata evollcijas cela. Visticamak, Seit iezZiméjas akcenta
maina — atteiksanas no “foto teatra” nozime atteiksanos no
padomju “fotoamatiera”iemiloto, nereti lidz salkanumam
estetizéto bildisu kolekcionésanas par labu laikmetigai —
racionalakai, neizskaistinatai un tiesai — fotografijas
valodai, kura autors priek$plana neizvirza lidzibu kadiem
ieprieks redzétiem “skaistas fotografijas” paraugiem, bet
gan iedzilinas sevis izvéléta realitates segmenta un nereti
darbojas ka zinatnieks pétijuma objekta. Fotografija

Inta Ruka. No cikla Mani lauku Jaudis.

Inta Ruka. From series M)

Kreicbergs, it is nevertheless still photo theatre [emphasis
mine — A.T]. Regardless of the outstanding portraits by
Vilhelms Mihailovskis, there is still so much of the author in
them [emphasis mine — AT]""®

We can draw the conclusion that “photographic theatre”and
the emphatic “so much of the author” are perceived as
stages of development in an imaginary journey of evolution.
Most probably, this indicates a change of emphasis —

deal and R

Conversations

Heléna Demakov
In: H. Demakov
Department, 20C

>pace of the A'Group”.
Riga: Visual Communication

ka viena no maksla izmantotajam tehnologijam tiek
atbrivota no nepiecieSamibas atbilst ieprieks noteiktiem
“fotomakslas”estétiskajiem un saturiskajiem kritérijiem.

Makslas zinatniece leva Lejasmeijere kada problémraksta

skaidro: "Aizvien vairak saplUstot makslas veidu robezam,
inscenéta fotografija ka patstavigs makslas darbs

zaudeé savu nozimi un padara Latvijas fotomakslas ainu
saméra kuslu un vienmulu. 90. gadu beigas grati kadu
parsteigt ar tehniskiem jaunumiem vai savdabigiem
inscengjumiem. Skiet, 70.~80. gados aktualajos t. s.
makslas foto eksperimentos fotografija zaudé savu Tpatno

abandoning the “photographic theatre” means turning away
from collecting the pictures beloved by the Soviet “photo
amateur’, which were so often aestheticised to the point of
the saccharine, choosing in its stead a contemporary — more
rational, unembellished and direct language of photography,
in which the author does not place the greatest importance
on compliance with some previously observed examples

of "beautiful photography’, preferring to probe a selected
segment of reality and often acting like a scientist with

the object of his or her study. Photography as one of the
technologies employed in art is released from the necessity
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sarmu, fikséjot “izdomatus” uzstadijumus.’® Dokumentalas
fotografijas prieksrocibas laikmeta konteksta komentéjusi
ari Heléna Demakova:"Estetizaciju, socialo visparingjumu
trikumu un dzilaka batiba bezkonfliktu attélu masu, kas
kopuma raksturoja Padomju Latvijas “makslas fotografiju’,
varéja ja ne nomainit, tad papildinat jaunas, analitiskas un
vismaz pret sevi godigas fotosérijas”!”

90. gadu beigas Latvija visparpienemta bija k|uvusi

ta saucama momentuznémumu estétika.'®

Lejasmeijere I. Gunara Bindes lidojums // Literatara. Maksla. Més. 1998, 17.-
24. sept,, 8. Ipp.

Demakova, H. Makslas darbu stilistika un tematika.. 358.-360. Ipp.

Estétika, kura Rietumeiropas laikmetigas makslas ainava paradijas 20. gs.
70. gadu beigas — 80. gadu sakuma un organiski iek|avas visos vizualas
kultaras slanos 90. gadu sakuma ar Nenas Goldinas, Volfganga Tilmansa

u. ¢. darbiem, kas nu jau kluvusi par ta laikmeta zimém.

Arnis BalCus. No cikla Pasportreti. 1994.

Arnis Balcus. From series Selfportraits. 1994

to comply with previously set aesthetic and content-oriented
criteria of “photographic art”

In a polemic article, art historian leva Lejasmeijere explains:

“As genre boundaries in art grow ever hazier, staged
photography as a self-contained work of art loses its
significance and makes the overall picture of Latvian
photography rather weak and monotonous. It is quite
difficult to surprise anyone with technical innovation

or unique stagings in the late 90ies. In the so-called art
photography experiments that were so popular in the 70ies
and 80ies photography seems to lose its distinct charm by
capturing ‘invented’installations'® Heléna Demakova has
commented upon primacy of the documentary photography

eva Lejasmeijere, “Gunara Bindes lidojums’, Literattra. Maksla. Més, no. 37

Momentuznémums ieviesa zinamu pasironiju un
noliedza tradicionali “fotomaksla” par vértibam
uzskatitos elementus (attéla tehniska kvalitate,
inscenéjuma dzildomigumes, erotisks vai teatrali
dramatisks zemteksts, kompozicijas atbilstiba
glezniecibas kompozicijas standartiem u. c.). Par $adiem
darbiem visvairak tiek diskutéts tiesi laikmetigas makslas,
ne fotografijas ka atseviska medija konteksta, un tie
ienaca Latvijas izstazu un makslas publikaciju ainava
tikai 90. gadu otra pusé — beigas.

Te vieta pieminét vél vienu Rietumu laikmetigas makslas
tendenci, kura aizsakas 20. gs. 80. gadu beigas — 90.
gadu sakuma reizé ar PSRS sabrukumu un Rietumu
informativas teritorijas spéju paplasinasanos
Austrumeiropas virziena. Ta ir talaika Rietumu makslas

in the context of the era:"The lack of aestheticism, social
generalisation and the mass of non-contentious images in
their deepest essence that as a whole characterised Soviet
Latvian “art photography” could be, if not exganged for,
then at least supplemented by new photo series that were
analytical and honest, at least to themselves!

By the late 90ies, the so-called snapshot aesthetic'® had become

a general trend. The snapshot concept brought with it a
certain amount of self-irony and disowned the elements
that belonged to the values of traditional “photographic

Demakova, H. The Stylistics and Subject Matter in Works of Art... p. 361.

An aesthetic trend which appeared on the scene stern European
contemporary art in the late 70ies and early 80ies, and became an
organic part of all layers of visual culture in the early 9 vith the works
of Nan Goldin, fgang Tillmans et al. that have now become true
symbols of tha

era.



pasaules pastiprinata interese par padomju laika
andergraundu, nonkonformistu makslu aiz dzelzs
priekskara. ST tendence sakotnéji izpaudas acumirkliga,
jdsmiga un atri parejosa karé uz vizualu eksotiku —
padomju valsts aréjo atribGtu mirdzumu un dazadu
socialisma absurdu dokumentésanu vai kritiku maksla.
Péc pirma sajdsmas vilna interese par padomiju laika
nonkonformistu makslu pamazam ieguvusi stabilu

un pamatotu vietu — tiek purinati un gaisma celti
padomiju laika arhivi, tajos mekléts kas satriecoss un
ari musdienas aktuals (2007. gada par Documenta

12 Inga Steimane rakstija: “Tomér makslas pavedieni,
skiet, vedusi Sis izstades organizétajus vairak pagatne,
jo tiesi tur, péc kuratoru domam, atrodamas lidz sim
noklusétas modernas makslas vértibas, kas var izradities

Zenta Dzividzinska. Bez nosaukuma. 1969.

Zenta Dzividzinska. Untitled. 1969

art” (technical quality of the image, conceptual profundity

of the staging, erotic or dramatic subtexts, compliance with
the composition standards observed in painting, etc.). These
works are mostly discussed in the context of contemporary
art, not photography as a specific medium, and they entered
the Latvian exhibition and art publication landscape in the
latter half and the end of the 90ies.

It would be worthwhile to mention another trend in Western
contemporary art, which came into existence in the late
80ies and early 90ies, coinciding with the collapse of the
USSR and the rapid expansion of Western information space
in the direction of Eastern Europe. It was the Western art
world’s heightened interest in the underground movement
of the Soviet era, the nonconformist art behind the Iron
Curtain. This trend started off as a momentary, rapturous

vajadzigas muasdienam. Izstade dasni iepazistina ar
Krievijas un Austrumeiropas 50.-80. gadu makslu, kas
pretojusies socialistiskajam realismam un autentiski
interpretéjusi modernisma vardnicu."”). Jau 90. gadu
beigas vairaki fotografiju autori parskatija savu ieprieks
nepublicéto fotografiju arhivu un publicéja attélus

ar jauna laikmeta skatijumu. Pieméram, makslinieces
Zentas Dzividzinskas personalizstade “Melnbaltais"°
(1999) bija viens no pirmajiem gadijumiem, kad Latvija
bija skatama konceptuali veidota melnbalto fotografiju
autorkolekcija, kura atvéra robezu starp laikmetigo
makslu un “fotomakslu’, laujot runat par passaprotamu

20.

Steimane |. Documenta 12 sentiments // Kultdras Forums. 2007, 15.jan,, 3. lpp.

Izstade notika galerija “Ciris" Riga 1999. gada. Katalogs “Melnbaltais” Riga:
autorizdevums, 1999.

and quickly subsiding taste for exotic visuals — the high
shine of the external attributes of the Soviet state and the
capturing or critique of various absurdities of socialism in
art. Since the first wave of delight this interest in Soviet
nonconformist art has gradually gained a stable and well-
grounded foothold - Soviet archives are being thoroughly
searched and brought to light in hopes of finding something
astonishing and still-relevant (In 2007 Inga Steimane
writes of Documenta 12 the following: “Still, the threads

of art seem to have led the organisers of the exhibition
deeper into the past, as that, in the opinion of the curators,
is where the hence-hidden treasures of modern art that
may yet turn out to be useful today are to be found. The
exhibition offers a generous introduction to Russian and
Eastern European art from the 1950ies — 1980ies, when it
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fotografijas izmantojumu laikmetigaja maksla.
Robe7Zas atcelsanu ieziméja tris faktori. Lielformata
kopijas, izgatavotas tradicionalaja melnbaltaja
fotoprocesa, — lidz sim Latvijas izstadés nepraktizéts
tehniskais izpildijums. Téma — momentuznémumi, kuros
redzamas sievietes nepozétos sadzives acumirk|os

lauku majas. Konceptuala pieeja — izstades centra

bija nevis fotomakslai raksturigais estetizétais viriesa
skatijums uz sievieti, bet gan véstijums, ko veido
spontani dokumentéti kadri. Makslas zinatniece leva
Kalnina recenzija rakstija: “Sai izstadé jus neieraudzisiet
fotografu viriesu tik iemijotos skaistos sieviesu
kermenus, kas biezi apspéléti uz kapu smilsu vai jdras
fona. Zentas Dzividzinskas téli ir vairak reali neka skaisti.
(.) "Melnbalta”batiba ir meklgjama uz robezas starp
makslas un dokumentalo fotografiju?' Lidz plakata
izméram palielinatie un makslas galerija izstaditie, nebat
ne romantizétie lauku ikdienas momentuznémumi
jedrodinaja daudzus autorus parvértét savu skatijumu uz
fotografijas iespéjam, un ari teorétiskaja doma to jau bija
skaidri formuléta vieta $adam makslinieciskas izteiksmes
panémienam. Inga Steimane uzsvéra 3i fotografijas
izmantojuma formalo un saturisko atskirlbu no
fotomakslas: “Zentas Dzividzinskas sievietes neatgadina
tas atsvesinati idealas butnes, kadas nereti vérojam
daudzu atzitu fotomeistaru darbos. Autorei, ka saka vina

21.

Kalnina . Realitates ilizija // Diena. 1999, 6. sept.

stood its ground against Socialist Realism and provided

an authentic interpretation of the modernist lexicon!') In
the late 90s several photographers reviewed their archives
of yet unpublished photos, and selected pictures that
provided a view of the new era. For example, Black-and-
White (1999)%°, the solo exhibition of artist Zenta Dzividzinska
was one of the first conceptual author collections of black
and white photographs exhibited in Latvia to open up the
borders between contemporary art and “photographic art’,
paving the way for a discussion on widely accepted use

of photography in contemporary art. This dismantling

of boundaries was outlined by three elements. Large-scale
copies, produced through traditional black-and-white photo
processing — a technical solution heretofore not practiced

in Latvian exhibitions. The subject — snapshots of women in

unposed moments of everyday life in country home settings.

The conceptual approach - instead of the aestheticised
male view of women, characteristic of “photographic art’,
the exhibition was centred on the message conveyed by
spontaneously captured stills. Art critic leva Kalnina wrote in
her review:“In this exhibition you will not find the beautiful
female bodies that are so favoured by male photographers
and often set against the background of sand dunes or

the sea. Zenta Dzividzinska's subjects are real rather than
beautiful. [..] The essence of Black-and-White lies on the
boundary line between art photography and documentary

pati, neinteresé kads aprobéts skaistuma ideals, vinu
saista dzive un cilvéki, kas brivi darbojas sava vidé.?

Laiks gan ir pieradijis, ka masdienas dokumentalitate

90. gadu izpratné ir nonakusi strupcela — péc tam, kad
skatitajs laikmetigas makslas izstazu zalés, galerijas,
biennalés, Zurnalos un albumos ir sastapis jau trissimt
ceturto dokumentalu portretu kolekciju, top skaidrs, ka
ilgotais “realitates atspogujojums” nebtt nav mekl&jams
seit vien. Tapat vismaz pagaidam sevi izsmélusas

ari nebeidzamas versijas par izskiroso acumirkli, un

mUs jau nogurdinajusi momentuznémumu estétikas
ekspluatacija reklamas un modes industrija. Tas nozimé
tikai to, ka més driz vien piedzivosim kartéja jauna tipa
makslinieka, jaunas domasanas un jaunas estétikas
dzimsanu.

Steimane |. Dialogs ar patiesibu // Literatara un Maksla Latvija. 1999,
16. sept.

photography.”' These non-romanticised snapshots, enlarged
to poster size and displayed in an art gallery, encouraged
many authors to reassess their view of the possibilities
afforded by photography; the theoretical space for this
method of artistic expression had also already been clearly
formulated. Inga teimane stressed the formal and contentual
distinction of this use of photography from “photographic
art”:"Zenta Dzividzinska's women do not resemble the aloof,
ideal beings so often featured in the work of many well-
known photographers. The author — as she notes herself - is
not interested in some generally approved ideal of beauty;
her interest is captured by life and people who are freely
functioning in their environment.”?

However, time has proved that documentalism in the sense of

the 1990ies has reached a dead end - after the spectator
has seen the three-hundred-and-fourth collection of
documentary portraits in contemporary art exhibition

halls and galleries, at biennials, in magazines and albums, it
becomes clear that the sought “depiction of reality”is not
exclusive to these places. Similarly, the endless variations on
the subject of the decisive moment seem to have exhausted
themselves for now, and we have already become tired of
the exploitation of the snapshot aesthetic in the advertising
and fashion industry. Which only means we are again about
to experience the emergence of a new type of artist, new
thinking and new aesthetics.
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Inga Steimane, "Documenta 12 sentiments’, Kultaras Forums, 15.07. 2007, p. 3.

The exhibition was held at Ciris Gallery in Riga, in 1999. Black-and-White
catalogue.Riga: self-publication (1999).
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